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Public Forum “Towards the Creation of New Cultural Policy”

December 7th, 2019 (Sat.)
Yamauchi Hall, Shirankaikan, Kyoto University

With the cooperation of Kyoto University Center for the Promotion of Interdisciplinary Education and Research
“Cross-sectoral Research Platform Development Program”

Program
14:00 Opening Greetings and Explanation of Aims (SANO Mayuko)

14:10 Presentation 1: KAGEYAMA Yota
The Public Nature of Private Theaters:

Theatre E9 Kyoto’s Establishment Process and Operations Vision

14:25 Presentation 2: YAMADA Shoji

Changes in the Dynamics Surrounding Revising Japan’s Copyright Law

14:40 Presentation 3: ASAKURA YuKi
Issues Surrounding the Evaluation of Art and Culture Projects:

The Dilemma of “Data-ism” and Art

14:55 Presentation 4: Jeremy RAPPLEYE
The End of the Era of Western Imitation in Education Policy?:

Overcoming the Model of “Lack”

15:10 Presentation 5: SuzukI Sadahiro

Kogei (Craft) in Modern and Contemporary Times
15:25 Break

15:45 Presentation 6: YAMAMOTO Mayumi
The Public Realm and Art: The Case of the Kyoto Art Center

16:00 Presentation 7: OKUNAKA Yasuto
Western Musical Instruments in the History of Japanese Music:

The Conflict Between the Direct Importation and Fusion Models

16:15 Presentation 8: SANO Mayuko
“Opening of Japan” Diplomacy as the Starting Point of Cultural Policy

16:30 Overall Discussion

17:45 End



New Cultural Policy Project:
Restoring Breadth to Cultural Policy

This project seeks to understand cultural policy broadly, seeing it as an issue of building societies and
countries that is related to how we live our lives.

Furthermore, it aims to conceive of a new expansive field of cultural policy studies that brings together
interdisciplinary humanities scholarship and knowledge from people involved in cultural practice on the
ground. In doing so, we hope to overcome modes of thinking that take the West as a model, which have
been pronounced for a long time in Japan.

In order to do so, it is necessary to objectively uncover how cultural policy-like endeavors have been
carried out in Japanese society (even during times when such a concept did not exist), how they are being
carried out today, as well as what Japan’s strengths actually are. By doing so, we can bring into relief the

type of cultural policy that should be carried out in the future, as well as what Japan’s society truly needs.

Wanting to explore the above problematics with others and give them a concrete form, members with
diverse backgrounds and perspectives have come together for this project. We do not expect to arrive at any
kind of conclusion in just one meeting—we’re still groping for a method. This public forum is the first step
on a long path.

Thank you for joining us today for our first set of discussions.

Project Members

Representative
SANO Mayuko (Professor, Graduate School of Education, Kyoto University). Cultural policy studies, history
of diplomacy and cultural exchange.

KAGEYAMA Yota (Manager, Theatre E9 Kyoto). Stage arts production, theater operations.

ASAKURA Yuki (Research Officer, Headquarters for Vitalizing Regional Cultures, Agency for Cultural
Affairs). Cultural policy, art management.

OKUNAKA Yasuto (Professor, Faculty of Cultural Policy and Management, Department of Art Management,
Shizuoka University of Art and Culture). Musicology, music history.

Suzuki Sadahiro (Associate Professor, Graduate School, Ochanomizu University). Comparative culture
theory, art history.

YAMADA Shoji (Professor, International Research Center for Japanese Studies). Informatics, cultural
exchange history.

YamamoTo Mayumi (Chief Program Director, Kyoto Art Center). Art management, contemporary art.

Jeremy RAPPLEYE (Associate Professor, Graduate School of Education, Kyoto University). Comparative
pedagogy.
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Presentation 1: KAGEYAMA Yota

The Public Nature of Private Theaters:
Theatre E9 Kyoto’s Establishment Process and Operations Vision

Theatre E9 Kyoto, which opened in June of this year (2019) to the southeast of Kyoto Station along the
Kamo River, has several unique characteristics.

First, it was founded because there was a need to concretely respond to a crisis in Kyoto’s performing arts
scene: five small theaters closing within several years of each other.

Second, through crowdfunding and similar approaches, this project funding (including theater construction
expenses) was covered entirely by individual donations, the backing of companies, and supportive financial
institution financing. It has not relied on national government or municipal public funds.

Third, taking co-existence with the community as a core mission, from the beginning the theater has
engaged in on-going activities that sought local residents’ understanding and support. The aim in doing this
is to ensure that E9 would survive as a permanent cultural facility, aiming to create a one hundred-year legacy.

