FERFEEA S FEHTE

HEES5HRZRER

SCIENCE AND TECHNOLOGY PROGRESS AND
DEVELOPMENT OF FIBER ART

¥ &/ WEB REBRA .
’ « ' a9 ﬁt;‘l‘a
20104 " FRHILE EBsLr g EAR AT RUTLL

2010 "FROM LAUSANNE TO BEBING" INTERNAHONAL FIBER ART SYMPOSIUM

¥l i ol R

CHINA ARCHITECTURE & BUILDING PRESS



PERFRR b RBHE

HRESSHAZARR

SCIENCE AND TECHNOLOGY PROGRESS AND
DEVELOPMENT OF FIBER ART

T & HFEE EBR4A

e 018

2010 "FROM LAUSANNE TO BEDING" INTERNATIONAL FIBER ART SYMPOSIUM

.‘j}} Lk kb

CHINA ARCHITECTURE & BUILDING PRESS



EH RS B (CIP) ¥iiE

Rl SEFELRRE 2010 4 “NBRBBILR” BERGFLEZARFAD
WS/ MR, BRI ES. —Jbs: PEEF TR, 2010.10

ISBN 978-7-112-12528-9

I. Oft 1. O#f-@R M. OB ARFESH-Eng-£F -5 Lt
X% . ©J523.4-53

H A B 45 4E CIP 3% 5+ (2010045 195814 5

TR . IR SRR
SRR ZRAL
TAERT: X & ETA

BRI AR
CE O G MERR BERA
% ZERm O£ H FE W MR R B @ £ W &

MEHTFETEZRER
2010 £ “NERIILE" ERTFEEREAFITSIEE
H OKRARAR R4
P EEA TR RANIR, RIT AR E T
HHFEBE. ERIELH
Jb 5t K L HE R A R
LR BRI A BRI A R R
FFA<. 889X 1104 ZH 1/16 Epdk. 13 k. 416 F5F
2010 4 10 HEE—hK 2010 4 10 H# -~ ERI
S 40.00 G

ISBN 978-7-112-12528-9
(19830)

BB B|EsR

WA B R B, w] FARhiE
(HREL 4515 100037)




mEE:

GRIRERRADHECANE S, 2HRAERKXAE AR S P EENARE L. BE R
WEBERE, BHE. BHARFNLRAEFERNAREEFERIKEARNIIND, KRR
SEAN. BAGH MUEEASE, AERXAERRAEZE EX£E, VEENSRTFL L AL
HENFRMERL —, DREARFEMBEEE P TENERERXRES, ALT HEHERR
B, BBEBRAVUTH - N REHRERL ARG T CES.,

2010 4 (HBHS EFRLALR) BEREAF AL PEASHABLHAEIH, wHELY
EARSLAFBIALVERLOMTHLEAMES. ARERERFHLRET KK, T, %, A
AMMER, EHERLRKELLVEA, RFERNEFRYKN, sAH—FEFRAXMERA
KUK ARE: MHRBXAECFARLYETHRA. SORNE; BRFMF. FHRANEAHA
B, $-FPHEEREEF A XN EARAFRFAR, BRAURARTFRREFLLRACRENR
F, BHERAEQTHLEAR B W E LA,

ABXERZTH. NEAFEFEZEERNALEE, BNATEGALERT S5 #RAHS
B REHHER, REPHEANEH, UEFHH. FRALAELAUEEL. F&. 2EHR
EEWFER, BoARGRLARNUAERLEF ERRADH.

FEBABXENEH T ERRTBKA Y RRARGEREFES, HTARNEALRERHE
XA, AXEEREXSEN e THERE, R X5 Ry mEXHNARE,

BT E AR, %8R AL R SR 8, 0T KEEHHIFHE,

(HB@ T 5L LRARE)
HEFFARITR XK SES
2010 5 10 A



H K

Trends in Modern Textile Art Fukumoto Shigeki
FH IR R IUE BB LR LR AA%R [8AK]
Artist’s Own Technique and the Need for Innovation Wilodak Cygan
TARRMBAR G EHF TR Pk - Bk Lk Z]
Knitting-What’s Old is New Deborah Corsini
L Ab v N IRE R ke AR [£8]
21% Century TECHstyle Art at the San Jose Museum of Quilts & Textiles Jane Przybysz
21 R “BARMIR” GEZAR me sy [£8]
HHENASEHE G BT ZARBEF RN FXE [FRAEGHE]
Computer Weaving and Embroidery in Taiwan’s Fiber Art Education Huang Wenying

