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This publication is an edited compilation of materials from the online museum
“Art Museum ¢ ‘Seeing Us: Living in Japan with Roots Overseas’”, released by
Art Access Adachi: Downtown Senju - Connecting through Sound Art as part of
Immigration Museum Tokyo (IMM Tokyo). This project was initially planned as
an in-person exhibition but was moved online as a precaution against the novel
coronavirus. While focusing on the context of art, the special website conveys one
side of the multicultural society that contemporary Japan welcomes. The website
consists of three sections (one for guest artists, an open call exhibition, and an
exhibition of activities) as well as reports on citizen-led activities, blog entries,
and a library.
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Zineb Sedira, Mother Tongue, 2002 The white picket fence,
Immigration Museum Melbourne
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The Activities of Immigration Museum Tokyo

Shigeaki Iwai Artist / Director, Immigration Museum Tokyo

* The following text is a summary of the Japanese text.

First, | would like to note the current situation in this country, Japan. According
to the Ministry of Justice, 2,885,904 foreign residents were reported living in
Japan at the end of June 2020, of which just under 60%, or about 1.66 million,
were workers. In April of the previous year, Japan’s immigration law was amended
to include 14 new industry fields such as agriculture, long-term care, and
accommodation under the status of “Specified Skilled Worker” with the goal of
accepting more than 340,000 people over the following 5 years. However, while
the government is making large strides towards increasing the number of foreign
workers, they are also strengthening the administrative capacity of immigration
detention centers, where human rights violations have become an international
concern; narrowing possibilities for refugee applications; and attempting to pass
a bill for the criminal punishment of foreigners who do not accept deportation.
How will these policy contradictions reflect on Japan’s future on both a domestic
and international stage? In the midst of the coronavirus pandemic, 2020 may end
up being remembered as the year when social exclusion overcame tolerance.

In nations and regions that have historically embraced immigrants and adopted
multiculturalism, there are facilities that make clear the hope and meaning of
existence that immigrants convey to society. These facilities promote harmony
between people by introducing the varied histories behind the reasons, methods
and processes of immigration, as well as the current treatment, ways of life and
backgrounds of immigrant people. Those facilities are referred to as “multicultural
immigration museums”. Importantly, those facilities are not just museums, but
also a safe space where immigrants can affirm their identity and meaning of
existence in a different country. Currently, there is no such museum in Japan.

When referencing those overseas immigration museums in the context of Japan,
the challenge of defining “immigrants” cannot be avoided. Despite an increase in
foreign residents, Japan has no official “immigrants”, nor any official legislation
that can define them. Because of this, simply imitating or transplanting the
function of those overseas museums to Japan would be meaningless. So, what is
the best approach? In the case of Immigration Museum Tokyo (IMM Tokyo), the
following “three perspectives” form the basis of our activity.

IMMIGRATION MUSEUM TOKYO

IMM

Phase 1: “Adaptation/Adjustment” Overcoming hardship and life challenges in Japan

Phase 2: “Preservation” Maintaining one’s original culture and way of life

Phase 3: “Fusion” Unconscious integration, including compromise and passive
change

These perspectives shed light on the fluid lives of people with roots in different
homelands. While mutual understanding between the original culture of an
immigrant and that of Japan is important, in actuality, the process of change
that occurs between two or more cultures as they avoid friction and conflict can
yield a forward-thinking sense of creativity. What IMM Tokyo seeks is the “human
wisdom” that emerges from that process and the “hope” that arises when people
are placed in equal and reciprocal relationships.

With this in mind, the activities of IMM Tokyo have continued through repeated
trial and error in response to various changes in our mode of operation, base of
activities and budget. As our 10th anniversary miraculously coincided with the
Tokyo Olympics and Paralympics in 2020, which seemed to beckon opportunities
for society to fill with international and multicultural topics, we envisioned an
exhibition to celebrate 10 years of our activity. However, the spread of COVID-19
forced all sorts of plans to change, not the least of which was the Olympics and
Paralympics. Yet, amidst the commotion, we at IMM Tokyo could stop and think
about what kinds of actions are really needed now. This publication is full of hints
toward answering that question.

Shigeaki Iwai

Since the 1990s, he has been working on multicultural issues in Japan and
abroad, and has shown his works mainly in international exhibitions and
"artist-in-residence". In 2010, he started the project-based Immigration
Museum Tokyo. He is a professor at Akita University of Art.
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(2010.6 - 2013.3)

Activities in Koganei : Communication Projects by Citizens
(June 2010 - March 2013)

©2011.3.26~4.9

B £ Exhibition [Z2—#v—X-Ea— 2011/ NEWCOMER’S
VIEW 2011]

218 Venue : N&HT7— 2Ry by v | — 2F / Koganei Art Spot
Chateau 2F

HREXR Exhibiting Citizens : FE¥EF Mariko Kishi. HEMF
Miwako Maki. E&FRF Kyoko Tominaga

4 2 218 Guest Project [We are same towns] : 2K £ Kou Kuroki
(F=rF1Lo8— /Art Director)

F—24 2 Talk Guest : YL Zuru Kageyama (ART LAB
OVA *2 / Leader)

T Host: N&HT— TN -Tovar I RITEBS / Koganei
Artfull action! Executive Committee

©2012.3.17~3.31

B £ Exhibition[Za—#+—X+Ea— 2012 / NEWCOMER’S
VIEW 2012]

215 Venue : NEHFT7— MRy v+ b— 2F / Koganei Art Spot
Chateau 2F

HmERER Exhibiting Citizens : KARE Ty Aino Okubo. FHEE
Emi Hirata. & F%# Miho Miyashita. W#$ T Gen Yamanaka.
JEJIIFRIKF Maiko Kitagawa

FZ | Guest : JH + A=Y a5 Lisa Gershten (EiEHF / Japanese
Nursery Rhyme Singer) B2 # RF Sumiko Tamuro (Sin Trtulo %
% / Representative)

F#& Host: N&HT— T - Fovar I RITEESL / Koganei
Artfull action! Executive Committee

©2013.3.3~3.23

R £ Exhibition[=a—#v—X-Ea— 2013/ NEWCOMER’S
VIEW 2013

21 Venue 1 N&HT7— P 2Ky bYv | — 2F / Koganei Art Spot
Chateau 2F

MmRETR Exhibiting Citizens : EJIIF &K F Maiko Kitagawa. &
A% Hiromi Furuta. EMBE Haruka Tomita

42 MER Guest Artists : T 7 ) ¥ L-w RO —F-F7 o1
Golmaryam Masood Ansari. )2 - JL—Y+> Liu Lushan. Yz
A2 -/\>T1)=X Jaime Humphreys

T Host: N&HT7—r70L 7o ar | RITEES / Koganei
Artfull action! Executive Committee

BUREHIEEH O: hRICEAIAZ2=F—Yar T
ayzsh

(2013.5 - 2016.6)

Activities in Adachi @ : Communication Projects by Citizens
(May 2013 - June 2016)

©2014.2.15~2.23

B4 Exhibition [RB#EAH SV / Fascinating Encounters]
218 Venue : BOHETA# 22 Y+ / Studio Hinode apartment
BR Participants : EAEF Ryuhei Uemoto+Hh %/ 7 - h5 1)+
Katanova Kateryna. #i&E Tomomi Ide +#%{£54 Toshiharu

Tsurumaki +#E&FF Yukako Ban. M %= Eugene Okano +{&
BEREL Yuri Sato +E4A—1T Kazuyuki Miyamoto

=242 Talk Guests : A1 & Fumie Ohashi - 844 Fuyuki
Makino (BRREBRAZAZBR 7Y 7 AFEM R R KB / Assistant
Professor, Waseda University Graduate School of Asia-Pacific
Studies)

©2015.2.11~2.15

R £ Exhibition [H&ULOH %5 / The Form of Encounters]

218 Venues : AOHATZ 2 Y4 / Studio Hinode apartment (B

7~ / Exhibition). 7 by Z#E#ES / Umeda Catholic Church

(/74 —v2& =7 / Performances & Talk)

Bir Partmpants L FHHRE Tomomi Ide + SBAFE Iroha Goda.

#51%55 Toshiharu Tsurumaki. BREIBF Yukiko Hashima. &

A—4T Kazuyuki Mlyamoto. ZE1E Hyeon-sik Kang

/374 —v 2 Performance : EA#EF Ryuhei Uemoto +/NEE

#1;T Marie Ogata

F=24 2} Talk Guests: #BZREF Shuko Ebihara (%ﬁ?ﬁ*

FFB Yz / Representative of Shinjuku Art Project).

12 Wei Ting #iB7— 7AYo / Shinjuku Art Pro;ect)

SAA-T7 L v Alec LeMay(_t*“j(?-‘EE‘E‘ﬁa v ha—/

Sophia Umverswty s Center for Language, Education and

Research) SE)I187T Hiroyuki Arakawa (B M)y 2i8EBEEE
A% / Umeda Catholic Church, Pastor)

®2015.9.5~9.23
£ Exhibition [EB&&NDT & & / Everyday happenings]

21 Venue : BIIXBE Sekiya, Adachi Ward
B 7R Participants : #% A& ¥ # Naho Morimoto. % & ##& Hyeon-
sik Kang. @&—1T Kazuyuki Mlyamoto+E|J:t¥T/HH’~ Momoko
Hibino. EA—1T Kazuyuki Miyamoto +4t#F 83 Rumi Kitano

+K#F Yuko lzumi+IHAHRF Yasuko Yamada
/8T 4=~ 2Z Performance : HBZ Hyun-Mook Lim

@ 2015.10.18~2016.1.23
b—%2Y1)—X Talk Series [EX{LHEICDVTEAS / Thinking
about Multicultural Coexistence]

HB#HE General Version
@O=3% Venue: A1) v 7BEHS / Umeda Catholic Church
@%15 Venue : ZUE' 721/ Manabi Pia 21
7 Z | Guest : R R Yoshikazu Shiobara
EEB A / Keio University)
ELSF / Daiichi Building 5F
»yzO-4Y Angelo Ishi
(A% / Musashi University)
@=IF Venue : FUE 721/ Manabi Pia 21
7 Z | Guest : @M= Sachi Takahata
(B MBI A% / University of Shizuoka)
HE1fi#R Arts-Focused Version
(D£3 Venue : —EJLSF / Daiichi Building 5F
J 2 Guest: BEHFRF Sumiko Tamuro (R / Director)
@%1§ Venue : %E‘\ RE / TEIKYO Umverswty of Science
8 Screening: F¥ a2 # > % 1) — M E Documentary Film
[HAFU (/\77)J (2013)
2 Guests : KE 71 Ev | David Yano. AARTF7—F Edward
Sumoto

