7—=AhAR7Aa b 2020 WEXS X SEEIGEHRE
Artist in Residence - IBARAKI

ARCUS Project 2020
Activity Report

ARECUS



ARCUS Project 2020
Activity Report

290000 N 4T O LLL—L

FEOER



F—AR7AY Il
About ARCUS Project

T—HRTOD L) bME TEMZEBC O Y 1 EHET HEMULEE
TY. ZTFENEELEBORRALLELET—HRRZ DA EFATITHEA.
22N TS LEFHICEERBALTVET,

[7—TA RN A2 LOTURTAT S LITIE ERMISEET SRR
PBEDEFT—T4 AL e—EHPRERBRE. AHEEBOZIELT—TA A D
BRICRYBATHET,

[#8 T05 5 LI TIE, EOHRAGEREHRICT— M2 RRT S %
RELTVES, 7— hEEZR I LT HBON AN TR E L TEMXIL
EHICEONAREDC Y, g DEHEFRTRYBEAZT>TUVET,

TARCUSIIE. 7V TIMIZEBK®LET. COTEIT.BFEVWT—T1 XD
FREEFIE-EL. ERNERICEYHTEEMELLI L. ZLTEARD
EHUEBIOFIDHART x FOCUS) &7 % Z & > TAfFIFbnFE LT

The ARCUS Project is an art and culture project promoting regional development
through the arts. The project, organized by Ibaraki Prefectural Government and
based in Moriya City, comprises two programs.

The Artist-in-Residence Program invites emerging and internationally
active contemporary artists for a residency of fixed length with the aim of
supporting artists in their creative investigations and fostering artists of high
quality.

The Local Program offers regional residents of all ages opportunities to
experience art. Connecting art with the region enables regional residents to
take an active role in creating an environment for art activities and promoting
measures for regional revitalization.

Arcus is a Latin word meaning “gate.” The name “ARCUS Project” embodies
the hope that the project will become a gate for fostering emerging artists and
sending them onto the international stage, and a center for art activities in Japan.
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Notes

. This publication is based on ARCUS Project’s reports covering its
activities in fiscal 2020.

Unless otherwise noted, images included in this publication are the
property of the ARCUS Project Administration Committee.
Organization names, people’s titles/affiliations, and artists’ biographies
are those at the time of participation in ARCUS Project’s programs.
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ARCUS Project 2020

Director Keisuke Ozawa

In 2020, the novel coronavirus pandemic spread across the
world, making this a year the likes of which almost none of

us had experienced before. It was presumably a period when
what was envisioned could not be carried off as usual, when
things were put together and then unraveled, only to be put
back together again. ARCUS Project was no exception in this
regard. That is because its Artist-in-Residence Program is
attendant on the mobility of artists, but travel was restricted
not only across national borders but even within Japan as a
measure to curb the spread of the virus. From early spring, the
possibility of undertaking our AIR program like we would in a
normal year began gradually to disappear, and there emerged
the alternative possibility for holding it online instead. In what
follows, | would like to set down what we thought and did in
between the “ordinary” and the “extraordinary” brought about
by the coronavirus pandemic.

With the open-call Artist-in-Residence Program, it was
decided in July that the overseas artists—leva Raudsepa and
millonaliu—would not come to Japan and the program would
be held online. The Tokyo-based OLTA decided to conduct its
activities fundamentally online and, as necessary, carry out
research in Moriya. In an ordinary year, the artists would arrive
in Japan at the end of summer and, as per their submitted
research and productions plans, would proceed with their
research and creative residency according to our advice and
suggestions, and then eventually present the results of this.
Since we were adopting a new framework whereby this would
be held online, we needed to reassemble the goals, content,
period, and budget. In the interim, various questions came
and went. The current model, for instance, presupposed
participants completing certain things to meet the criteria of
a “sufficient” residency, but inevitably these now had to be
revised. After discussions with the artists, we decided on the
following: participants would find literature on the research
subject and interview specialists, and proceed with their
projects up to the point prior actually starting production.
The overseas-based Raudsepa and millonaliu regularly
confirmed their progress with us, while OLTA, in the times
when travel across prefectural lines was possible, researched
the land in Moriya and visited a farm, and prepared as much
as possible in anticipating of beginning work on its project.
Each of the artists thus sharpened their awareness toward
realizing their respective works. On the other hand, there were
things we could not achieve through this framework: namely,
the fostering of friendship and of a sense of solidarity by the
act of artists spending time together in the same place at
the same time. By exchanging small pieces of information in
everyday life, rather than knowledge or techniques related to
making work or building a career, the artists expand their field
of view and increase their resolution in regard to the lifestyle
and culture of an unfamiliar place, along with engendering an
awareness that they are working in a way that is tied to that
region. We could not attain a sense of the ardor that comes

from this resonance among the artists. The residency program
carried out in the new format was in itself a process of trial
and error, a series of adjustments with our peers, but it also
prompted us to reflect objectively on the program.