Application of Laser Treatment in Fabric and Garment Design
Guo-Xiang Yuan Shou-Xiang Jiang Edward Newton Jin-Tu Fan Wai-Man Au
BOCHAREG R EARRMBER AT AR#4 248 484 $4r B4 [(FEAE]

Oh Naturale Susan Taber Avila
WHRZARIES RHE X I hdh - THhY [(£8]
In Searching for Artistic Healing through Symbolic Representation such as

Water and Light ) Yoon,Junghee
b ras b N OE 7 24E [(#E8]
Frok AL ARG AR AR E[FE]
Passing on the Tradition and Breaking the Boundaries History and Inspiration“From Lausanne to
Beijing” International Fiber Art Biennale Lin Lecheng Wang Kai
FEYRFLEZRK RPN Rk HER [FER]
Overview of Chinese Contemporary Fiber Arts Ni Yuehong Lin Lecheng
Kt — N Bk ERH [ FEEE]
Instantaneous Flashes of Light ‘Wu Pei-Shan
VR EEEANAEZARES #E [vH]

The Fiber Arts Language in Life Xu Wen

1

10

14

20

25

32

41

47

95

61

66

71



WHRZAREBITSHFE
On Fiber Art Designing and Teaching

(5] 551 5 f 22

Review and Expectation

A RAT] AR EEIE S
The Perceivable and Tangible Language

LB 5E Y
Metal and Fiber

R ZAR AL

On Essential Conditions of the Fiber Art

RRAELEARBERESEAZE

Modern Fiber Art Creative Concepts and Expressional Methods

EARSRE IR G

The Integration of Art and Technology

AR HEZ AR B R RNk 3h
The Development Trend of Modern Fiber Arts

I BAEA Y 2 AR F 5
Ready-Made Materials Using in Fiber Art

B T IR AR &

New Progress under the New Concepts

Pt SE IR iR IR

Technological Progress and the Development of Creative Industry in Fiber Arts

HHEZARWES S IREDTS

Study on the Forms and Functions in Fiber Art

HREER PRI SEIEWNE

Study on Materials and Technology in Fiber Art

M CRER” MEBFELRRIETT W

Outlooking the Trends of Fiber Art in the “Grand Art” Concept

HRALEZARIMEG LR TH N

Succession and Rejuvenation of Contemporary Fiber Art

Zy [+ 5]
Wang Kai

xNEZ (FHE]

Liu Jun

& [+8]
Yue Song

144 [FEFHE]
Shou-Xiang Jiang

LEE [(+E]
Ma Yanxia

Bk sk [FH]

Lu Zhongzhi Jin Xuming

£ XH [FAE]
Shi Wenli

IR K&K [(FE]
Wang Meng Zhang Haidong

kA% (PR ]
Ren Guanghui

wE (R ]j
Sun Ying

£ [(FE]
Wu Fan

B [+HE]
Pang Bo

M (vHE]
Chen Jin

K& [FH]
Dai Lei

% [ FEH]
Liu Hui

76

81

84

89

93

97

102

107

111

118

121

125

129

135

140



MR L ARG AR RARR IR

Integrated Materials Expression and Case Study of Contemporary Fiber Art

STy O]

The Dialogue between Artist and Materials

WA R KA
The Passed as Flow River, the Ambition Talking to the Heaven

“mE” ARE R ARE S
Form Language of Fiber Arts in the COOL’s Time

FHEZARE ]

Returning from Fiber Art to Nature

R SHA. RS HERNAEHES

The Criss-crossing among Tradition, Modernity, Function and Emotion

BATH L IR A kR

Overview the History of Flemish Tapestries

XL TR PR TR AR

The Western Tapestries in the Renaissance Period

BRYH v it 20 BEER Z R B 5
The Study on Medieval Tapestry Art

M [vE]
Chen Ling

®KE [F&]
Zhang Lei

Ex9 [FRA]

Lan Suming

#Em [(vE]
Qiu Weili

2HE# [vE]
Wu Qinglin

NEF [vE]
Liu Fangyong

EH44 [+RE]
Wang Jingxuan

#Er [(vE]
Jiang Ze

wE [fH]