3£ Venue 1 §
72 Guest: 7

IMMIGRATION MUSEUM TOKYO
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(2016.9 - 2019.2)

Activities in Adachi @ : Activities Centered on the Filipino
Community of Umeda Catholic Church

(September 2016 - February 2019)

©2016.9.10~9.19
A~ P Event[74UEYDBD, VENVEYN vF5F — 414,
£, #5 — / Individuals from the Philippines MAKILALA :
to Know, Meet and Dance]
B{&ET Video Installation [Their history, to be our story]
235 Venue : fFEJOR / NAKACHO House

AL - Director : FIE8#)3E Hatsumi Abe
% Video : EH T F Ryohei Tomita
£IBHMK Spatial Design : AAKRZEBHEDLHRE Shinya Satoh
Studio, Nihon University
/8—F 4— Party [ 74 1)sSER 1! / Filipa-pi-po!!]
215 Venue ! R E 1l A F T E & / Senju Campus, Tokyo
University of the Arts
Jovzy ) —4— Project Leader : #AFH# Naho Morimoto

® 2016.10.1~10.17

BES Exhibition[#BR%K. ABES. BAGHEM ~F>b-5—
WA S VETF{E~ / Bath house elegy, humane pull-car, and
vanishing view of Showa era: Senju, the town where Kent
Dahl had walked around ]

1% Venues : 1¢EI0)% Z5 / NAKACHO House and others
BH Photo : | » #—JL Kent.W.Dahl

FalL—¥ 3 Curation: EF B Shigeaki Iwai

P =24 2} Talk Guests : £ R E Fumihiko Sumitomo. B&&
#F Sumiko Kumakura. #1873+ F Satoko Funahashi

® 2017.7.22~8.7

A~2F Event[Z4UEYDLD, VENVEYN vF5F — 414,
20, #5 — / Individuals from the Philippines MAKILALA :
to Know, Meet and Dance

B {&ET Video Installation [Their history, to be our storyl
(BE T / Re-Exhibited)

£15 Venue : FEJOR / NAKACHO House

/8—5 4— Party [ 74 1)ssEF 11 / Filipa-pi-po!!]

215 Venue : EREMAFTERIM / Senju Campus, Tokyo University
of the Arts

© 2017.10.15

YURI YL Symposmm [BxOx:E : XEBHECRGAD

ZF 4T 4 =Y AP /Immigration Museum : Australla-
Japan Dialogue towards the Enhancement of Cultural
Diversity]

215 Venue : RREATAZ LT / Ueno Campus, Tokyo University
of the Arts

HiE Speakers: )& - 270O—)L Linda Sproul. Y+« EOA
Jan Molloy. ¥F— -7}V > Maggie Watson. 7!JZ - 7> Alice
Pung. Il|/7\///:l #5144 L-Fresh The Lion [Ll k. 135L—
Yar-3a—ITL- ALK / The above from Immigration
Museum, Melbourne]. 44 Bk 2 ¥ Mariko Murata, 2Bt —
Junichi Norota. & # /2 — Koichi lwabuchi. &#H K Shigeaki
Iwai. BE&#F Sumiko Kumakura

© 2017.12.8~2018.1.14

EHEMIER Lecture Series [BXX{L3#&E%E A5 / Multicultural
Coexistence]

235 Venue : FE]OXR / NAKACHO House

72 Guests: fAZEME Mlmasaka Higuch (AARL R Ltge
Japan Muslim Association). % I8 — Hirokazu Oikawa (FT#&
HhAZ / formerly of Kyorin University) . SH¥IBE&F Akiko Yugeta
(SIEARFAFREL / Master's Graduate, Rikkyo University)

©2019.2.16
/=35 4— Party [7 41 /SERI # - 774 FI) / Filipa-pi-po!!
The Finall
235 Venue | mRBATAZE TR / Senju Campus, Tokyo University
EIIZLHHZ):Sﬂ ELEBRAEATVS

of the Arts
» 2578 W@?ﬁt (SR EES
019.4 -

Actlvmes in Adachi @ : Activities for “Art Museum + ‘Seeing
Us: Living in Japan with Roots Overseas’”
(April 2019 -)

© 2019.7.27~12.14

L& F+—¥1)—X Lecture Series [EX{LHRICHTET—LDF
#5 / The power of art in a multicultural society]

235 Venue | MRBATAZTFERH / Senju Campus, Tokyo University
of the Arts

4Z b Guests : EBEX Hiroki Mochizuki ([=v R E421T] Rk
& / “NIPPON FUKUZATSU KIKOU" Editor in Chief). /v>+ b
kb3 Tong-hyon Han (#t£ %% / Sociologist). &% JongOk
Ri (7=7 4 / Artist). #E#F Asako Taki (NPOEA ARDA &
#B& / Executive Director, ARDA). L= Yoshihito Yamaura
(NHK &I EB it - B4t F# 2 7 1 L 2 2 — / Director, Program
Production Department, NHK). &#EN Keisuke Nagoshi (7#
457 7— / Photographer). &&# Kaku Nagashima (F5<k
)% / Dramaturge)

© 2020

BE2 Exhibition [E#fiff - bELABEHATVS — BARCEST
BHAIL—YDATE / Art Museum » Seeing Us: Living in Japan
with Roots Overseas]

HEAOF DAL RBEE (COVID-19) DR BER G RILZRE.
/ We decided to cancel this event in order to prevent the
spread of COVID-19

©2020.12.5~2021.3.14

B® Yz TH A Special Website [# > 54 £ ffifB-bAELE
BEBATVS — BALELSTEBAL-—YDAVL / Online Art
Museum ¢ Seeing Us: Living in Japan with Roots Overseas]
(https://immigration-museum-tokyo.com/)
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BEANDIBDIRE U

BRAFF 1 o71~oFbdal—4— /oo —n—ff

SHLMFEHLRDI5ENTK. HF+ 4D AY FEEXTESEHEMOREEZTERLT.
NR)—=T5 P THEIShAEXBELABEARO—ROBEADIVF R —F— DI N—
7B [The Age of Anxietyl, AR ZDFEFIV Y —FOT7 YR 42 P L RTORTRI—
F4x—42—%LTVT. BRA35L—vYar32—I74L-BR (UTF. IMMER) 74
LI Z—DEHKBESA (LT, B GZOEKT—F1 A bO—AE>%, ZhHE
CEHEDUHTOLEEICA S,

BHIHEELEDE 100 Hummings) EWH 24 PO F4 R 2L —Y a3 ThbB,
L. RATHRLZBOAEROAVEFEFLTVARBEARNT. AEAFSEHEOAY
CoOFITCHPBOEREY TV I L. RE—D—DBFRLYRF U ICELIEEZEVS
DA 2=y ariE. ACIN—TRICHBLTOVENEAD, 72ULERy ZRI(C
BRTELSNAHREREEZ. Fa—T2GE>TREBTIEHFADULT2BLTHCEVSHRK(T
YE77—LT7AYIIL) EADET. HIERDARCHIIBHPBREEZD C2HLEM
BEBOIERELTHFaAL—F—HFRBAEELRELTVS, LAHL. EHENOR->TVS [#
Bl GAEHCELD, YH=-a—3 - Fs. AEAA7— Y- THEREZLTULEA
E. ERRETRTTI2BROBEFIVThERE VWS REFZHTHACRZIAE LAV
V55— ERKICEBLEBIELE, —ARFEEZWRSICLTVASHOERD S I,
CHhERERMOERDIRELEEL =, HHD (100 Hummings) k. BERUERRE
VCHSEHICECATREShEBACAFSOATVE, BARSCH AL EFEELTLAL
I BB/LEZFTVANEEOANVE, EHORELEZ. BZ L HEAZHAEBNEE
BRBRUT. RABHPEET I/ UVFT 1 LTOEFE2BRBRLAEZET. RRICELTHS
DREABE L REDTEEZIAVE. ABKOBANOHRIZESVTVE LS CBRAE,

BEHER > E1995F & VWS EE. R - MBAEX. AV LHBHOMTHRY ) VEHLE
OIEROAHREZERICLIEHIATHICECY . BALBIHAERCEDIhTLE,
LEEL. 2RO T URFY—TF—FI7I—LFOEBREDLSBBR)E—FHD
—BUT. e LMEE2EAS LI ChoTVEABEA £, 20&50BKTHES ]
HEEC7— PCEDLIRTDEDIC. COEZ—ERNAVERS L3R, 2FKRICE
YIMIF=NDKZUZR/AL. DFEOBRICE >, DFEFREBESOERELTOEVE
TI967EN HLEREBEZLZBERICANE, 28264 FY ADERMBERICE > TRIL A
BRERE. 20&50BEXEOPTEE LN SAROXNTIT T4 71 —bER
BFH25ETARECEDo . LA VAR>S TE. REBREAFIATRALCSH

IMMIGRATION MUSEUM TOKYO

FHLACBRELVSBHEBEDLAVL, MOLSLBEEBREF TR, THBES, S
TR E TBREVOIAEZRBREVS LR, ZAZTAEVLSRERERPRASE-
TULTH, APDE-PYTETFhAEAEZEL. BIOLMTHLVAEZELEET LTS
3. ZOBEDXIRBE,I SRBLDZIXIEAOBITICE. HLLVALLBAZFICANDIE
veehic, HEEL DRIRE. FRE, LA, BHAPELZZHS. ThZNEZFS70HY).
BFCETRZES BRI DY, BHALEVEESLER/ER/bEEELN LMEN DD, FERD
HREF - ERALEBEDRIEREFE. R, RRXEL Y7 LAYEY. SOBFOANEE
XATCATLB I ERBALARELUKEUIT VLS,