Fourth, it is a cultural complex for exploring new possibilities surrounding the relationship between
business and art. On the second floor, one finds a co-working space used daily by many people with diverse
professions.

The above characteristics show that theaters have a public nature as community cultural facilities,
regardless of whether or not they are supported by public funding. At the same time, we might say that one

role of theater management itself is ensuring, on a societal level, that art has a public nature.

KAGEYAMA Yota

Born in 1964 in Kyoto. Began to work at a Japanese restaurant as a chef in Sapporo in 1986 while still a
student of the School of Economics, Osaka City University. In 1990, joined the Haiyuza Theatre Company's
theater division. From 1996 until 2006, was part of the theater production division of the theater company
Bungakuza. Subsequently became the head of its projects division. From 2006 to 2010, was the producer and
manager of the Matsumoto Performing Arts Center. From 2010 to 2013, was the manager of the Kanazawa
Arts Theatre (KAAT). From 2013 to March 2019, was the manager and executive director of ROHM Theatre
Kyoto. Established Arts Seed Kyoto in January 2017. Currently serves on its board of directors. Manager of
Theatre E9 Kyoto. 1998 Agency for Cultural Affairs overseas trainee in London.
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Presentation 2: YAMADA Shaji

Changes in the Dynamics Surrounding Revising Japan’s Copyright Law

This presentation will focus on the following three points: that (1) copyright laws contribute to the
development of culture, (2) the international status of a country is reflected in its copyright law, and (3) the
bureaucracy’s copyright law-related competence is declining. Article 1 of Japan’s Copyright Law states that
its aim is to contribute to the development of culture. In this sense, this law is of paramount importance for
cultural policy. In Japan, a modern copyright law (the “Old Copyright Law”) came into existence in 1899
because this was a condition for the elimination of the unequal treaties. The current law was established in
1970. Since the 1990s, this law has been strengthened almost annually under the influence of the United
States’ pro-copyright policies. Above all, people’s latitude for private use—which we could describe as the
cradle of creativity—has been narrowed. In almost all cases, revisions to the Copyright Law in Japan are
carried out by the Agency for Cultural Affairs, which formulates a draft that follows the direction set by the
Council for Cultural Affairs, which is then subsequently approved by the Cabinet after evaluation by the
ruling party. However, after entering the 2010s, we find new situations arising. For example, Diet members
added a revision that was not discussed by the Cultural Affairs Council to a Cabinet-submitted law (the
introduction of penalties for illegally downloading music or movies in 2012). Also, the division in charge
of copyright at the Agency for Cultural Affairs effectively closed down deliberations at a Cultural Affairs
Council’s subcommittee and then created a bill that was then not approved at the Liberal Democratic
Party’s Executive Council (the expanded criminalization of pirated content in 2019). T further argue that the
Basic Law for the Promotion of Culture and Arts, a piece of lawmaker-initiated legislation, may also have

content with a pro-copyright hue.

YAMADA Shoji

Born in 1963. M. Med. Sci. (Tsukuba University). Doc. of Eng. (Kyoto University). Professor at the
International Research Center for Japanese Studies and the Graduate University for Advanced Studies.
Scholar of informatics and cultural exchange history. Major works include Nikhon bunka no mohé to sozo:
originalitii to wa nani ka (Copying and Originality in Japanese Culture: What Is Originality?; Kadokawa
Sensho, 2002), "Pirate™ Publishing: The Battle over Perpetual Copyright in Eighteenth-Century Britain
(Nichibunken, 2012; translation of 2007 Misuzu Shobo publication), Nihon no chosakuken wa naze konna
ni kibishii no ka (Why Is Japanese Copyright So Strict?; Jinbun Shoin, 2011); and Nihon no chosakuken wa
naze motto kibishiku naru noka (Why Has Japanese Copyright Become Even More Strict?; Jinbun Shoin,

2016).
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Presentation 3: ASAKURA YuKi

Issues Surrounding the Evaluation of Art and Culture Projects:
The Dilemma of “Data-ism” and Art