Tian Yuan

LRMER R SEHE AR B T 2F #x#E [vEH]
The Plastic of Fiber Art With Linear Materials Qin Dong Ren Guanghui
LAL R ZARMEHE HE [(v8]
Characteristics of Contemporary Fiber Art Xiao Jun
BRYRALE LRI S x# [vH]
On the Three-dimensional Shape of Contemporary Fiber Art Wang Jian

HELARBAIH 5K

Innovation and Expression of Fiber Art

H R L AR R R R0

Influence of New Materials on the Development of Fiber Art

GRS Y AR R R B
Textile Technology Affect the Development of the Fiber Art

fherd2 [(FHE]
Xu Shicheng

27 [vE]
Sheng Yu

RER [¥H]
Song Ximin

146

150

153

157

160

163

167

170

175

179

183

187

192

196

200



Trends in Modern Textile Art

—Through the Lens of the Lausanne Biennale

B ERVERYAMRLRAERELBHE

Fukumoto Shigeki
AAEHR [8A]
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I am very grateful to all the people who invited me here and gave me the opportunity to give this lec-
ture on the Lausanne Biennale. Because time is limited,I will begin the lecture without further explana-
tion. Please refer to the outline of the essential points that 1 have prepared.

First,I would like to explain the reasons for the question WHY DO WE HAVE THE LAUSANNE
BIENNALE TODAY?

Why Do We Have the Lavsanne Biennale Today?

The biennale was named a“Tapestry Biennale”, but on exhibit were not only tapestries but all kinds
of textile art,involving the arts of weaving and dyeing. Thanks to the naming of the biennale, there are
scholars who are inclined to accept the term*“tapestry”as a general term covering textile art as a whole.

1) It provided a central international stage for the exhibition of contemporary textile art.

2) Tt also combined with this t}.me role of leading and encouraging new developments in textile art.

3) There was a stunning degree of development in the realm of textile arts during this period.

The form of the Lausanne Biennale posed glaring problems that were seen not only in the world of
textile art but likewise across the fields of craft and the fine arts. Indeed, it embodies such fascinating and
important questions that it is tempting to say,one should not speak of textile art without taking into ac-
count the Lausanne Biennale.

This is the museum where the Lausanne Biennale used to be held.

This is the interesting description made by the director Rune Berger.

“Quite ironically,it is the Biennale itself, the vocation of which,according to its founder, was to be
1
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one of those seismographs; it observes it records. .. which is accelerating the movement. ”
Here we see the trends in the Lausanne Biennale by decade. Dividing the historical progress into

decades in this way gives a clear view of the huge transformations that occurred.
The Rise and Fall of the Lausanne Biennale

1960s Sudden rise,and rapid transformation.
From revival of medieval tapestry to nouvelle tapestry
(from flat plane to three-dimensionality).
1970s Peak period and reversion.
Diversification of materials and techniques.
Development towards three-dimensionality and space.
Quickly becomes mannered.
1980s Attempts to verify and come to grips with textile art.
Establishment of the themes of space, sculpture and wall surface.
1990s Contradictions become clear. Variation's in values appear.
Identity crisis. Breakdown. Disintegration. End.
Emergence of globalism and multiculturalism.
New interest in tradition, locale, specialist areas.
I will now show the progress of the biennale from first exhibition to the last, the 16th, together with
a small sampling of works. I begin with the 1960s. This is a simple record of the data, characteristics and

trends of the biennale in its opening decade.
The Rise and Fall of the Lausanne Biennale

1960s Sudden rise,and rapid transformation.
From revival of medieval tapestry to nouvelle tapestry
(from flat plane to three-dimensionality).

1962  1st Biennale
Contributions specifically sought from the French academy of cartoon painters.
Works commissioned after judging by design jury.
Regulations for exhibits; minimum size 12 square meters.
57 exhibits from 17 countries. 11 artists from France,5 each from Belgium, Poland, Portugal
and Switzerland.
Matisse, Jean Lurcat (exhibited in 1st to 3rd exhibitions). Sadley (1st to 6th). Abakanow-
icz (1st to 9th,12th and 16th), #f H{#E Murata Hirozo (1st to 4th)

1965  2nd Biennale
85 exhibits from 17 countries. 13 from France,7 each from Poland and Germany,6 fror-n
Switzerland. Picasso, Arp, Soulages, Vasarely (2nd to 4th) ,Elsi Giauque (2nd to 8th and
11th), Hermann Scholten (2nd to 8th), g4t Tatsumura Ken (2nd and 3rd).