2020 1 BICEHA LMV TV A IMMERIORAFESENEEE. Basrs#HBans
DA N ZEREOBRELABLD D CEEEZRELC S, 051 VN EDb- £,
ZN=a2—R2FVT—BROIBAE, UVDAUVERICHELAFFM VEHRETRED
BRRZZCHIWEERALS DS, I0FL VWS BEA2BTEELFTEAIMMEROE
BRABADODHED YD, BAARPERZEBA THBICAREESNEI >TVLEI0E, FCT I
WIETRAEVHAER- A, HEOMHESZERMTR. CO1FEORTIOFHEZK> TAED
HEBPIPBEhZS BRI ERLLHMBLFEDICR £, BROFBEOBRERER. Ny Yok
COMEIER. BAEREG TR HRBIEN>TVS, FARPT. #0514 0%28BLT
Ko AV AL4DMBEMEERBL., MEFETHLDTE 3AEEMEE. BRICES
FTHIZVEVEDLWENFSDEETVEILTOAILULINTVS, FEAGEANA—F v
REMAELTSE. SSICRIA2SFFCBECE. BEHOBACHTIHBORELFH ).
B Z0OHAD—BTHHE VI EFRERXFLAVEVSFEERTMB LN TE S,

hEZBRBITICRIBETEAV, ThELHEL—ATREETVHARAVDELL, &
ETVBHESHIFEEOLVERUCTVLAAL, FAEBRETHALC [—HBIEATHS5 &)
EEEDIFIHIEDILULI. AEZEDo>TUARVDE,

R R&HF

20078 (hFE . N o7—n—OEBRRT7TIT7T7— 22— (Centre A)
DF—T7FaL—F—F{E. 2013F (M. 0OFERIWHFLETITER
CT—rTaVzI MVaBESFHNFD. 2021FETIEY - /NLF U F - Fal—

S—HRH,
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A Fond Look to Our Neighbors

Makiko Hara vancouver-based Independent Curator

A quarter-century ago, in the fall of 1995, a group exhibition of contemporary
Japanese artists titled “The Age of Anxiety” was held as part of a large-scale
Japan festival at The Power Plant to celebrate the inauguration of the Japan
Foundation branch in Toronto, Canada. | was the research assistant and the
exhibition coordinator for that exhibition, while Shigeaki Iwai, the current Director of
Immigration Museum Tokyo (IMM Tokyo) was one of the exhibiting artists. That was
the first time that Iwai and | worked together.

Iwai exhibited a sound installation titled “100 Hummings”. In Shinjuku Hyakunincho,
where the largest number of foreign nationals were living in Tokyo at the time, this
installation sampled foreign workers humming the songs of their hometowns and played
them through speakers for cactus to listen to. | remember that the curators chose this
artwork, along with “Ant Farm Project” by Yukinori Yanagi, shown in the same exhibition,
which dealt with social issues surrounding migration and immigration in Japan at the end
of the century, in which ants moving through a tube gradually destroy world flags made
of colored sand in acrylic boxes. However, the “migration” that Iwai or Yanagi are dealing
with are fundamentally different. Yanagi, who was living in New York and exhibiting in
the international art scene at the time, focused on the phenomenon of globalization
and symbolized the idea that the current wave of immigration on a global scale may
eventually become a force that collapses the framework of the nation. On the other
hand, the work of Iwai, who was based in Tokyo, gave me an opposite sense of empathy.
Iwai’s “100 Hummings” was directed at his invisible neighbors in the same city of Tokyo.
Those foreign nationals were treated as if they did not exist in Japanese society. Iwai’s
gaze seemed to be based on his empathy for the people living on the periphery or at the
bottom of society in Tokyo, his contemporaneous neighbors, perhaps because he had
left Japan and lived abroad, experiencing life as a minority in a foreign country.

In 1995, the year | met him, the Great Hanshin-Awaji Earthquake, the Aum Shinrikyo
cult gas attack on the subway, and other events that shook society at the end of the
century were happening one after another, and the whole of Japan was covered with
a sense of stagnation. That was when | myself began thinking about social issues,
shifting from the festive mode in the contemporary art world. In order to continue my
critical engagement with art in such a time, | wanted to leave the country, and two
years later | transferred to a university in Montreal and later became an immigrant
in Canada. Canada is a young country about 150 years old with a multiculturalism
policy that began in 1967, though Canada is actually an immigrant nation established
by colonial France and England. Living in such an immigrant culture, my own cultural
identity and way of life have changed drastically over the past 25 years. However,

IMMIGRATION MUSEUM TOKYO

even after a quarter of a century, | still feel that | am not a Canadian but an immigrant
living in Canada. Choosing to live as an immigrant—whether a voluntary immigrant like
myself, an asylum-seeker, or even the second and third generation of immigrants —
means leaving one’s country of birth for some reason and building a new life in another
land, even if the background, circumstances or situation are different. The transition
from the culture and customs of the past to a different culture is accompanied by the
joy of a new life and freedom, as well as separation from one’s homeland, absurdity,
sorrow, pain and suffering. Each immigrant’s story has its own drama, sometimes life-
and-death risks, and a rich story of both pain and joy. Each day, | continue to feel that
the friendship and solidarity with friends who have had similar experiences, and the
stories | have shared with them have supported me in my current life.

Unfortunately, the idea of the IMM Tokyo 10th anniversary exhibition that Iwai had
told me about in January 2020 had to be changed to prevent the spread of the novel
coronavirus, and was switched online. | was temporarily heartbroken when | heard
the news. However, as | read through the past archival materials and stories in the
online museum that opened at the end of the year, | thought it was amazing that the
multilayered human connections of IMM Tokyo, which have been built up over the
past 10 years, are now clearly visible and spreading beyond place and time. In real
social spaces, the pandemic has exposed various issues over this past year that could
damage the foundation of human rights. Issues such as disparity in how immigrants
are treated, discrimination and hate speech are spreading not only in Japan, but all
over the world. Under these circumstances, the possibility for people to meet online,
share each of their challenges and stories, and engage in dialogue is open not only
to immigrants, but anyone who is living in isolation and trapped. Even if it is a virtual
space now, | can see here lwai’'s empathetic gaze toward his neighbors, which | felt
25 years ago, and his hope to share a sense of solidarity as a member of this society.

Understanding others is never easy. However, no one can live alone, so if we feel
that life is difficult, the only way we can change anything is by reaching out to our
neighbors and saying, “Let’s change it together.”

Makiko Hara

She was appointed the Chief Curator of Centre A, International Centre
for Contemporary Asian Art in Vancouver, Canada in 2007, and became
independent in 2013. Since the 1990s, she has been involved in a number
of art projects that connect Canada and Asia. She was awarded the Alvin
Balkind Curator’s Prize in 2021.
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ARTISTIC EXPRESSIONS

PEOPLE WITH

ROOTS OVERSEAS

With the aim of shining a spotlight on artists
with roots overseas living in Japan, IMM
Tokyo held an open call for artwork from
people of various age groups, careers and
nationalities within Japan.

The Director of IMM Tokyo, Shigeaki Iwai,
interviewed four participating artists to
discuss their thoughts on their work, their
lives in Japan, and their cultural background.
These interviews shed light on the incidents,
experiences, and future that Japan faces.

* Approximately 100 artworks were exhibited in the online
museum “Art Museum ¢ ‘Seeing Us: Living in Japan with Roots
Overseas’.

IMMIGRATION MUSEUM TOKYO

BARCESTHBAN-—VAEE >DRBELBICES%
HTH2HAAEULT. MMERETREARO#K 4L L Ei
B. ¥+ )7. BEOAVEI SR ERZELELE,

IMMER%2FERTHIEHE. BEEDS LB
Y2E21—%EEL. FRADBVR, BXATOE
LL., XIEMBEERCOVWTEZAVELE, 22
k. BATEBL AHKRE. BR. ZLTHERA
DEENZHU LD FT,

MBFEVITHA D [FF74 VEME- bEALEBERAATLS — AR
CELTHEN—YDATE ] (CEHI00EDERNEEZN F L.
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I)—1E#% / Masatoshi Lee
(BR) / Eye

EFTRIIC. BEIZECENLTOVELEVTEVLTTS?
First of all, could you briefly introduce yourself?

YUHR—WAORE. BRAADBOMICEThELE EEh
LEBLToLAKRTY,

| was born to a Singaporean father and a Japanese
mother, but | was born and raised in Japan the
whole time.

ERIZDOVT. BHEICHZBEOLET,
Could you explain a little bit about the work?

EEEEFA -2V IT.TICKRHFFEOE V., FEAERER
HULAVRVEBOROEZRMIT. ETHEKEEINFL
Eo ENHATALZEATCBALT.RVTHLZORNDESE
ForREHEOTAHLIEBVELE,

BOADI DA SEEALIC, TTRISELALEDOHN [H]
EokDT. ZhaiE<IEiCLELE. FVERBEBILAES
EHICLBOKRDERHRELFE - TVETH . Z5FTHET.
RAADAECL>TRORBEHEDBLS CH>TVET,
BERTE. VOWIBE R Z2—3y FTOKHTHEEHI R
RTEETLh, 20T, BEZIROFCITIAVE, KYD
BERTRIERZRELARVEDE DN EVEEREDEISBoTVELE,

| found some deep black paints on the Internet that had very low reflectivity and didn’t reflect
light at all, and | thought they were really interesting. So | bought them, and then | thought I'd
try to paint a picture using deep black when | got it.

When | wanted to paint a picture of a black object, the word "eye” came to mind, then | felt like
| drew a picture of an eye. | used gold and pencils to highlight the deep black, and it makes the
painting look different depending on the angle from which it is viewed.

Now, images of so-called masterpieces can be found on the Internet. Ever since | was in high
school, I've wanted to create works of art in which the viewer has to be in front of the painting
to truly see it.

BNDEREADLIEEAFAEESZASPEIR. YT 20DOBELE BLTRIOVAES LB EFTH?
Have you noticed any differences in the way of thinking or habits that you learned from your
father abroad, or the standards you use to make decisions?

EREDEIC[U—. BFEALLEBHNMIEVL] EEDLDRT. Z50VAEEMNMEVEEbNI L EBHIA. &
BORLAEZEDNBYET.

ZOBAHEF. REN Y AR—WAORBEDRED [T BATTR. 25V ABAELT. FIOH A —KHO4LA
EAENER=YFNZR=ZHP BRI B, EBoEZERBHYETR,

When | was in high school, someone said to me, "Lee, you're a little too close to me,” and |
thought to myself, "Come to think of it, I've been told I'm too close a lot of times.”