Running alongside the residency and taking place
each time with the aim of conveying the joy of creativity to
people in the community, the Local Program once again
confirmed the indispensability of spending time with others
as well as the physical sensation and topical significance of
walking. The program’s two workshops—“Retrace—Walking
a Ri” by Nobuhiro Shimura and “Under-Connected Reality”
by Katsuhiko Hibino—were times for, through the act of
walking, restoring those physical connections between people
that had become diminished by the coronavirus pandemic.
Shimura focused on an ichirizuka, a type of historical distance
markers like milestones, that remains in Moriya, and from
the ichirizuka walked a distance of one ri (equivalent to
just under four kilometers), speaking with the participants
while trying to imagine the guideposts of the future. Hibino
distributed pieces of cloth, large enough to cover the body,
among the workshop participants, and then transformed
these into costumes, mats, or sashes, with which they walked
and performed while wordlessly breathing in sync. The writer
Rebecca Solnit says that walking is today a conscious choice.
That is, walking is a means of moving no longer proactively
chosen due to the spread of private automobiles and the
development of transportation networks. Moreover, even when
walking, people are looking at their smartphones, making
ambulation something two-dimensional. In that regard, turning
our attention to the surface of the ground and the breathing of
others, and sensing those things directly with our bodies, as
took place in these two workshops, re-examined our physicality
at ordinary times, and also restored the act of walking.

Come to think of it, under the state of emergency prompted by
the coronavirus, going outside for nonessential and non-urgent
reasons was nominally restricted, but you could still see people
taking a stroll outside unconcerned about the time.

When the hitherto everyday life was left in limbo, it is surely not
a coincidence that an opportunity was created to reflect on the
act of walking, the means of moving that human beings obtain
by themselves very soon after they are born.

Over the year, ARCUS Project held other programs and
decided to cancel yet others after due consideration, but in
all cases, it searched for the optimum path and, day by day,
navigated a route in between the pre-coronavirus and post-
coronavirus approaches. And so, what comes next? It is clear
that we must observe the daily shifts in the circumstances
and determine our course, relying not only on information
but also our intuition. While awaiting the storm that is the
coronavirus to pass, and when we once again meet artists and
residents and happily check on each other’s well-being, | hope
to begin preparations so that a new ARCUS Project can be
started at any time.

Hoday ANAdY 070z 108[01d SNOYY

S0 - ¥0



7—T4AAN AV -LITVR
st/ N

9HA24H-12A17H (858

BE7—T4X
ATT7- T Fytn
TOFY W RF4T7F 2 A—F&AF - Far- )
FILK

et
- SNEEEE 487 TTrE- i)
- ASVAEE. FEAT A ERE LTS
T—T 4 R ;234120 - k)
- BREEE TH

BEESR
HEIK R kPR £t 2 — $28)
IR — R (REE 7Y 2T - Fal—4—)
T—HRTOT 1Y bRITRES

Fal—E2—EDY

BET7—T4AME FEDOF2L—2 -5,

ERPVY—FICEALTT RN R &/ Tz,
FHERFEASTFIRUFY b Fal—4—)
B EF K RRBEHEENE $28)
ERXEK(7—VHilE ER)
SR K (RRELE R £ R E)

BEARICEYHAINLEFT—T 4 R FEERBBBLTVET.
BIENFT—T 1 A MIE, SHEEOEMBEDIFIN, R2 OF LiRERERE,
FEICERTEIRMEBRLREL. XB-BRET>TLET,
20204 (. HE IOF YA WABLELRKDEEIZ LY.
T—TARANEREETF S/ THVELE.