1967  3rd Biennale
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84 exhibits from 25 countries. 17 from France,7 from Switzerland. Regulations concerning
technique used for exhibits is lifted. Minimum size reduced from 12 to 8 square meters,5
square meters the following year.
Sheila Hicks (3rd to 8th and 16th),Olga de Amaral (3rd, 5th to 8th,13th and 15th).

1969  4th Biennale
80 exhibits from 26 countries. 13 from France,10 from Switzerland,8 from Poland,7 from
Czekoslovakia. Moik Schiele (4th to 8th),Peter Jacobi (4th,6th to 9th and 12th), Ritzi Ja-
cobi (4th to 9th and 12th to 15th), 46 Tatsumura Moto.

The Rise and Fall of the Lausanne Biennale

1970s Peak period and reverston. Quickly becomes mannered.
Development towards three-dimensionality and space.
“Tapestry in question”
There are moves to revert to flat plane tapestry.

1971  5th Biennale
83 exhibits from 23 countries. 16 from France, 11 from Poland,7 from Hollan, 5 from
Germany. Andre Masson, Hans Hartung (5th, 6th and 7th).

1973  6th Biennale
56 exhibits from 20 countries. 55 exhibits. 6 from Japanese. USA, largest number with 12.
The jury that met in Lausanne the fourth, fifth and sixth of December of 1972 began its work
by asking itself unexpected questions: where does the tapestry stand? What can we still de-
fine by this term? Would it not be appropriate to change the title of the Biennale? Can we
still speak of Tapestry? “Tapestry in question”,René Berger, jury,director of Musée can-
tonal.

1975  7th Biennale
800 applicants from 64 countries. 65 exhibits. 7 from Japanese, 10 from USA as the most.
“The Jury’s question”,catalog essay by Berger.

1977  8th Biennale
11 groups (12 people) from Japan among the 65 exhibitors, the largest together with the
USA. “Is this really tapestry?”At first whispered, the question has become urgent these last
years. It echoes uneasiness which cannot be ignored. (Berger, from exhibition catalog)

1979  9th Biennale
1009 applicants, 5 Japanese among the 42 exhibitors. France the largest with 8 exhibitors.
Impetus given to a return to wall tapestries.
Of the total of 41 works exhibited,70% are wall hangings.

The FIBERWORKS exhibition at the Cleveland Museum of Art circulated in a number of countries

for several years thereafter. I saw it 6 years later,in 1983 in New York at the Rochester Museum. I con-

sider this exhibition to be a record of fiber work at its height.
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The Rise and Fall of the Lausanne Biennale

1980s Attempts to verify and come to grips with textile art.
Establishment of the themes of space,sculpture and wall surface.
Shift from“Fiberwork”to” Textile Art”.
Suggestions of name change for the Lausanne Biennale.

During their discussions the Jury once again emphasized that the term®tapestry” was no longer adequate.
Thus two possibilities arose for a new name: “International Biennale of Tapestry and Textile Art”or*Interna-
tional Biennale of Tapestry and the Textile Arts”. (Berger,10th Biennale catalog,1981)

The term“fiber art”was popular in the USA, but in Europe the term“textile art”was general. The
11th exhibition in 1983 made its subject“FIBER SPACE”,and in 1985 this became“SCULPTURE TEX-
TILE”.

1981  10th Biennale

Requests that exhibitors included in both 8th and 9th exhibitions refrain from submitting
work.
Themes proposed for 11th to 13th exhibitions.
914 entrants. 4 Japanese among the 65 exhibitors. 11 from France, 10 from the USA.
1983  11th Biennale“FIBER SPACE”
7 Japanese among the 31 exhibitors. The USA the largest with 9.
Erika Billeter becomes new director.
1985  12th Biennale“SCULPTURE TEXTILE”
15 Japanese among the 51 exhibitors as the most. The USA has 14 exhibitors.
1987  13th Biennale“CELEBRATION OF THE WALL”
First dyed works exhibited. Japanese exhibitors largest number,11. The USA 10.
1151 entrants,of whom 51 selected.
1989  14th Biennale
47 countries, 805 applicants. 9 Japanese among the 29 exhibitors. USA the largest with 14.
Only 6 exhibitors from all other countries. Host country Switzerland has 59 applicants, but
none selected, indicative of the slump in European activity.