The reason for this is that when | meet my Singaporean relatives, they greet me with a hug. As
a result of those experiences, | have wondered if my personal space is smaller than the average
Japanese person'’s.

IMMIGRATION MUSEUM TOKYO

4k (&JE#) / INHO(YinFeng Wu)
{Untitled) / Untitled

FTRYIC. BECHECENLTVALEVTEVVLTTS?
First of all, could you briefly introduce yourself?

19NECHREXREFTEEFNE LA 204F L. PEOFEMFHAZLVSEALIXRETTHI U OFHLEELTH
LiE EECHVABERELTHHTVELADN  ES5LTHEMERY ALK THEEZHHTARICKE LA,

| was born in 1991 in the city of Dalian, China. | graduated from Guizhou Normal University in
China with a degree in design in 2014, then worked as a civil servant for half a year. And | left
my job and came to Japan to be an artist.

BREDINTF—VXIEZIZO2VTHAVLET,

LEEHET. F—LLIDESLEFEVLESEZALDTLEIN?

Let me ask you about your performance work.

Why did you try to live like a homeless person in a metropolitan area?

BRBCHBLESER--TVET, BETAC. mRICVAIEN . HEVEBETRAVER>TVET, 75— M A
TUT. Yy VaDPRTERIIT> T BARARBGRR. BEDOHBELV-AMEEHZTLLS,
BEFERTRAVOD, B THRTPOBN2ADT. RENBERZBECTEAZRZSILE2ADTT. TH. &
ARRODLRDI>ETTHR.

First of all, I'm always suspicious of consumer society. In short, | wasn’t very happy in Tokyo. In
Tokyo | live in an apartment, busy going to school. All sorts of relationships and stuff. There's
also the issue of money consumption.

Why not happiness? | didn’t understand it at all, and | wanted to find the answer with
performance. But | didn’t find the answer at all.

AZFDHATEETVOBIHRD L%, EDEFICIEBATVETH?
How do you see yourself living in Japanese society?

BABEZFLRVRCEAYCERNSAEFLE, $.BFRELZSDRAFEEILSCH->THEERRHVET L, MHER
HHIDEASH, EEBTVET,

MEFRAAOEEEF > TVI LRI BRADERZMEEHF > TLET, Lal. ZhZhoRKits, E5ohEEHEH
RBEMN TR A . AHOBREUEH OEDNARBLELEDNAZEYFBNELE, Z5FBADESCh>THBIER, —
PEbLFICHIELTVET,

When | couldn’t speak Japanese at
all, I was really super discriminated
against. Now, even if | can speak
some Japanese, | may still be
discriminated. | knew there would
be a reason to discriminate.

| have the sensitivity of both the
Chinese and the Japanese. | was
once told that it's not a matter of
which is which, but rather that it's
important to have a sensibility for
either. Once | understood that, |
haven't hesitated to keep working
on art.
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A7+bv1)> / Ea Tulin
(R TEEDSY / It's all in the head

EFPRIC.BHEICHEEBNLTOVELEVTEVVLTTS?
First of all, could you briefly introduce yourself?

TAVEVHLARICRELE RERIAXFTELSZMBLAR. ELETHLIREZXZ—LELE, SEROR
BIHBE R IERECDVTIHRELTOETH . AR, 7— PO EERY(IFERDTT, 25 LT BRKRICLTVET—
M. EROENE. ELF2BARDEDLICRDELE,

I'm from the Philippines. | recieved a masters in agriculture at Tokyo University of Agriculture and
Technology, and straight after that | started a Ph.D in Applied biological chemistry. | am currently
studying proteins in the brain and at the same time | really like art. That's why I've decided to
combine my hobby, art, with my major, which is biology and biochemistry.

ERIZOVT. HEICHEEBEOLET,
Could you explain a little bit about the work?

MET. B ICHRLRIEENEERFIAEE AR CEN T LN DEERE. A ETHLIZ—IEEB V. Z5LE A=Y
ZHEICUVAEERT . BAOHREZMY AKAVELE, HANTVILREEZRTV AL TTH . AKIC. BEZ0E
REHIDERBOMDNEETT.

EREIEZRASBFICZCOANICEDLNEOTTY, EIhALEASE OBEKRTHE0H)E LhERA, RELLTVL S,
RBULTVLE. ZEAFEZLTVA. FETHS. RBRCEOBRICA>TVS. 23 LAROBRBORBAEL VWSS ETT.
So the first time | studied the brain and | stained different chemicals to the brain, | just thought
that the patterns and the colors and the shapes are very unique, and that | wanted to make art
for my room. | was drawing this girl and she looks like she is dreaming, which is what | mean by
"It's all in the head"”, but at the same time the background is
actually the brain.

But once the pieces were finished, a lot of people told me
that maybe these women are actually self portraits of me.
Whenever I'm feeling confused, when I'm doing experiments
or when I'm thinking, when I'm happy, when | feel like | am
just skeptical about my experiments, then | draw them.

SHEHMDESIC. 71V EZHLAFANDBEAOREMLTOET,
A7EADESIZ7— VS KBZBUBEET, BEFVEERT 5 HH
CELESELTIENTEZEBOETH?

As you know, the number of people from the Philippines
migrating to Japan is on the rise. Do you think that having
art as an expression, like you do, can bring about a change
in the difficulties these migrants face?

BEOX{LZHOALHRSI L. ZNHTTICRER—STREVTLE
b BADEDEELEFLEY., YELSBRYTHLFr—2E>TUVEY,
RAUERRYEZ—RBICRNEY, BEIRAFRMETTEARL.FEEZST
TH. 7—PIAVEEORFRETHRVAZELEERBVET,

| think it's already a big step for a person to see somebody
from their own culture, who speaks their own language,
who at least knows similar pop culture references or can
share the same food with. | think art is a really strong way
to connect with people, and it's not only art in the form of
paintings or illustrations, but art also in music.

IMMIGRATION MUSEUM TOKYO

£ F1)yos.-0—52F / Cédric Rolando
(HERDRFYX R - 16:53 X %) / #TokyoClichés - 16:53 Yaki Imo

EFPFRVIC. BEICHEECBANLTOVELEVTEVVLTTA?
First of all, could you briefly introduce yourself?

IS5 ZAHBT RETRT— M 2Z U ELRETR2LF
AFATEAVE—FY VT IZTY T %FEVELE, 108
DEFCEETLY P TFIRNDREEEFCHTVELE,
SREFICFEATVT. COBHDIEHAFETT. ZLT. R
REVSHICBELAERELCSATIELELE,

I'm French, | have studied Fine Art at university,
and | have graduated with a Master of Multimedia
and Internet engineering. As a teenager, | started
to draw digitally on my computer with a graphic
tablet. Now I'm living in Tokyo, a city that | love, and
I'm creating a lot of artworks about it.

F=FAXPEVLT. ERDES Vo LB D BHENZBEL S
hETH?

As an artist, what do you find most attractive
about Tokyo?

ABERCHEBLAOE. REROKFERBATORVEZE

RICLAELDTY. FIAR. EBARCFEE> TOAREFOD

HORRR.BEEOLSLBEMTT. XRORBEIPVEEFLZF-THFE. ZORSLBHE LT, ZOBIM. 2035
FAIN RS LLRERICRZDTT,

Actually, the artworks | sent are kind of memories of the places | loved in Tokyo. For example, the
artwork that | sent about a Yaki-imo car in Ueno Park, this is a magic moment for me! On a cold
winter night, you are walking with your warm Yaki-imo inside your hands. Thanks to the contrast
of this hot and cold feeling, that moment and this place could become a beautiful memory.

EG Tl RRXEDIF LA S TEZRBELTVEEBVETHY FhECBEBIFEDESIZRTVETH?
BBVERTLALLTH, Z5TIdE VI EZBEHILTOIDTTH?

In your works, you dare to express stereotypes of Tokyo culture, but how do you see them, or
are you aware of whether they are stereotypes or not?

ARECOVTRERRALE VLAY . SNSTEZSTTH . W2FELIEEZMVAY . ERILAY. FAUERZZLTVAY
THERELET, ZNHFCESTORFLAZATTHY . FNYVITRRREVHICETT BhABREMELEY. %
HWOAEY FREZBUT.Z3VARTLAZATARIBLAY . BREELTHULLTLET,

BIAE. MOTEB AT EROIETT, T<RIETR. MBRROAVERETHRBALOEEDORICHOTVELE,
ZhE OBV ICHET—LRME. A TATDHETLES, HRALCE. DB TORKST NS LBERED oL E
DEENFBIETEDTLLIDN? ZSICERIERIHY . FABRFBT—ROBABICADEVSUHRBEHN H-LDTT,
CDERD L. FADHTADRAFHEDY)  FEIC) I FHE5ChVELE,

When I'm talking about Japan with my family, my friends, or even on social media, | feel I'm
hearing the same things, the same questions, and | keep on repeating the same answers. This is
how | identify stereotypes, for me they are labels, prejudices. We are building, un-building and
rebuilding new versions of them, by talking, seeing, picturing or experiencing them.

For example, | think about my first experience in a Sento. Before this visit | had a picture in mind
that people in Tokyo may be quite prude. | thought this because of what | saw on media, movies,
video games and what | talked about with my surroundings. Can you imagine my surprise right
after passing the tiny curtain of my local Sento? It was another world, with other social norms
where everybody is naked and taking baths together. This experience has changed my vision of
locals, and my link to my own body.
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There are various groups active in Japan
that are exploring the nature of multicultural
society. Some of them are actively engaging
in arts and culture, and are presently trying
to project their respective aspirations into
contemporary society while putting these
ideas into practice. Here, we introduce the
activities of these groups.

[Remarks]
Profile: An introduction of activities by the organization
Key Point: Activities that IMM Tokyo wishes to highlight

* The content in this section was collected from each organization

through a questionnaire. Some English texts are unedited to reflect
the original submissions.