Not only do art and culture itself have significance and values unique to them, but they also have a public
significance, producing social and economic value. Art and culture have therefore been seen as the object of
support by public institutions. Around the turn of the millennium, art and culture projects and public cultural
facilities receiving public funding began to be subject to evaluations by government administration, and how
these evaluations should be carried out emerged as a topic of discussion. This was prompted by the field of
arts and culture coming under the purview of the practice, newly introduced to Japan, of policy evaluation
amidst demands that government administration be efficient and the effectiveness of policies be verified.
While the process of clearly articulating policy objectivities, verifying their fulfillment, and then making
improvements is no doubt important, the evaluation of art and culture projects presents difficulties in that it
is inappropriate to represent their accomplishments solely in terms of numerical indicators (such as number
of event attendees). For many years it has been pointed out that it is necessary to establish indicators
combining quantitative and qualitative evaluations, to adopt a long-term perspective, as well as to take into
account the public importance of art and culture. However, policy evaluations attach importance to
demonstrate outcomes using objective numerical indicators insofar as possible. Furthermore, in recent years,
efforts towards evidence-based policy formation that uses statistical data have been accelerating. One
example is Japan’s government-wide EBPM effort. Amidst this increasingly “data-ist” situation, there is a
need to carefully re-examine how art and culture, fields that are difficult to quantify, should be evaluated.
While the importance of data and evidence cannot be denied, | wish to consider what is needed for desirable

cultural policy.

ASAKURA Yuki

Born in 1977. Graduate of Kyoto University’s Faculty of Letters. While a student, she belonged to the
university’s symphony orchestra and was involved in its operations. After working in business, she then
acquired a PhD from the Graduate Course in Applied Musicology at Tokyo University of the Arts'
Department of Musical Creativity and the Environment. Aiming to take advantage of culture’s diverse values
to create a richer society, she researches policy evaluation methods that can effectively take into account the
wide-ranging importance of culture. In 2017, she became a Research Officer at the Headquarters for
Vitalizing Regional Cultures, an Agency for Cultural Affairs organization established in Kyoto in advance of
the Agency’s planned move to the city in 2021. Her work there includes international comparative surveys

and research on cultural policy.
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Presentation 4: Jeremy RAPPLEYE

The End of the Era of Western Imitation in Education Policy?
Overcoming the Model of “Lack”

As a foreign scholar researching Japanese education, |1 am constantly surprised that Japanese policymakers,
media, and scholars continue to imitate the West. Since the Meiji Period, Japanese policymakers and scholars
have tried to “catch-up” with the West. This means viewing Japanese education as “lacking” something, and
then using Western models and ideas to “improve” Japanese education. But from the 1980s, this process of
“catch-up” was largely completed. Moreover, in the 1990s and 2000s, new international comparative
achievement tests showed that Japanese students perform among the best in the World. It no longer makes
sense to try to “catch up” with the West. In fact, the continued “catch-up” mentality makes it very difficult
for Japanese policymakers and scholars to (i) recognize the positive aspects of Japanese education, and (ii)
to have a voice in a global arena. This presentation suggests that educational policy and scholarship, as one
part of cultural policy, should shift from deduction (ideology) to induction (experience), as well as affirm that
Japanese education has difference that can be viewed positively, not just negatively. New cultural policy can

only come about after we overcome the model of “lack.”

Jeremy RAPPLEYE

Born in 1977. Associate Professor at Kyoto University, Graduate School of Education. He studied history at
Yale University (BA), and then Comparative Education at Oxford University (PhD). He has published several
books, including Reimaging Japanese Education (2011) and Education, Equality, and Meritocracy in a
Global Age: the Japanese Approach (with Professor Takehiko Kariya, 2020). He is originally from the United

States but has lived in Japan for over 12 years.
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Presentation 5: Suzuki Sadahiro

Kogei (Craft) in Modern and Contemporary Times

The concept of kogei (craft) is a product of modernization. From the Meiji period (1868-1912) onwards,
Japan, taking Europe and the United States as models, worked to import art institutions/systems and promote
industry. As a result, the sphere of formative activities that are neither art (painting, sculpture) nor industry
came to be called kogei. Despite the fact that kogei played a peripheral rather than a central role in
modernization, over the course of 150 years various related institutions were put in place amidst societal
demands that included foreign currency acquisition and broadcasting Japanese culture overseas. Individuals
who would shoulder this field were trained at various kinds of schools established throughout Japan, and it
became possible for some of them to acquire a teaching license, a national qualification. Also, the Museum
Law establishes the professional job of curator and contains provisions regarding the collection, conservation,
and display of materials such as kogei works. Furthermore, after kogei-related discussions and movements
flourished in the Taishd period (1912-1926), a variety of systems were created during the Showa period
(1926-1989)—such as that of “important intangible cultural property holder” (Agency for Cultural Affairs),
“traditional craftsperson” (Ministry of Economy, Trade and Industry), and “contemporary master
craftsperson” (Ministry of Health, Labour and Welfare)—in an attempt to contain modernity’s adverse effects
on kogei (craft). However, despite such efforts, problems that have existed since the Meiji period remain
unresolved today. Art spheres that do not fit well into these systems’ frameworks are still left behind (such as
calligraphy, bonsai, and tea ceremony). Also, despite the need for distinctions such as “Western-style painting”
and “Japanese-style painting” decreasing, they still survive. Furthermore, in the first place, is it not time to
reconsider whether “beauty” should really be considered the central principle of the arts? “New cultural
policy” should focus on the philosophy of the cultural endeavors that serve as individual policies’ premise

rather than individual policies themselves.