At the 13th Lausanne Biennale held in 1987. My pair of six-paneled screens“Notes of the Rainbow”.
Together with the indigo shibori work by Fukumoto Shihoko seen on the right,these were the first dye
works accepted at this Biennale, whose focus is weaving.

There was a requirement that exhibited works must be attached to a wall surface. All 4 entrants
who broke this rule were Japanese. Fundamental cultural difference between concept of bearing wall and
curtain wall. Tapestry evolved in relation to the bearing wall.

A different type of wall work evolved in the curtain wall culture.
The Rise and Fall of the Lausanne Biennale

1990s At last, the name was changed for the Lausanne Biennale.
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Contradictions become clear. Variations in values appear.

Identity crisis. Breakdown. Disintegration. End.

Emergence of globalism and multiculturalism.

New interest in tradition, locale, specialist areas.

Planned exhibitions divide into specific areas of technique and material. Increasing prosperi-
ty of what was previously termed third world countries.

1992  15th Biennale

Held a year late. Change of name.
International Lausanne Biennale. Contemporary Textile Art.
Display of outdoor works. Judges personal selection system set up.
976 applicants, 18 Japanese, the largest number, among the 62exhibitors. USA has 9.
1995  16th Biennale
Held a year late. Change of name again. Change of exhibition venue.
Lausanne International Biennale. Textile and Contemporary Art.
Public appeal for works ceases. Planning put in hands of three commissioners.
Works held in European and American museums are exhibited,with the theme CRISS-
CROSSINGS.

1996  Public announcement (4/30) of end of Lausanne Biennale.

A 19 year period between 1973, when the question was first raised,and 1992 (15th exhibition) when
the name was changed. The problem of a name change for the exhibition covered more than half the Lau-
sanne biennale’s history. What meaning lies behind this lengthy agonizing?

The installation form“Line-ups, Listings, Scatterings (All Over Wholeness) ”becomes popular.

In the 15th exhibition, “textile works that stand alone out of doors” were invited. This became a
questioning of the concept of textile works whose fundamental quality was that of being hung indoors.

A clash can be seen between the idea of eternal beauty and that of the beauty of extinction in the
construction of outdoor monuments, in such areas as works which stand alone,made of materials other
than textiles, such as steel frames and resin, hangings that break the rules,and various ways of dealing

with natural elements such as wind, rain and ultra-violet rays.
Criss-Crossings

(%2 « FJF, The theme of 16th Biennale)

The Transformation of the idea of tapestry (technique) into that of the textile art (material) sparked
off an identity which affected not only the Lausanne Biennale but also the vanguard of this area of
décorative art.

(Christian Bernard, the commissioner of 16th Biennale)

Question Sudden rise (1960s)—Flourishing period (1970s)—>Becomes mannered (late 1970s)->At-
tempts to verify and come to grips (1980s)—>Comes to an end (1990s).

This represents a startling rate of transition. Why did this happen?

Here is very critical description of the identity crisis of Textile Art by the commissioner Christian
5
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Bernard.

How many truly great textile artists have we seen emerge?

“ A nachronism is cruel and but it must be admitted that it rarely offered great postwar artists any-
thing other than the inadequate transposition of their pictorial iconography. ” ( Christian Ber-
nard, Commissioner of 16th Biennale,1995)

Indeed it’ s true,among those treated in Mildred Constantine and Jack Lenor Larsen’s 1973 book
“Beyond Craft; The Art of Fabric”, there are very few whose names are still well-known today.

These are important books recording the rise of Textile Art.

A table showing the nationalities of the Lausanne Biennale exhibitors makes the main changes evi-
dent.

Taking into account the shift from the majority of exhibitors coming from European countries, to a
majority from the USA and Japan, and the recent notable increase in new planned exhibitions in the smal-
ler contributing countries of China, England and eastern Europe, can we say that the flourishing period of
textile art has a limited lifespan? Does it operate in relation to economic power?