IMMIGRATION MUSEUM TOKYO

ERRZHT. XL L20HV &5 28341 H
EFFHLTVLET, b ELEM %2 BRI
MOANZEFEHY). BAKREKZELED, L. Z
hFhofE>Axz2RRtecmLEZS LTV
F¥, TR, 25 LEBGKOFEEHARICOVWT
BNALET,

[ALA1]
BE - BfFIC & 2FFBN
SIARA b IMMERRAER T 2 R A A EE)

X BERNREERRAEAOT7 - b2 s S CERLEEDTT,

INTRODUCING
ORGANIZATIONS
ENGAGED IN
MULTICULTURAL
SOCIETY
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Adeyabeba Ethiopia Association

BE :
HRCECIFFE7ZAOERSFBHEICEATE Y.
wiFHOFERE LTHFAVELL L 2B/IC. X1t
RREREEHZITVET, E3MORALTRIF
FETREBR A ZTEY) LAY, oA~ I
LZHEBMULTVET, EAIFAETALEZT7—
MERREBELI DM EINAEARREIFAECT7LORE
R A—be—tLE=—, HHEELT [7-F557]
RESHREFHEToTLET.

SCHESL P

EE, BEROAXVFEEBECTRERARS S 471
#i. BROBRYTEAYIF LD [TFAET
2BV 2BBTIAE, AZ— I RFEATIFFE
TOBHEEGEATVET., MLEBLUSNCE. RO
FE2EBTCHEBIFFAETAANOXER. AETFFE
TADEKERET>TVET, BLEVEENZEL T, it
HIZAREL [BboTu< ] MYEAIBFEHOTT .

WEB https://adeyabebaethiopia.webs.com/

IMMIGRATION MUSE

FRNCIFFETHS

Organization Profile :

Half of the population of the Ethiopians in Tokyo
live in Katsushika Ward, where we have held
cultural exchange events with the goal of helping
and socializing with each other as local residents.
In our triannual exchange event, we enjoy
Ethiopian food and dance; we also participate
in many community events. We host a variety of
activities, including exhibitions of artworks that
involve resident Ethiopians as artists or subjects
of artworks, coffee ceremonies, and an "art club”
that is free to enjoy.

Key Point :

In recent years, the number of Japanese
volunteers has been increasing through our
events, and we have brought about a unique way
of promoting the charm of Ethiopia, for example
through Ethiopian Obon Dancing at a festival
in. Katsushika Ward. Beyond cultural activities,
we also support refugees and other Ethiopians
in Japan, as well as Ethiopians in their home
country. Through a wide range of activities, our
localized approach to engagement characterizes
our organization.
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CASIO COMPUTER Co., Ltd and Musashino Art University
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WEB " https://web.casio.jp/mau/index.html

Organization Profile :

This project is an industry-university
collaboration between Casio Computer Co.,
Ltd and Musashino Art University. Students of
Musashino Art University's Advanced Japanese
Language Course team up with Casio employees
to interview individuals and organizations
involved in multicultural society promotion
in order to produce a documentary film. The
documentary film and a record of the entire
project can be found on the project website.
Through this project, we aim for students of
art and design to learn about.the merits and
challenges of a multicultural society and to
make multiculturalism a personal matter. At the
same time, we aim to build a society in which
we can think about multiculturalism together by
publicizing the works created by the students
and the trajectory of their studies.

Key Point :

This project, which is also a Japanese class,
begins with a question to the students: What
exactlyis a multicultural society? The highlight
of this project is that the Japanese students,
international students, and Casio employees
are confronting the idea of a "multicultural
society” through fieldwork, interviews, and video
production.
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kuriya General Incorporated Association / kuriya
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WEB http://kuriya.co/

IMMIGRATION MUSE

Organization Profile :
With a mission to provide opportunities for
the migrant youth to enhance their potential to
its fullest, we work with youth of age between
16 to 26. Based in Tokyo, we conduct various
projects inviting migrant youths to work along
with Japanese youths. We believe that the youth
are potential to our society and that diversity
supplements a better community of tomorrow.
We provide internship training for aspiring
youths with strong willpower, commitment and
determination. It is a more intensive training
through Project Based Learning. The youth
will work on their own project and receive a
scholarship and other support to implement their
project. With this, we aim to equip the migrant
youth with life skills to provide the first step for
better educational/employment opportunities.

Key Point :

kuriya have been implementing an international
exchange project called "Moving Story” which
connects three cities in Asia: Tokyo, Hong Kong and
Penang. In the era of globalisation, we encounter
more diversity than ever before. When diversity
may be the cause of conflict and tension, it is vital
to create a new approach based on interculturalism
to recognise the value of diversity to increase
interaction, mixing and hybridisation between
cultural communities. The ability to work with
diversity is an essential ability for leadership as a
global citizen. This project perceives intercultural
youth, with so much cultural diversity within, as
a potential to the society. The project aims to
empower the intercultural youth through a creative
approach by providing opportunities to 1) visualise
the perspective of intercultural youth through art
and media to advocate of their voice to the society;
2) To connect intercultural youth across Asia to
create a dialogue on common global issues and
potentials of our society; 3) To build global network
among each other and to think together of possible
actions to be taken in order to create a better future
for our life.

UMTO
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The Japan Forum
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H#EVA3TLES,

WEB https://www.tjf.or.jp/performance/

Organization Profile :

The Japan Forum (TJF) aims to create "a society
that respects individuality, enriches diversity,
and fosters creativity” by bringing together
young people with diverse language and cultural
backgrounds. One of.our projects is a camp
for high school students with diverse cultural
backgrounds and Japanese high school students
with an interest in diverse languages and
cultures to participate in. Through the exchange
activities of the camp (physical expression,
molding, sound and rhythm workshops), we
aim to stimulate each other’s creativity and the
ability for verbal and physical self-expression,
to understand others, to work together, to
communicate beyond differences in background,
and to respect diversity.

Key Point :

The artists create their own programs that
develop their expressive abilities and play a role
as a facilitator; encouraging participants to open
up. In addition to the organizing staff, many
other people are involved in the activities, as
camp alumni act as student supporters to help
high school students communicate with each
other. A distinctive feature of the program is the
warm support it provides each participant.
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MULPA
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2R (QF) »4 A HEERRIE
WEB http://www.kifjp.org/mulpa/

IMMIGRATION MUSE

Organization Profile :

MULPA conducts educational programs for
the social inclusion of people with links abroad
(including children and young people) and those

with disabilities in cooperation with The Museum
of Modern Art, Kamakura & Hayama; Chigasaki
City Museum of Art; Hiratsuka City Museum of Art;
Yokosuka Art Museum; and Fujisawa City Art Space.
In the "Multicultural Youth Photo Session in Miura
Peninsula”, children and young people (a total of
27 participants) with multicultural backgrounds
living in Yokohama City, Yokosuka City, Hiratsuka
City, and other cities participated in a photo
session, taking pictures of the scenery of the Miura
Peninsula, including Hayama and Yokosuka. This
project was carried out with the aim of empowering
each participant and fostering friendships between
them.

Key Point :

We aim to share and disseminate the experiences
gained from the educational programs of
the museums that make up MULPA through
workshops, forums, and other activities with the
aim of spreading inclusivity and multiculturalism
throughout the prefecture's museums and galleries.
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Kanagawa Biennial World Children’s Art Exhibition
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NEHEEFE - EROLB~1SEDORE - EREEZTIRICHE
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HATVLR4d, EXEREOHRL 5. 2EOSHE
AZRICEZ - BEULTVIRE - £ERLMWRIELT
VwET,
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1981 NE 1BR, 5D NBERDEFE A EZBRII
BIUMRERA LI’ DTFIHTRELTVET, XE
TOABRERERUNACE. MBESOBAELHL
(—EHIRHY) 2REL. HROREECMIhDES
LD 2EBHETTVET,

Organization Profile :

Kanagawa Biennial World Children’'s Art
Exhibition was established in 1979 as one of the
"intercultural diplomacy” projects advocated by
Kanagawa Prefecture, with the establishment of
the International Year of Children. The exhibition
aims to: use painting as a means for fostering
dreams and creativity within the children of
the world who will carry the future; to promote
the mutual understanding of different cultures
and lifestyles; and to deepen international
exchange. We are soliciting works for children
and students aged 4 to 15 years old who live or
study in Kanagawa prefecture or overseas, and
after screening, we hold an awards ceremony
and an exhibition. As the number of children
with foreign roots is increasing year by year in
Japan, from the perspective of multicultural
coexistence, we are also targeting children and
students who are enrolled in or attending foreign
schools nationwide.

Key Point :

Most of the winning works from the 1st exhibition
in 1981 are stored at Kanagawa Plaza for Global
Citizenship. In addition to the exhibition of the
winning works in this exhibition, we also rent
out the winning works outside the museum (with
some restrictions) to spread the opportunity to
come into contact with children’s paintings from
around the world.

EHR  HR)RIIMRGRA LI’ DT Y FREEEE | SEBIMINESR)

Kanagawa Plaza for Global Citizenship (Designated manager: Japan Overseas Cooperative Association)

WEB https://www.earthplaza.jp/biennial/
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Resource Center for Multicultural Community Tokai
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T. BEVOXLOEBVRHBESADIEBRE FDH B “R
FREOBMELR” 2RELTVLAZEHBERTT.

Organization Profile :

Our goal is to promote the realization of a
multicultural society through activities for both
non-Japanese residents and Japanese people,
and by ameliorating and solving problems
related to the cooperation, collaboration,
and coexistence between and amongst non-
Japanese residents and Japanese people. As
a part of our activities, the Aichi Multicultural
Film Festival was planned and implemented
at the International Conference on Japanese
Language Education, held in Nagoya in 2012,
as an opportunity for non-academic staff to
participate in the festival. Since then, we have
continued to hold the festival as an opportunity
for people not usually involved in our activities
to experience "multiculturalism”.

Key Point :

Resource Center for Multicultural Community
Tokai has been carrying out various activities for
the realization of a multicultural society, such as
supporting Japanese language learning. However,
it seems that our organization started the Aichi
Multicultural Film Festival because organizers
felt a sense of crisis when they found out that
even though they planned training sessions and
seminars, the participants were always the same
people. We are trying to make movies a tool that
anyone can enjoy easily so that people from various
backgrounds can participate in the festival. In
addition, the Aichi Multicultural Film Festival is
unique in its "exchange-style” format, where people
not only watch the films but also deepen their
understanding of each other’s cultural differences
and commonalities by sharing their impressions and
thinking about the message the films are trying to
convey after watching them.