SuzukI Sadahiro

Born in 1970. Graduate of University of Tokyo’s Graduate School. PhD. Scholar of comparative literature
and culture, as well as art history. Focuses on modern art and kogei/craft in Japan and the United Kingdom
during the nineteenth and twentieth century, specifically various ideas and practices surrounding daily life.
In 2001, assumed a teaching position in Ochanomizu University's Human Life and Environmental Sciences
Course (Cultural Historical Studies). Currently Associate Professor in the university’s Graduate School.
Author of Banado Riichi no shogai to geijutsu (The Life and Art of Bernard Leach; Mineruva Shobo, 2006;
Suntory Prize for Social Sciences and Humanities), amongst other works. President, The Association for the

Study of Cultural Resources (2016-).
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Presentation 6: YAMAMOTO Mayumi

The Public Realm and Art:
The Case of the Kyoto Art Center

Recently, the issue of the public realm and art has been receiving increasing attention. For many years,
thanks to growth in the number of art festivals closely linked to local revitalization efforts, as well as other
reasons, the relationship between local governments and art changed, with their cooperative relationships
coming to the fore. However, now we may be at a turning point, with this relationship about to move on to a
new stage. This is beginning to manifest itself in a way that is visible to many, not only those involved in a
closed-off art world. Examples include the Agency for Cultural Affairs’ decision to withhold a grant for the
Aichi Triennale, as well as the Japanese Embassy withdrawing its backing of an art exhibition in Vienna.

The Kyoto Art Center is a hub for broadcasting the art and creativity of the city of Kyoto, primarily
providing support for the creation and presentation of art by younger artists. Based on the belief that new
expressions can create genres, we particularly support cross-genre art. We have actively featured many
experimental artworks up through the present. The Center is a rare cultural facility where it is possible to
freely create and present artworks without being bound by visitor numbers and profit, which is the case with
other facilities. In my presentation, while providing concrete examples, | will consider what happens on a
daily basis while working to both ensure the independence of artworks’ content as well as have accountability
as a public facility. The building that houses the Kyoto Art Center is a renovated public school that was
established by locals’ donations before the government put one in place. Before the Center’s creation, there
was a strong demand from local artists for an art center. Keeping all of this in mind, | wish to work towards
reconstructing the relationship between art and the public realm while further considering the notion of

autonomy in culture-related government administration.

YAMAMOTO Mayumi

Born in 1972. Majored in Aesthetics and Art Studies at the Graduate School of Humanities, Kwansei Gakuin
University (MA). Active in the field of art management. Began working as the Art Coordinator for the Kyoto
Art Center upon its opening in 2000. After working as its Senior Art Coordinator and Program Director, in
2016 became Chief Program Director. Curator for “Culture City of East Asia 2017 Kyoto Asia Corridor
Contemporary Art Exhibition” (Nijo Castle, Kyoto Art Center, 2017), “Chikako Yamashiro Mud Man”
(Kyoto Art Center, 2018), and “Marcos Forero: Repeated Trace” (Kyoto Art Center, 2019).
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Presentation 7: OKUNAKA Yasuto

Western Musical Instruments in the History of Japanese Music:
The Conflict Between the Direct Importation and Fusion Models

Within Japan’s so-called “cultural policy” related to music, Western art music has an overwhelming
presence, and “Japan’s traditional music” is placed in contrast with it. The former is often described with
phrases like “true” or “genuine” music, while the latter is with phrases such as “the passing down of tradition.”
While perhaps many people do not have any doubts regarding this, as someone who specializes in the history
of music in Japan, | find this somewhat strange.

We tend to imagine that Japan’s traditional music is a kind of music unique to the country that has been
passed down for a long time without changing. However, in contemplating a bit more deeply, many “Japanese”
instruments (such as the biwa, koto, and shamisen) originally came from overseas. By transforming and
indigenizing over a long period of time, they became traditional instruments/traditional music. Such
transformation is an essential part of music culture.

