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“After the Quake: Japanese Art in the Post 3.11 Period”
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As a result of the Great East Japan Earthquake that occurred on March, 11, 2011, the
thinking of Japanese artists, critics, and curators has completely changed. For the past 50
years or so, against the background of a stable society, the Japanese art world has
emphasized purely aesthetic issues. However, following 3.11, a great number of artists have

come to address social issues directly in their work.

In this presentation, I will begin by introducing various manifestations of post-3.11 artistic
expression. In particular, I will focus on the artist’s collective Chim T Pom and their
intervention at the Shibuya station mural, the actions of the anonymous artist from the

Fukushima nuclear plant, The Finger-pointing Worker, and the films of Koki Tanaka.

Following on from this, I would like to discuss some of the connections between art and
society, considering how thinking has changed since the disaster. In pre-disaster Japan, in
response to the social need for the regeneration of decaying provincial areas, art events
staged in de-industrializing urban areas and de-populating rural areas flourished. This trend
with its origins in the 1990s accelerated post-3.11 with the influx of a range of theoretical
perspectives, such as Relational Aesthetics (Nicholas Bourriaud), Art of Antagonism (Claire
Bishop), and Socially Engaged Art (Pablo Helguera). These developments have fostered a

new criticism and evaluation.

Rooted in the experience of 3.11, artists are re-considering the most appropriate forms of
expression. Critics and curators are thinking about how to interpret and evaluate these new
works. The Japanese art world continues along this path of exploration while looking to open

dialogue with artists from other parts of the world with similar experience of disaster.