RATRBDERS T4 7€ Z—

Center for Citizen Initiatives Mie
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EFECREAEOREIAVED. BEVOXLH A
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Organization Profile :

In Mie Prefecture, people of different
nationalities and ethnicities recognize each
other’s cultural differences and work together
to build local communities based on an equal
relationship. As part of this effort, the "Hand in
Hand 2019 Event for Multicultural Understanding:
Delusional World Travel” provides an opportunity
for participants to learn about the history
and culture of a specific region or country
with Japanese people, foreign residents, and
international students each time they visit. By
learning about the history and culture of the
countries visited on this delusional trip, we aim
to deepen an understanding of life abroad, as
well as an understanding of the people who have
moved to Japan from those countries.

Key Point :

Rather than focusing on expressive art forms like
theater, music, or video production, "Delusional
World Travel” — held as part of the "Event for
Multicultural Understanding Hand in Hand” — is
unique as a means for promoting multicultural
understanding, treating its sessions as a kind of
trip around the world in which you learn about
the cultures of different countries.

ZXCEBANY PRITEER  ZER NRPREAZZERERRRIAE (MIEF) /JICA=ZERFZS
Mie Prefecture / Mie Foundation for International Exchange (MIEF) / JICA Mie Prefecture Desk

WEB https://www.mienpo.net//

WEB http://mrc-t.blogspot.com/p/about-us.html I

IMMIGRATION MUSEUM TOK
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Tokyo University of Foreign Studies
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WEB http://www.tufs.ac.jp/blog/ts/g/cemmet/

IMMIGRATION MUSE

Organization Profile :

Since 2014, we have been performing Portuguese
dramas to the Brazilian community at various
sites. At the "Gaigosai” within our university
festival, second-year students have a tradition
of performing a play in the language of their
respective majors. We have been practicing
since spring, and we thought it would be too
good to only have one performance, so we
wanted Brazilians living in Japan to see the
play, too. Our next goal is to make a place of
exchange between local Brazilian and Japanese
children. At the moment, most of our audience
is Brazilian, and we only have brief exchanges
with audience members after our performances.
However, in the future, in addition to inviting
Japanese children from local schools, we would
like to have Brazilian international students from
our school alongside our Japanese students and
create a place to have deep exchanges.

Key Point :

Not only do we perform at the university festival, we
also travel to Oizumi in Gunma Prefecture, where
many people with Brazilian roots live. Our goal is
not only to learn the language of each country, but
also to build relationships between our domestic or
international students and local residents, including
those with roots abroad, through cultural exchange.
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KANI public arts center
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WEB https://www.kpac.or.jp/

Organization Profile :

In 2008, we started a "Multicultural Coexistence
Project” in which participants of diverse
nationalities and ages create a unified stage.
Since 2018, under the script and direction of
Yuki Kanome, we have been producing theater
works that incorporate documentary theater
techniques. Taking those with roots abroad
as a subject, participants share the cultural
differences and similarities that emerge in
the process of tapping into each of their life
experiences. We also provide an opportunity
for the audience to experience multiculturalism
through the creation and presentation of a
theater piece. Throughout the year, exchange
meetings and workshops are held periodically
to maintain the sense of community among
participants (and audience members) formed by
this projects.

Key Point :

Documentary theater is a theatrical technique
in which the script is created from interviews
with its actors. Since the script is created from
interviews with people with roots abroad, and
the actors themselves speak in their own words,
it is interesting both in terms of acting as a
drama and also as an opportunity to learn about
the realities of the people themselves. By telling
the characters in the play what they have to say,
it may be an opportunity to confront one’s own
way of thinking.
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Higashikujo Madang Executive Committee
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WEB https://www.h-madang.com/

IMMIGRATION MUSE

Organization Profile :

Our activities started in 1993 in Higashikujo
(Minami-ku, Kyoto), where many Zainichi
"Resident” Koreans, Koreans and Japanese
people live together. We create and organize
festivals and outdoor performances — such
as pungmul (a traditional Korean percussion
performance and dance) — produce and exhibit
art and sculptures to decorate the festival,
and produce participatory.fun and cultural
experiences. Madang means "space” in Korean;
it is a place where people with various positions,
roots, mental and physical conditions, and
feelings can express themselves as they are
and encounter other identities while embracing
differences, making this a festival for everyone.

Key Point :

The Higashikujo region has a dynamic history
inherent to the periphery of a large city, where
people came not only from the Korean Peninsula
before and after World War I, but also came from
all over Japan in search of a place to live and form
a region. People from diverse backgrounds have
been working with local residents to support and
campaign for the improvement of their lives and
have sought to create a festival in which everyone
in the city takes the initiative. Since the early ‘90s,
our organization has been exercising a viewpoint
through "festivals” that goes beyond any specific
ethnic group.
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NPO DANCE BOX
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EFIE - EE : NPO j& A DANCE BOX
WEB https://dancebox.studio.site/

Organization Profile :

The town of Nagata was an open land and early
adopter of immigrant culture. Since the opening
of the port of Hyogo in 1868 in particular, it has
had a history of taking in a diverse population. It
is @ "multi-resident community” with the second
largest Korean community in western Japan a
community of immigrants from Amami Islands,
and more recently, Viethamese immigrants.
The program takes advantage of the unique
characteristics of the area with the goal of
continuing to create opportunities for everyone
to have equal access to cultural and artistic
activities, as well as provide a guaranteed place
for freedom of expression.

Key Point :

NPO staff and artists enter the local community
and weave careful communication with its
people towards launching the project. In order to
find modes of expression based on "encounters”
with people of diverse cultures in the town, the
project characterizes itself with unstructured
outputs that gently mingle the cultures of each
community. Director Yokobori says, "In our
activities, we want to involve not only people of
different nationalities but also various 'Japanese’
living in Nagata.” This is a glimpse of the
diversity that DANCE BOX is aiming for.

[ZE#ENSATAR] BE: EXIEF
"Multinational Karaoke Concert” Photo by Junpei Iwamoto
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PERSPECTIVES OF
CONTEMPORARY
ARTISTS

HWR7—5F14XMBDIREL

IMMIGRATION MUSEUM TOKYO

BAD [BEeBE - 2Xtutel 2RA7—7 1
ZAbEBREDESICROH. ERZFIELTVS
DTL&SD IMMERRZEERTEIEHIS 2
Ea—%28@U0T. TRE. ERE. 5LBPNIKZ
hFho7o—F%2@EE 7,

What are artists’' perspectives on migration,
immigration and multicultural society in
contemporary Japan, and how do they create
their works of art? Shigeaki Iwai, the Director of
Immigration Museum Tokyo, interviewed three
guest artists — JongOk Ri, Ai Iwane, and Akira
Takayama — in order to get to the root of how
they approach this question through the medium
of contemporary art.

X BRI THA b [F T4 VFME-bELEBERHATVLS — B
KIZELTHEBNIL—VDOAVE ]| TEA L EZEL—BREETER P2XXH
AHEINTLELE, KABICE. 20—84HE - FEUBHLTLEY,

* The video and full text of the interview were published in “Art

Museum - ‘Seeing Us: Living in Japan with Roots Overseas’.
Excerpts of those interviews have been edited for this publication.
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JONGOK RI| z&F @uw/mn
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FIRERKREDEL, Z5V5RfEVIE LARV,

AERFZATEVEFARL, LRIBVETHER,

IMMIGRATION MUSEUM TOKYO
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F &E / JongOk Ri (Proto by Akinali Nishimula)
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AAHBBATTIIE., BRAEULTRREVEASEZBLTVET., Z20RT, EATHZ LR
YEVAHODBLODEBED—DTH>T. BIARELHFERTHBELRALLS CELTVET, £
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The fact that | am Zainichi is
not really something | place at the center of my art.

Ri : When | audit art school classes and talk with art school students, some tell
epic tales of the moment they gave up on painting. Hearing that makes me feel
like the time that these students paint the most earnestly in their lives ends
up being in prep school. When | actually go to see graduation exhibitions, the
works all seem very similar. From the outside, | sometimes feel that many people
develop the same drawing habits during their prep school years, and then just
pursue concepts in art university.

That's hard to hear. But | think that's really true. After all, some examination
styles are accepted uncritically.

Ri : Yes, maybe that's part of the reason why my lines often get pointed out. I'm
told my lines are "subculture-like”, which may be in part because | was influenced
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by subculture.

Iwai : Now I'd like to ask you about your stance as an artist in society. | remember
that in your interview for Bijutsu Techo, with regards to how Japanese artists
and students want to wipe away their affiliations and interact as free beings,
you commented that you thought that was impossible. What do you think is the
biggest difference when you have a dialogue with these young artists who attend
art universities?

Ri : When | speak with Japanese people, especially art students, | often feel that they
want to think of themselves as free beings. Of course, it depends on the person, but
for example, there are people who say that they don’t want to be talked about as a
Japanese person or as a part of Japanese society, wanting to be free from all affiliations.
| have the impression that many of these people think they are preserving their freedom;
| think this is the part where a difference in circumstances becomes visible. Zainichi
people are inevitably forced to think about the relationship between themselves and
the nation the community. For instance, I've debated these things as unavoidable and
natural issues numerous times amongst my peers since | was a student. In that sense, the
fact that there are differences between minorities and majorities cannot be helped, and
this is one difference in thinking that | certainly feel exists.

Iwai : I think that individuals who have experienced being in the minority in Japan
have at one point or another been compared to something. Those individuals
ideate who they are or are not. But that kind of experience might be less and less
common among young Japanese people.

Ri : That decrease might be especially true for art universities.

Iwai: 1 don't think that's good, though.

Ri : 1 have the impression that there is a strong tendency for young Japanese
people to be reluctant to touch on this issue or be averse to the issue as if it were
something impure.

Iwai : Another simple question: How do you think being aware of your minority
position influences your expressive activities as a creative? For instance, could
a negative image of minorities be patched up through creative expression? Or,
if that negative image cannot be changed, could it be forgotten as expression
creates an alternative avenue? Perhaps the term "minority” might not be the
most fitting, but you are aware of yourself as Zainichi Korean. How do you think
your expressive activities work within this premise? You could also talk about the
difference between those who express themselves and those who do not.