However, after the Meiji Restoration (1868), the situation changed dramatically. Organs were placed at
schools around Japan and singing with their accompaniment was encouraged. Western music indeed became
music of the Japanese nation, and it was at this time that the aforementioned polarization emerged: Western
art music, which was given a normative status, on the one hand, and Japan’s traditional music, on the other.
The city of Hanamatsu, which contributed to the thorough spread of Western music in Japan (as well as the
creation of nationalism) through its manufacturing of European instruments from the mid-Meiji period
(1868-1912) onwards, still runs an enthusiastic campaign promoting itself as the “city of music” and “music
capital.” However, many residents are quite enthusiastic about not the piano but the bugle. (The Hanamatsu

Festival uses a bugle for musical accompaniment.) What does this mean?

OKUNAKA Yasuto

Born in 1968. Raised in Nara Prefecture. Graduate of Doshisha University’s Faculty of Law. Completed
doctoral coursework at Osaka University’s Graduate School of Letters. Lit. D. After Japan Society for the
Promotion of Science and Kyoto City University of Arts Research Centre for Japanese Traditional Music
fellowships, as well as working as a part-time lecturer at Nagoya University of Arts and elsewhere, he
assumed his current position as Professor at Shizuoka University of Art and Culture’s Faculty of Cultural
Policy and Management (Department of Art Management). Hanamatsu resident. Works include Kokka to
ongaku: Isawa Shiji ga mezashita Nihon kindai (The State and Music: The Modern Japan Sought By Isawa
Shiji; Shunjiisha, 2008, Suntory Prize for Social Sciences and Humanities), Bakumatsu kotekitai: dochakuka
suru seiyo ongaku (Bakumatsu Drum and Bugle Corps: Western Music and Indigenization; Osaka Daigaku
Shuppankai, 2012), and Waya setchii ongakushi (A History of Music Fusing Japanese and Western Music;
Shunjtisha, 2014).
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Presentation 8: SANO Mayuko

“Opening of Japan” Diplomacy as the Starting Point of Cultural Policy

“Cultural policy” refers to people using society’s public resources to deliberately act on culture while
having a certain goal in mind. This can take various modes, such as promoting, preserving, or banning, and
stands in contrast to a laissez-faire approach of leaving culture to follow its natural path. (Of course, actively
deciding to do nothing is also one form of policy.) If so, the starting point of “cultural policy” is contact with
some sort of foreign culture in the sense that it cannot begin without people becoming aware of the culture
of the group to which they belong. In the context of Japan, going back through its modern history, one arrives
at the Meiji Restoration (1868), or, actually, even earlier: the “opening of Japan” (kaikoku) in the mid-
nineteenth century (Bakumatsu period). This starting point was inseparable from the development of
diplomacy.

In this presentation, first | will highlight how, in the process of the Tokugawa shogunate preparing to hold
a diplomatic ceremony for a US diplomat in 1857, Japan came to be aware of and wish to present itself to
foreign countries as an “empire of attire and of the products of civilization” (ikan bunbutsu no kokoku). Then,
with reference to historical materials, | will continue to reflect on the historical background that formed the
foundation of subsequent cultural policy up through the time of the Meiji period’s “Civilization and
Enlightenment” project. Lastly, I will run through the transformations of cultural policy up through the
present day while using the following broad periods: Russo-Japanese War to the Interwar Period, the time
immediately after WWII (starting from the occupation of Japan by Allied Forces), and the era of
institutionalization (1990s onwards). By placing the previous seven presentations within such contexts, |

hope to kick off the general discussion that follows.

SANO Mayuko.

Born in 1969. MPhil in International Relations (University of Cambridge). PhD (University of Tokyo). After
working at the Japan Foundation, UNESCO, Shizuoka University of Art and Culture, International Research
Center for Japanese Studies, and elsewhere, she assumed her current position. Publications include the
monograph Bakumatsu gaiko girei no kenkyii (Research on Bakumatsu Diplomatic Protocol; Shibunkaku
Shuppan, 2016), the edited volume Bankoku hakurankai to ningen no rekishi (Expos and Human History;
Shibunkaku Shuppan, 2015), as well as a chapter in Pour une histoire des politiques culturelles dans le monde
(Poirrier, P., Ed., Comité d'histoire du ministere de la culture, 2011). Served on local and national government
administrative committees, including Kyoto Culture and Art City Creation Advisory Committee (2012—-2018)
and Ministry of Economy, Trade and Industry’s Expo Plan Discussion Working Group (2019-).
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Personal information acquired for registration purposes will be managed by the New Cultural Policy project
in strict accordance with relevant laws, regulations, and norms. It will not be shared with any third parties.
Today’s forum will be recorded using videos and photographs, which may be included in online or printed
reports and announcements. They will be used in a way that prevents individual participants from being
identified.
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