Artist-in-Residence
Program

September 24-December 17 (85 days)

Resident Artists
leva Raudsepa
millonaliu (Klodiana Millona & Yuan Chun Liu)
OLTA

Application & Country/Region Numbers
- Artists with non-Japanese nationality:
487 applicants from 77 countries/regions
- Artists from the Netherlands: 23 applicants from
12 countries/regions
- Artists with Japanese nationality: 17 applicants

Jury
Yu Iseki (Curator, Contemporary Art Center,
Art Tower Mito)
Hirokazu Tokuyama (Associate Curator,
Mori Art Museum)
ARCUS Project Administration Committee

Curator Visit
The resident artists received advice on their work and
research from the following curators.
Shihoko lida (Independent curator)
Keiko Okamura (Curator, Tokyo Photographic
Art Museum)
Fumihiko Sumitomo (Director, Arts Maebashi)
Kenjin Miwa (Curator, National Museum of
Modern Art, Tokyo)

The Artist-in-Residence Program annually invites emerging artists
from around the world through an open call. The artists selected are
provided with production costs and travel fares, a studio, living
accommodation, and the time and environment for immersing
themselves in their work. In 2020, due to the coronavirus pandemic,
the program was held remotely online.

Artist-in-Residence
Program
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Born in Riga, Latvia, in 1992, leva Raudsepa is now based in Los Angeles.

After studying philosophy at the University of Latvia, she received an MFA at

the California Institute of the Arts. As someone born following the independence
of Latvia from the Soviet Union, and brought up during the subsequent period

of transition from communism to capitalism, Raudsepa’s work attempts mainly
through photography and video to capture her fellow members of this young
generation that emerged immediately after the collapse of the Soviet Union.

In her video practice, she creates narratives by effectively fusing theory and
fiction, and then re-questions these narratives at a metalevel. Alongside revealing
the fictionality of a performance by having actors perform in everyday spaces,
she is interested in what actual circumstances tell us by chance.

Recent exhibitions and activities include Future Ghosts (Human Resources,

Los Angeles, 2019), Haunts (CalArts 2019 MFA Exhibition, Track 16, Los Angeles,
2019), and It Could Just Swallow You Up (ISSP Gallery, Riga, 2019).
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‘Solaris Full Highway Scene

The starting point of my research was the five-minute long
scene of a drive on urban highways from the 1972 Andrei
Tarkovsky film Solaris. The episode was shot in the Tokyo
districts of Akasaka and likura in 1971. The scene mixes black
and white footage with color and some portrait shots, and is
an interplay of time, space, and perception. In the movie, the
parts shot in Tokyo represent a city of the future.

My research process was based on a set of questions.
| was interested in the politics entwined in this episode.

How did a Soviet film director decide to film “the future city”
in Japan? As travel outside of the USSR was very restricted
for Soviet nationals, did Tarkovsky experience any difficulties
in the production of the scene? Why did he choose to

shoot on the expressways and what is the history of the
design and construction of the Shutoko—the Metropolitan
Expressway—in Tokyo? How did construction of high-speed
intercity roads change the fabric of the city? What are other
examples depicting Tokyo as a future city in popular culture
and imagination?

The ARCUS residency gave me the opportunity to
explore these questions both by examining existing literature,
images, and film, as well as interviewing experts in Japan and
elsewhere. Additionally, | was able to meet with local curators

to speak about previous projects and the research in progress.

The ARCUS team gave me great support with getting in touch
with people and institutions, as well as helping generate new

©leva Raudsepa

BELR A+HEAKMEADA VA E2L—
Interviewing the architectural historian Taro Igarashi

ideas as to where to look, what to read, and with whom to
speak.

| am now putting together all the knowledge and
different histories | have gathered into something that will
turn into a script or a structure for a video piece. Out of the
research | have conducted, there are two main threads | am
exploring in the video piece. The first is the representation
of Tokyo as the city of the future. | am interested in the
perception of the city in the context of postwar infrastructural
development in Japan—the Shutoko being an example of this.
Besides what was actually built, Tokyo as a future city has
been represented in the imaginations of architects, writers,
and filmmakers. | am interested here in the Metabolist
movement as well as techno-orientalism.