IMMIGRATION MUSEUM TOKYO

e {Olympia 2020) %
BICLTO AR
A conversation in front
of Olympia 2020

(Photo by Akinali Nishimula)

Ri : In my case, | am third-generation Zainichi, and when | spoke with second- and
first-generation Zainichi, they told me that our current generation didn't appear
to be as disadvantaged as theirs was, which | thought was true. The Japan-North
Korea Pyongyang Declaration happened when | was in fifth grade of elementary
school. The media at that time was strongly bashing North Korea, making me
realize that we Zainichi are in a difficult position in Japanese society. Even so, |
went to elementary school, junior high school, high school, and university all at
Chosen gakko Korean schools in Japan, so | don't feel like | have any shortcomings
or complexes because of being a minority. | grew up in an environment where
everyone around me was Zainichi. So, of course | feel differences like the ones |
mentioned earlier when | speak with Japanese people, but | myself feel stable.
Being Zainichi is one of the attributes that | take for granted, just like being a
woman. However, since there are few people in a position like mine creating art in
Japanese society, others tend to focus on my Zainichi identity. Yet, speaking from
my own perspective, the fact that | am Zainichi is not really something | place at
the center of my art.

z= &E JongOk Ri

HERHBEBAZSHE VS TBEL S, BRPERERCHTI2RMHARRZEN DY) CHEZRRALTV S, TAKEOERCSR
BHAEF—7%2EAL. vVa )T OXRPBECTTOA-FE2HF2RH%2To>TV 5,

As a third-generation Zainichi Korean—a term for ethnic Korean citizens or residents of Japan—Ri uses
a cross-sectional view of the nation and ethnicity as a foothold for her work. Borrowing compositional
and symbolic motifs from classical paintings, Ri attempts to approach the context and structure of the
majority.
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A I I WA N E @ (Photographer / BER)
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ER B / Ai lwane (photo by Akinali Nishimula)

BV, BOTRESCHRLAVHRIIRRE VI DEH>EATTH?

EIR 25T ¥T o FAE208THIAMICES &5 Ch2ETR. BYDIHXALF—TEETEL
EBSATT. FhHPERYICES T FND. NTL1DALEE. BREODALEBEMhES &I
0T, HDLRBHALBEZRBZEICE>T. HBELO-TLVLEDEERBVET,

IMMEREWVWS 7OV ME, LB LEAXRICFEATLRBADALSOXLHER
ZLOANCHSTEDLIEVSIBREI»HDZOTTH. L. ZhaEHEXERZESI VS 60 EG
TELHTLES &, SOBRLOEFIRATIAL, 2hcxLT. BERABLALABERL
THEVLEN. AT R — -7 OERZSRTIEHFWROTERVHIEB->TVLET,
Z5VSHT. ERIAIBINTHREZRRTIEVS /LT, MABRLEIZER’RHY
FTH?

HIR Z5EbNhTA3¢. ABRZDLSCBREINALIACEMEIETELI0RMHTT
FTo BRICEEHIALUSNC. Z50LEARA2TE>TVLIARLEVOTRERBVET, £H
b, 5. AYIZINETAEKCIADBRLUTEASBEDALBIC. RBOEFEEZALATL
BN Z505EBHMADFVELVOTT LN, RoEWHRICVAARBEATHZEVSEZLD.
BHIBIRIBOELEERSIATT. Z5V5EBKRT. TIKKRBLRIEEELBVET, 25%0-
THRELT. BMZRFITRVEVEFAVTT L1,

| think it is difficult for the Japanese people to notice
that it is not only Japanese people
who are living in Japan.

Ilwane : When | started photography, | really believed in straight photography only,
and | used to think that anything that was so-called "technical” or "staged” was not
truly photography. What really changed for me was when | started using this camera,
Cirkut (the Kodak Cirkut is a rotating camera that moves with a spring under the
camera). It shoots while the camera rotates and results in a long picture like this one,
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which is a photograph without the process
of framing. Shooting with this camera
wasn’'t about framing the scene, which |
had always thought of what photography
was about, but instead, determining the
beginning and the end. | just decide where
to place the camera, and where to start
and end. There is also a short span of time
that flows during the rotation. But still, it is
a photograph. So when | started using this BHEFUKUSHIMA ONDOJ (tette, 8% ,2020)

. . . TOXHEF
camera, | acquired the feeling of capturing Photography exhibition FUKUSHIMA ONDO

the entire space together with me, and f:ifffyiuiﬁ'::ﬂjzo2o>
from that point on, | believe | became very
open-minded about my methods.

So, you were able to create a sense of time and spatial expansion from the
straightforward subject matter of your photographs?

Iwane : Yes. When | clearly acknowledged that the theme of this body of work
was going to be about the song that went to Hawaii from Fukushima, | thought
about the time that flowed within that story, as well as the fact that the extreme
excitement in front of me now in Hawaii is happening 100 years after the song had
traveled, and | started to think of how to put the things | was feeling there into
a photograph. There were many things | learned since | started photographing
with this camera. Then | began to experiment with various methods as the project
progressed little by little. | even ended up making a movie. Since | started to
follow the song of the immigrants from Fukushima, | could no longer handle it
with just straightforward photographs anymore.

So you feel that your technique was acquired because of the theme?

Iwane : Yes, | do. | thought a lot about what | should do with the "time"” that was
there.

Listening to your story, | have the impression that you weren’t originally
interested in the culture and lifestyle of people with overseas roots, but rather that
you followed your intuitive interest and that such a world just happened to open
up to you. But, as you mentioned the other day, did you sense that the immigrant
community in Japan today could bring interesting aspects to its cultural differences?

Iwane : It wasn't until we entered the coronavirus epidemic that | really started to feel

so. To know these things still exist in this country where we live and work now. These
problems must have been here from before, but | couldn’t see them at that time.

IMMIGRATION MUSEUM TOKYO

Could that kind of perspective be possibly connected to your experience of
living abroad as a high school student?

Iwane : | left home when | was a child, and after that, | lived with my grandmother
and went to high school in the United States by myself while | was away from
home. So, in that sense, | think | was really attracted to people who started out
alone in a strange land. Now that | think about it, when | first found the Hawaiian
immigrants in their tattered graves, | may have been also attracted to them on a
somewhat sensory level.

When you were young, was there a sense of rebellion against a society that you
had no control over?

Ilwane : Yes, | did. Until | started going to Hawaii in my twenties, | think | had lived
my life with the energy of anger. It was really strong... | think it had calmed down
by coming into contact with the Hawaiian people and immigrants, and also, by
seeing the lava that was like it.

The original intention of the IMM Tokyo project was to let as many people as
possible know about the cultural background of people from overseas living in Japan.
But when you present them with traditional culture or things like that, you really can’t
see how their lives are today. | actually have tried various ways to deal with this, and |
think it is effective to refer to the format of contemporary art. In this context, what do
you feel about the fact that you were invited to present your work this time?

Iwane : Now that you mention it, | notice this is the first time | have been invited
to participate in such a context. | think there are very few people in Japan, other
than you, who look at my work from that kind of perspective. That is probably
why we don’'t have much awareness of the fact that so many immigrant workers
are actually supporting our lives. | think it is difficult for the Japanese people to
notice that it is not only Japanese people who are living in Japan. In this sense,
| think it is a very important topic. We need to speak about these issues and
continue asking questions in this way.

AR £ Ailwane

1975 ERFAHET h, 2006 FLENTA CHF2HRLICER L. BREZBLANTSA LEBEOMDY) 25— < (CHlE
%K 5. 2018 £ M DERE [KIPUKA] (BHE) 2L, F 44 AANFPREFEEE. F 44 OFRESERE. F¥a
A& —BRE (28] (PIATEEESR. 2018 FFLIALRE YD) ARE. PYVYIA b - TOFa—H—%HH 2,
Born in Tokyo, in 1975. Since 2006, Iwane has focused on the culture of the Japanese community in Hawaii, and
until now, she has continuously examined the relevance between Hawaii and Fukushima from the aspect of
immigration through extensive research and fieldwork. Iwane published her first book KIPUKA (Seigensha Art
Publishing, 2018). She was awarded The 44th Kimura Ihei Photography Award and The 44th Ina Nobuo Award.
Iwane was an associate producer of the documentary film Bon-uta (directed by Yuji Nakae, 2018 Telecom Staff).
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We need to set up ways of output that are different
from the format of so-called "artworks,” and jump in
there ourselves.

Takayama : Since the fall of 2014, refugees especially from Syria, Afghanistan, and
Africa have been coming into Europe at an incredible rate, to the extent of even
changing the cities. When | interviewed refugees that | had personally known,
| found out a lot of crazy stories. It may sound a bit misleading, but | had never
heard such heart-breaking stories in my life. | wondered if there was such a thing in
the world. They have been through a lot. However, when | listened to them from a
distance, | sometimes felt as if | was almost enjoying them. Then it seemed to be a
kind of refugee porn.

Those who listen to those stories, right?
Takayama : Yes, | felt there was a situation where the listeners were experiencing

a kind of pleasure in it as an experience of consumption or appreciation. Such
stories are often sought after, and | think that many people want to hear them, and
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they are becoming popular. The problem is that when the stories of refugees are
consumed and displayed on a stage, it seems to me that the problems become more
and more fixed. People live their lives with various masks on and off, but if we only
ask refugees to talk about the stories of being refugees, | think they will only be
refugees. As | interviewed and gradually built up a trusting relationship with them,
they told me they never wanted to play the role of an "honor student” as a refugee.
One of them used to be a high school in their home country but told me no one
showed interested in that fact. Instead, they were always asked to talk about their
own hardships, and some of them end up talking about it as a service. If that's the
case, we should learn from their "knowledge” and wisdom, so they can take off the
mask of being refugees for a moment, and the people who listen to their stories can
realize they have this kind of wisdom. | think it is in such moments that the structure
and mechanism of the knowledge system can change. My stance up to now has been
to shine a light on things that are not refugee pornography, but things that can be
really shared, such as the hidden "knowledge” and wisdom of these people.

You mentioned earlier that the field of your work is in the city, and a city is a
place where many things happen. For example, in the aftermath of 3.11, even people in
the northern Kanto area and Tokyo were afraid that they might become refugees. Or,
you could still be a bystander while you are not yet infected by the coronavirus under
the current pandemic, but once you become infected, you immediately become the

IMMIGRATION MUSEUM TOKYO

one who suffers. | used to think that roles would never constantly change like this in
urban life, especially in Tokyo, but it seems that’s no longer the case.