Last year, in 2005, two symposiums were set up in Japan dealing with the Lausanne Biennale. We at
Osaka University of Arts published in March this year a collection of the records and material used in
these symposiums, with the title of“Trends in Modern Textile Art, Through the Lens of the Lausanne Bi-

ennale”. 1 would now like to present part of this, to finish my talk.
Thoughts on The Post-Biennale Era

The Lausanne Biennale, central international stage for developments in textile art forms, while on the
one hand taking on the role of leading and promoting new developments in textile art,at the same time
has played out a striking and exciting drama of its own.

Here, three panelists analyze this historic development.

£F®i& Kaneko Kenji

Kaneko Kenji points out the contradiction inherent in the Lausanne Biennale, whose primary devel-
opmental aims lay in the direction of fine art. “In the case of Japan, ”he says, “the historical development
of an art equivalent to European fine arts took as its starting point and basis certain technical and material
limitations, "and in his discussion he coins the term“craftical”to describe and identify the important con-
cept of plastic arts in the field of craft.

SMEFIF Todate Kazuko

Todate Kazuko points out that“The field of fiber-based art, which developed hand in hand with con-
temporary art,and the field of textile expression, which has its origin in materials and technique, have ex-
isted as two fundamentally separate entities”, and she proposes an analysis of the Lausanne Biennale in
which textile art,in the beginning seen as a subsidiary. form of painting, finally became®eroded”by con-
temporary art.

AR HAER Kubota Shigeo

Kubota Shigeo,a participant in the biennale, talks about his own feelings and the situation he en-

countered when he first began exhibiting at the biennale in 1975.
6
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Participating in the Lausanne Biennale: Testimonies and Statements by Exhibitors

Eight exhibitors talk about their experiences of participating in the Lausanne Biennale. This piece
was conceived with the idea that such a record of the experiences of exhibiting, the exhibitors’ feelings at
the time,and subsequent reflections on those experiences, could provide a useful focus on the Lausanne
Biennale before it fades from memory,is fossilized into myth,or becomes romanticized.

Together, their stories plot the course of the Lausanne Biennale’s historical development. Fascinat-
ing differences in point of view, perception and understanding are revealed, and readers will be moved by the
vivid picture the panelists present of the enthusiasm and energy with which they participated when young,and
memories of the earnestness with which they undertook the challenge presented by the biennale.

EAER Fukumoto Shigeki

All eight panelists exhibited at the Lausanne Biennale,and all are artists active in the forefront of
their field today. Such a lineup alone was unheard of in a previous period. We will hear a sample of what
they had to say concerning the participation in the Biennale, their feelings and thoughts at the time,and
on looking back on the experience now. We set up the symposiums in the belief that the direct voices of
so many participants would surely provide a way to verify the real history of the Lausanne Biennale.

INZABH— Onagi Yoichi

The Biennale was hosted by CITAM, whose full name is“Centre International de la Tapisserie Anci-
enne et Moderne”. This is the international centre for ancient tapestry and post-renaissance and modern
tapestry. That was its essential nature, and it was conceived of as a kind of seismograph to record the ac-
tivity of tapisserie contemporaine, tapestry activity in the contemporary world. I believe the original im-
pulse behind the establishment of the Biennale by Jean Lurcat and Pierre Pauli was the idea of examining
tapestry with the eyes of history.

BXEF Fujioka Keiko

It felt very meaningful to me to take part in this exhibition, but I felt a huge gap in the realms of reli-
gion, tradition, and many other areas, between Japanese artists on the one hand, with no tapestry tradition
behind them, and those from Europe, with its long tapestry history. The history of tapestry in Europe is
immensely deep,and I felt a little sad that the word came to be removed from the name of the exhibition.

BAEEMRF Matsumoto Mihoko

It’s clear that thanks to the Lausanne Biennale, many new fields of art and eager young practitioners
have sprung up all round the world. By taking part in the biennale, I was able to register very personally
the level attained by the rest of the worl, and to ascertain just what relative level T had reached in my own
art. Standards were clarified to a certain extent,and I feel the biennale played an important role in form-
ing the base from which the many younger artists have emerged and become active.