The second main thread | am using is the speculative
history of the production of the highway scene in Solaris
and the Tarkovskian way of seeing the world as a set of
metaphysical questions about life, death, love, and the meaning
of human existence, and how that relates to visions of the
future. I am exploring this while keeping in mind that Andrei
Tarkovsky was a film director living and producing movies under
a political regime that limited and censored his work. | will
create fictional narratives for the video, while referring to the
research | have conducted during the residency in 2020, and
I will film it when it is possible to physically go to Japan.
(leva Raudsepa)
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(Klodiana Millona & Yuan Chun Liu)
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The Rotterdam-based millonaliu is a duo of spatial designers and researchers
Klodiana Millona from Albania and Yuan Chun Liu from Taiwan. After studying
interior architecture at the Royal Academy of Art, The Hague, they began
developing interdisciplinary activities with a focus on architecture. The duo’s
work encompasses everything from architectural practice to video, publishing,
exhibitions, and workshops. Made during a stay in Ukraine, Leave Us Alone
examines factories left behind after social change, and by holding a festival in
collaboration with workers, millonaliu highlighted the social aspect of factories
whereby an isolated community is formed while the times move on.

Recent exhibitions and activities include Other Ways of Watching Together
(Showroom MAMA, Rotterdam, 2020) and Taking the Kitchen’s Side (Lisbon
Architecture Triennale 2019, Portugal).
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BEER BRRERADA V2 E1—
Interviewing the agricultural historian Tatsushi Fujihara

BYE ERE—HERADA V2 Ea—
Interviewing the agronomist Yoichiro Sato
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Sticky Entanglements: Rice as a Technology

During the three-month residency, we have been exploring
horaimai rice, which is the manifestation of the Japanese
Empire’s seed engineering project in colonial Taiwan, whereby
a type of rice was brought to the island and genetically
modified to grow in Taiwan’s tropical climate when it was a
colony of Japan from 1895 to 1945.

Sticky Entanglements refers, on the one hand, to the
particular feature of Japonica rice, a much-desired stickiness
that led to a series of scientific, political, and economic efforts
to modify Taiwanese local rice so as to satisfy Japanese
taste. On the other hand, it describes almost literally our
research approach during these three months, where starting
from one grain of rice we mapped different entanglements
that are glued together as a way to understand the legacy
of genetically modified crops within colonialism, politics,
science, technology, the environment, and economics.

As our main method, we have studied different archives as
well as related literature, and conducted interviews with scholars
in the field. We developed a particular interest in archives of
postcards from East Asia during the Japanese occupation.

Our research primarily focused on the vast changes

©millonaliu

reflected in the landscape that the cultivation and
commercialization of this crop brought to Taiwan, and how
control over the land was instrumentalized as a technology for
control over the population. This culminated in us exploring
social changes that resonated in local culture and labor
practices.

Horaimai seeds have left a strong legacy both physically
and socially in Taiwan of intentionally planned ecological
transformation through state-engineered and scientifically
improved seeds. This form of advanced ecological imperialism
took control of economic, ecological, and natural resources
away from local inhabitants, resulting in the modification
of their ecology and culture. Our research tries to read the
current condition of soil as a form of evidence and crops as
witnesses that shed light on these issues.

Finally, through this research we want to address,
understand, and make visible the multiple entanglements
deriving from a tiny grain of rice. By addressing this seed
as a technology for social engineering, we tried to unfold
the narratives of the ideology engineered in this nonhuman
material. For the next phase, we aim to disseminate this
knowledge through field research and to advance the practice
of looking at seeds as a biosocial archive. (millonaliu)
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OLTA is a group of six artists formed in Tokyo in 20089. Its practice to date has
focused on collective acts within particular communities like games and festivals,
and the communication that unfolds there, which it has reconfigured and
re-enacted in such works as Hyper Popular Art Stand Play and TRANSMISSION
PANG PANG. Its recent work Cultivate House saw the group undertake cultivation
and production at a mobile home built on untilled land. OLTA’s practice disrupts
the foundations of various communities, and brings out the ideas, customs,
language, and lifestyles that underpin these. Recent exhibitions and activities
include Hyper Popular Art Stand Play (ROHM Theatre Kyoto + Kyoto Art Center
KIPPU Under 35 Creative Support Program, 2020), Aomori EARTH 2019:
Agrotopia—When Life Becomes Art Through Local Agriculture (Aomori Museum
of Art), and Busan Biennale 2016: Hybridizing Earth, Discussing Multitude

(South Korea).
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Inspecting a candidate site for the project with the soil
hydrology expert Tsuyoshi Miyazaki in Moriya City
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Participating in a composting workshop with the soil
ecologist Nobuhiro Kaneko in Fukushima
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S—I\FEETHEEKER Farming experience at jivana © 7JLK

In order to carry out Cultivate House as an artwork where we
build our own home and question what it means for a person
to live in terms of the relationship with the soil and farming, we
conducted research on no-till farming and soil environments
appropriate for growing crops. In Lived-in Houses, Koji Taki
describes how the house is a form of time and has life through
humans but simultaneously decays. Possessing the bare
minimum elements required for a house by having a toilet and
triple bunk bed in a temporary hut structure, Cultivate House
is a living house that coexists with things that decay, such as
the mold and rust that grow on the materials, flies, and the
bacteria that breaks down waste in the composting toilet.