Takayama : Yes. We are really in the midst of the coronavirus pandemic now, but even
before this pandemic and earthquake, | was always in activities that would not be
affected by those things. In other words, | had never been involved in activities where
people closely gather in theaters to watch a performance. So, in fact, | haven't really
been hurt much by the pandemic. It's to the extent that I'm surprised to myself, too.
If | may say without the fear of being misunderstood, there actually is more room for
activities. To be honest, when a crisis like this comes, | tend to take more chances.
On the other hand, there are also times when | feel remorse of conscience, thinking
that | may be using social crises and people’s misfortune as nourishment to create my
work and thereby gain the opportunity to have it seen by many people. This also goes
to the question of why | do my project at Mcdonald’s. | think there is only a certain
demographic that can go to theaters and museums. In other words, if you do a play
or an exhibition about refugees, most of the people who come to see it are those
already interested in refugee issues. It is the same structure as if we'd speak out and
say, "We have to do something about the refugee problem,” most of the people who
see the play or exhibition would simply say, "Yes, we do.” But, in fact, | think that only
people with money, time, and the intelligence to understand such things come to
such places. On the other hand, the people who say, "Who cares about the refugee
problem, it has nothing to do with us,” are the ones who can't often come or don't
want to come to theaters and museums. It seems to me that the current art scene and
artworks are heavily lacking its circuits to access such people. It was when | thought
of how we could access such people that | reached the idea of actually going out into
the city and collaborating with communities, or plan a school trip to make the people
participate. We need to set up ways of output that are different from the format of
so-called "artworks,” and jump in there ourselves. It is important to have a place
where people who are receptive to art and theaters, and people who have never been
connected to such culture at all, to be mixed together.

=L B8 Akira Takayama
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Born in 1969. In 2002, he formed the theater company Port B, and since then has been producing
installations, touring performances and social experiments utilizing urban spaces as a way of engaging
with cities and societies across the world. In recent years, collaboration with those from other fields
including visual art, tourism, literature, architecture, and urban researches has been the scope of his
practice broadening further, and he has applied his theatrical philosophy and methodology to opening up
new possibilities in a variety of fields.
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CITIZEN
MEMBERS
INVOLVED

IN IMM TOKYO

IMM Tokyo seeks members who can help
actualize our projects, thinking about
multicultural society while realizing regular
meetings, lectures and fieldwork. Here, our
staff take a look back at the activities of IMM
Neighbors (formerly "IMM Project Member")
that began around 2019.
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Who can “Neighbors” become?

Michiyo Imai  staff Member, Immigration Museum Tokyo, FY 2020

IMM Neighbors (hereafter, “Neighbors”) is a team of citizens of varied nationalities,
affiliations, places of residence, and experiences that are brought together by their
interests in the keywords “multicultural society and art.” In moving towards a multicultural
society, the team’s name carries the feeling that when you become the neighbor of
someone with roots overseas who lives in Japan, there may be something you can do for
them, no matter how small the gesture. During one of our regular meetings in January
2021, we set aside time to reflect on our history with the members of Neighbors. Pulling

from that meeting, this article focuses on what happened over the 2020 fiscal year.

In April 2020, when our planned activities were cancelled due to the novel coronavirus
pandemic and no clear path could be seen, we held two classes to rethink our activities by
making use of the “logic model” approach, knowing that we could not simply stop moving
forward. After that, we held regular meetings to get to know one another, asking members
to report on topics related to multicultural society and to discuss projects they would like
to develop. Around autumn, IMM Tokyo decided on opening its art museum online, and our
activities began to pick up speed. During this period, while taking preventative measures
against the virus, the desire to enjoy a slower pace was in the air as we held events like
a volunteer-led tour of the Senju area of Adachi City for participants to experience the

diversity of the area and its art.

Around November, our activities hit a high point. We worked on producing various
contents for our online museum. Looking back at that time, all of our staff and our
members felt that they had their hands busy with various things before they knew it. In all
honesty, at the beginning of the fiscal year, there had been concern amongst the staff that
many people would stray from our activities, but in actuality, the number of members who
became deeply involved increased in 2020. We asked our Neighbors directly why they

were able to stay motivated even when everything was online and the future was unclear.

Upon asking, a voice replied through the screen: “Why would you ask something like
that?” Others chimed in: “l understood that not knowing what’s to come was unavoidable,
so from the start, | had switched my focus to what | could do now.” “l enjoyed hearing

various conversations at the monthly meeting.” “It was exciting to meet others thinking
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A view of “Senju Tour” around

the Senju area (NAKACHO House)

the same thing as me for the first time.” “This was a safe space where | could express
my thoughts freely.” “While | came from abroad to Japan the year before last, making
friends in Japan and getting to know my university classmates became a source of daily
encouragement.” There was even one person who said that when they changed jobs, they
chose one with weekends off so they could participate in Neighbors. Another person, who
lived far away and thought they could only participate once in a while, became one of our
core members as things moved online. In addition, those living overseas or those with
little children can feel the satisfaction of participating directly in the things that interest
them through their screens, regardless of where they might be. This is just my opinion, but
| feel that the members gathered here are not “people interested in multicultural society”

but rather, people earnestly seeking a multicultural society for themselves.

Actually, before that reflection session, we conducted an experimental workshop at the
suggestion of a member surrounding the question: what is “home” to you? Participants
could respond through words, or through their own artwork, such as photos or drawings.
Over the course of that workshop, the backgrounds of each person’s upbringing wove
together naturally. A person who happens to be in Japan now, but has lived in various
countries since childhood and has other places they can think of as “home”. A person born
and raised in Japan, but with generational roots overseas. A person who has always lived
in one area of Japan, raised in an environment with relatives nearby. With each person
having a unique background, there were many things that could not be put into words.
Yet, perhaps because of art intervention, or perhaps because these members had already

shared moments where there was no right or wrong answer, we were able to spend that
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time with peace of mind, even when the mood became heavy. It was at that time that
| thought these people, whether consciously or unconsciously, gathered in space for
themselves, too. On top of that, rather than occupy that space by themselves, | felt that
these people were working to open it up to those that need it. From a different point of
view, | feel that the concept of IMM Tokyo and the activities of Neighbors have a certain

character that can only be found here, deeply attracting those who seek it.

How did the existence of Neighbors influence IMM Tokyo? For one, Neighbors brought a
sense of warmth and broadened the frame of our operations that centered on the theme
of multicultural society. Neighbors also stepped up to collaborate on other projects that
were sometimes held as part of our online museum. Neighbors helped chair a talk session
with other organizations active in Japan, took charge of preliminary meetings and script
writing, and cultivated a wide range of topics and relationships with organizations that
would not have been possible with our office alone. In another instance, Neighbors who
liked art but were new to talking about artwork in public did their best for a special corner
that introduced artwork gathered from an open call. By looking into the artwork and
imagining its background in their own way, these Neighbors garnered a warm response
from an artist who said, “I'm so happy to have my worked seen and talked about so well!”
Further, from my own perspective, the existence of Neighbors was a source of support for
our office. “There are many challenges, but we Neighbors are also doing our best. We all
need to do what we can.” | feel that words like these created an atmosphere that pushed

IMM Tokyo forward in a natural way.

The header of the IMM Neighbors page in our online museum translates as: “What we
connect: Members interested in multicultural society introduce their favorite artwork in
the museum and conduct various experiments---”. The year 2020 was exactly when we
were experimenting with and affirming who we were and what we could do. Who will we
meet next, and what kind of dialogue will arise? | believe that the key to the future of IMM
Tokyo lies not in art professionals or multicultural experts, but in meeting our neighbors as

individuals and striving for continued unity.
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Senju as Paris? The Wonder and Joy of IMM Tokyo

Sumiko Kumakura Producer, Art Access Adachi: Downtown Senju - Connecting through Sound /
Professor, Tokyo University of the Arts

This publication highlights contents from the online version of “Art Museum ¢ ‘Seeing Us:
Living in Japan with Roots Overseas’”, an exhibition that originally planned to open in Adachi
City, Tokyo in 2020 as the culmination of projects that Shigeaki Iwai has been planning and
implementing for over ten years. However, Iwai’s IMM Tokyo is actually involved in various
other activities around the Senju area of the city. Here, | would like to take a look back at
those developments.

In 2013, Art Access Adachi: Downtown Senju - Connecting through Sound Art (“OTOMACHI
PROJECT") invited IMM Tokyo, which had been active mainly in Koganei City, to the Senju
area. After beginning in 2011 with the aim of weaving new connections in Adachi City and the
Senju area in particular, OTOMACHI PROJECT has achieved many activities — from kite-flying
with musician Yoshihide Otomo, to a music festival of puns with composer Makoto Nomura,
and flying soap bubbles with contemporary artist Shinji Ohmaki — so, we felt it was time for
OTOMACHI PROJECT to expand past that comfort zone. With that frame of mind, making
connections with non-Japanese residents became another goal for OTOMACHI PROJECT.

There is a large population of Filipino descent living in Adachi City. From the research of an
international student, we were able to connect with a group of Filipina women at the Umeda
Catholic Church and create a collaborative project called “MAKILALA” (2016-2018), meaning
to “Know, Meet and Dance”. In this project, Hatsumi Abe, a director with a close relationship
to Iwai, and architect Shinya Sato incorporated the oral history of those Filipina women into
a film exhibition. Students also worked with the Filipina women to direct a nationality-free
party called “Filipa-pi-po!!”.

In addition, in Iwai’s three-year project titled Bath house elegy, humane pull-car, and
vanishing view of Showa era: Senju, the town where Kent Dahl had walked around (2016), Iwai
curated an exhibition in an old folk home of photographs taken during the walks of Danish
journalist Kent Dahl, a long-time resident of Senju. In his artist talk, Kent said, “Senju is like
Paris!” While | was bewildered by the comment, Kent explained: “I mean, people sell food on
the street, shop keepers take good care of their regulars, and chats take time, right?” Hmm---
if you ask me, as someone who lived in Paris for six years-:- could it be like how Parisians and
“Senju-ites” both speak frankly? IMM Tokyo makes us aware of such fresh perspectives and
brings us the joy of a more colorful world.

Sumiko Kumakura

Dean of the Graduate School of Global Arts, Tokyo University of
the Arts; Professor in Art Management and Cultural Policy Studies.
Producer of numerous regional art projects such as the Toride Art
Project and Art Access Adachi (OTOMACHI PROJECT).
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