Nk 3E  Kobayashi Naomi

For me, the Lausanne Biennale gave me confidence; by accepting the works I had made out of my
own creative impulse and submitted. It also gave me the opportunity to see many novel works that broke
with preconceptions. I am also deeply grateful for the stimulation I received through contact with the

works of many other artists,and the chance to have exchanges with so many other artists.
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EHHZX Hamatani Akio

Taking part in the Lausanne Biennale allowed me to become adept at making large-scale works. My
studio is small,and I was challenged by the task of how to create large works in it,how to make smaller
parts and combine them. You could call it a Japanese skill,to create something large within a confined
space,and I went on to make many such works.

REIEF Ibe Kyoko

I was fortunate enough to coincide with the great rise in paper works that occurred worldwide after
the Lausanne Biennale of 1983, and this allowed me to have the privilege of having my work shown in
more than twenty countries. I feel it was the Lausanne Biennale that was for me the gateway to success
in the world.

However, ] do wonder whether it’s so terrible that the biennale has ended. The process of rise and fall is a
natural one, after all,and for modern art in particular, the lifetime is generally shorter than that of a human. Per-
sonally, I’m impressed that it lasted as long as it did. I feel it has more than fulfilled its role.

M % Tanaka Hideho

I never made entry in the Lausanne Biennale for my specific aim. I just feel that I happened to coin-
cide with a time when my somewhat avant-garde style of art was acceptable.

But, unlike others,my own reaction to the disappearance of the word“tapestry”{rom the exhibition
name was to raise my hands in delight. I really don’t think something like that is necessary.

EAFTF Fukumoto Shihoko

It was a site where individual artists took up the challenge and gave of their very best,and a site that
had the freedom to accept their very best. As an example,the artist Takami Harue exhibited beside me.
When she said she wanted to make holes in the marble floor and stand poles in them, they actually did it
for her. And when I explained how I wanted the work hung, they came up with a way to do it.

One thing that impressed me was the highly efficient management of the exhibition. In compari-
son, the Beijing Biennale was inefficiently managed, so our official treatment was haphazard, which caused
a lot of panic from time to time.

In conclusion, I would like to put forward certain questions.

What is the identity of textile art?

Does it lie in a shift from tapcstry (technique) to textile art (material)?

Does it lie in textile and contemporary art?

Does it lie in fiber art?

Does it lie in the weaving and dyeing arts?

fEHEEIT:
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Fukumoto Shigeki

Professor,Osaka University of Arts

Famous Japanese fiber artist, participate artist of international Biennale of Tapestry, Lausanne.
Jury,“From Lausanne to Beijing”International Fiber Art Exhibition.

Consultant, China Craft & Art Association Fiber Art committee



Artist’s Own Technique and the Need for Innovation

—International Triennial of Tapestry in Lodz
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I belong to the generation of artists, who developed under the influence of impulses send every two
years from Lausanne International Biennale. I still think that this legendary show had the most influence
on forming world textile art in twenty ‘century. What conclusions the organizers of consecutive exhib-
its,in the same art gender,draw after the Lausanne exhibit ended? Two types of textile exhibits can be
differentiated: those which try to continue open formula to show all fiber materials and techniques (In-
ternational Textile Competition in Kyoto-Japan,From Lausanne to Beijing-China) and those that try to
preserve strict textile gender and from that point look at contemporary contexts (Karpit-Hungary, Artapestry-
Denmark, ATB-USA). The oldest and largest exhibit of this kind-International Triennial of Tapestry in
Lodz,is an example of the first formula. The differences between the concept of Lausanne exhibits and
Lodz exhibits are too many to describe it here. One of the similarities is the artists selection process
though international consultants appointed by organizers. It is difficult to preserve artistic unity of the
show composed by fifty curators-consultants who selected artists from their countries, where the idea of
what is considered to be textile art is extremely differently understood. The formula of Lodz triennial has
neither subject nor leading theme for common artistic discussion. Artists selected as representatives of
their countries make their own choice of presented artwork. The final result is the luck of artistic unity
and difficulty in noticing significant trends.

Describing national schools* faces the same problems. Easier and faster exchange of world informa-
tion influences artists who are fascinated by images in both-hard copy and on line catalogs.

Everyone draws from everything without usually admitting to it. As a result of imitating others
work, qualities, which before allowed recognizing artist affiliation with particular national school has been

blurred.
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