At Cultivate House, exposing as it does the functions of
pipelines that are always buried in the ground or inside walls in
housing today, we reflect on the kinds of artistic practices that
can be done from the natural processes carried out there.

To learn first which natural environments are
appropriate for cultivating, living, and working at Cultivate
House, we visited candidate sites for the project with Tsuyoshi
Miyazaki, an expert on soil hydrology, and heard about their
soil and suitability for farming. In the center of Moriya is the
Sashima plateau, while its lowlands that lead to the rivers
Tone, Kokai, and Kinu form a small valley called Yato.

The soil comprises Joso clay and the volcanic ash soils that
have accumulated on top. At the abandoned rice fields that
we observed in Yato, sunlight is blocked by bamboo groves,
while the fertile volcanic ash soils in the top layer are washed
away by the water that flows down from the mountain.

This kind of soil environment is unsuitable for growing

crops, and, since it poses similar problems also in terms of
living there, such as the lack of sunlight and drainage, we
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determined that it would be difficult to live on this land, and
decided to search for a place with more light.

We then visited a farm in Moriya called jivana for an
introductory experience of farming. At jivana, along with
growing crops on cultivated land, they harvest true-breeding
plants, raise their own seeds, and carry out no-till farming.
This latter is a form of farming where you grow crops without
disturbing the soil, and thus preserve the ecosystem of the
soil. The wood on the site also has a kind of bamboo jungle
gym and a handmade oven where it is possible to bake
pizza, making the farm a leisure spot for playing and working
together. Here we learned about approaches to farming
that are synched with the long-term cycles of the land and
cultivation, as well as about the approaches of a community
through the play that happens alongside that farming.

To further our understanding of no-till farming, we
met with the soil ecologist Nobuhiro Kaneko and visited
Nihonmatsu in Fukushima Prefecture. We learned that soil
nutrients are enriched by compost in order to enhance the
quality of the soil. The compost is fermented from the materials
obtained on a farm, such as rice husks, sawdust, rice bran,
fallen leaves, and soil. A loose community is formed here where
that way of making compost is shared among local people.

We had previously thought that soil and art become
richer through cultivation, but having studied decay, flood
control, and soil ecosystems, and learned that not tilling the
soil actually makes it richer, we now, through our practice and
while standing on the ground, want to turn to the question of
what emerges when engaging with farming, influenced as it is
by environmental change and the circumstances of the land,
from the perspective of art. (OLTA)
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AIR Bridge 2020
Linking Up Possibilities for Art and Healthcare

AIR Bridge is an initiative by ARCUS Project to share know-how and information on artist
residencies with Fukuroda Hospital (Daigo, Ibaraki Prefecture), a psychiatric healthcare
facility that launched its own AIR program in 2019. In 2020, Fukuroda Hospital was
unable to hold its artist residency due to the coronavirus pandemic, so it altered its plans
and held the following two programs instead.

Firstly, ARCUS Project sent Yuki Miyata to Fukuroda Hospital as a specially
appointed coordinator to consider ways to engage with the challenges that emerged from
running the AIR at the hospital the previous year. After taking time to understand the
environment around the hospital’s AIR program, including the support offered to artists in
healthcare institutions and residencies, and the relationships with patients and healthcare
workers that develops through artistic practices, Miyata gave the hospital advice.

The second program comprised two online study sessions that considered the
relationship between contemporary art and psychiatric care, featuring Keiko Watanabe
(occupational therapist, Fukuroda Hospital), Kouo Uehara (artist, Fukuroda Hospital),
and Shintaro Kawakami (psychiatrist, Tokyo Metropolitan Matsuzawa Hospital) from
the field of psychiatric care as well as Tomo Imai (curator, Arts Maebashi) and Wataru
Koyama (artist) from the art field, together with members of the ARCUS Project team
including Yuki Miyata. The sessions proved opportunities to deepen knowledge about
the history of psychiatric care and about the AIR program at the hospital, and to build
partnerships across the fields of art and healthcare. In order to broaden and deepen
the discussions further, a public talk was subsequently held online with the same guest

speakers, exploring the various roles and possibilities for art in psychiatric care as well as

the potential challenges.

Programs Overview

1. On-Site Coordinator Training/Research

Yuki Miyata assigned as a specially appointed coordinator
Training/Research Period: September 3-19

Venue: ARCUS Studio

Assignment Period: October 1-17

Venue: Fukuroda Hospital

2. ARCUS Project & Psychiatric Care Facility Online Study
Sessions

Fukuroda Hospital Art Program

October 16 / 5:45-7:15 p.m.

Presenters: Kouo Uehara, Keiko Watanabe

Participants: Shintaro Kawakami, Yuki Miyata, Tomo Imai
Wataru Koyama

Moderator: Mizuho Ishii

The History of Psychiatric Care

November 20 / 5:45-7:15 p.m.

Presenter: Shintaro Kawakami

Participants: Kouo Uehara, Yuki Miyata, Keiko Watanabe
Tomo Imai, Wataru Koyama

Moderator: Keisuke Ozawa

3. Online Public Talk: The Art of Taking Care of Your
Mental Health

December 4 / 4:30-6:30 p.m.

Speakers: Tomo Imai, Wataru Koyama, Shintaro Kawakami
Keiko Watanabe, Kouo Uehara, Yuki Miyata

Moderator: Keisuke Ozawa

Co-organized by ARCUS Project Administration Committee and
Fukuroda Hospital
In cooperation with Tokyo Metropolitan Matsuzawa Hospital volunteers

Fukuroda Hospital

Fukuroda Hospital opened in the town of Daigo, Ibaraki Prefecture, in 1977. It
incorporates a range of therapies into its patient treatment including raising
animals, natural farming, art, and nature therapy. It launched its first art program
in 2001. In 2019, it invited Sachi Miyachi and, from the Netherlands, Nina
Glockner, for a residency run jointly by the hospital with the town of Daigo and
Beautiful Distress.
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Travel and Identity

With travel restricted due to the global spread of the
coronavirus, how do we meet others and perceive ourselves?
In this talk, ARCUS Project director Keisuke Ozawa spoke with
the novelist Masatsugu Ono and artist Yu Araki, both known
for their depictions of human life that arise where different
cultures meet.

Ozawa: |dentity is your sense of self or your awareness of
belonging somewhere or to something. When we meet
others, it sometimes makes us realize the kind of person
we are. Today, | would like to talk about various aspects of
identity like this with the novelist Masatsugu Ono and artist
Yu Araki, while also drawing on these aspects related to the
contemporary era.

Mr. Ono, your novels like Lion Cross Point and A Prayer Nine
Years Ago are often set in your hometown of Kamae in Saeki
City, Oita. That would seem to be part of your identity, but how
did you come to write about your own hometown?

Ono: | started writing novels when | moved to Tokyo to go to
college. | made friends after arriving in Tokyo and they asked
me where | was from. So, for instance, | would tell them how
my grandmother would come home from the fields and,
seeing the back of someone small in front of the Buddhist
altar, would think that an old woman had come to pay her
respects, only to realize that it was actually a monkey eating
the peaches that had been placed at the altar as an offering.
They found this kind of story really interesting. | wanted to
learn more about the rural area where | grew up, so | searched
around for memories and would ask elderly people about the
local history and traditions whenever | went back home.

At that time, as much as | wanted to become a researcher,

| also wanted to write about the places | had heard about and
experienced. Alongside working on my master’s thesis, | wrote
something and sent it to a publisher, and ended up winning a
prize for student novelists.

Ozawa: You were in Tokyo and then studied in Paris, but still
wrote about your hometown even during those times.

Ono: Over the course of becoming a scholar, | became
interested in Caribbean literature in French and that is what

| went to Paris to study. Even more than when | was in Tokyo,
people would ask me where | am from and about the kind of
place where | grew up. As | answered, | increasingly started to
question and think about who | am. When you go somewhere
different and encounter people with various cultures and
history, you may perhaps then discover yourself.

Ozawa: It is like you confirmed your origins by continuing to
relocate. Mr. Araki, how have you encountered other people
and cultures?
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Araki: | was born in Yamagata City but moved to Cleveland,
Ohio, in the United States at the age of three because of my
father’s work, and then lived Nashville, Tennessee, between the
ages of four and six, and thirteen and eighteen. | went to college
in St. Louis, Missouri, and then came back to Japan at the age
of twenty-one. So I'm what they call a returnee. At kindergarten
in America, the teacher would read books to us. At the time,

| couldn’t understand any English. But the teacher suddenly
said, “You.” Thinking my name, Yu, was being called, | quickly
stood up and answered, “Yes!” Everyone looked blank. In fact,
the teacher had just said a word in the book and | had mistaken
it for my name, which | remember was weirdly embarrassing.
Even at high school and college, because my name sounded
the same as the English word “you,” | would end up sounding
like | was saying, “l am you” whenever | introduced myself, and
the conversation would often get confusing. Now | think of

it, that was a formative experience. As a result of going back
and forth like this between two cultures, | used to wonder
from a comparatively young age who | was, and that because
my name is a pronoun, | could be anyone. We could say that
another person is, in a sense, a mirror that reflects you, and
that there is a “you” for every other person.

Ozawa: There is the “you” that exists in your own mind, and
then the multiple versions of “you” as seen by others.
When these don’t match and the balance breaks down, an
identity can be imposed unilaterally upon you by others.

Araki: Though | have always lived in Tokyo since coming back
to Japan, people seem to have this image of me as someone
constantly on the move, and are often surprised to see me

in Japan if we meet at an exhibition in Tokyo. When | was
interviewed for an artist residency in Europe, | particularly
remember that being asked what | wanted to do in Europe
“as a Japanese person.” Not feeling completely at home in
Japan and having made work inspired by my interest in what
exists between cultures, | was surprised that others wanted
“Japaneseness” from me.

Ono: When | have been invited to literary festivals overseas
as a writer, it often feels like | am being asked to talk about
Japanese novels, as if | know everything about Japanese
literature—| am treated like someone who is there to provide
information. That can’t be helped to a certain extent, but all

I can do in those cases is suggest a particular current
Japanese literary work that | personally find interesting.

| also heard something surprising from a Congolese dance
choreographer. He mainly works in Europe but was told, “Your
work is not very African.” In other words, he was told that his
work did not seem authentic because it diverged from the
image that everyone had of Africa. What people implicitly
wanted was work that incorporated images of civil war, AIDS,
or nature on an epic scale.
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Ozawa: Those kinds of discrepancies can be things from others
but also things that you sense about yourself. When you think
about something, you are influenced by language. Have you
ever felt a shift in your identity through differences among the
languages you use like Japanese, English, or French?

Ono: When | am living surrounded by another language, | think
I’'m able to view Japanese more objectively. With my PhD
dissertation, | really strove to construct the logic in French
and write lucidly, and that linguistic practice seemed to have
an impact on my Japanese, since | then became able to write
in Japanese more clearly after that. When | was writing in
Tokyo, the stifling rural community that | was writing about
was hazier. Perhaps | was physically too close to the subject.
By living somewhere that uses another language, | could get
some distance between myself and the subject, and what
was too close for me to see then became more distinct.

When staying in France, by talking with someone with a
completely different background from me or by reading a book
in French, various alien elements intermingle with me as a
writer. Seeing my hometown through the voice of another is
perhaps why | could capture it objectively.

Araki: Yes, you can change in terms of your sense of language
as a bilingual person or in terms of that balance between the
languages. Thirteen years after coming back to Japan, | feel
anxious about how a Japanese accent is creeping into my
English pronunciation. [Laughs] Due to the differences in the
education system, | actually never finished junior high school
in either Japan or America. Junior high is very important for
learning foundational stuff like vocabulary and grammar, and
in my case, | am missing that in both English and Japanese.
Being bilingual feels like having two people inside me, and
the Japanese-language me is right now unstable and the
English-language me is getting smaller and smaller, making
me wonder just what’s going to be left at the end. People like
me who spend their formulative years in a culture different
from that of their parents are called third culture kids, and the
things that anchor them are very mixed. In my case, since |
lack the confidence in my origins, | am very easily influenced
by external elements. And so perhaps this is why when | go
abroad, | work there by verifying how | respond to the milieu of
the place where | am staying.

Ono: Your identity as a third culture kid has developed in
a positive way in terms of how you make your work.
Such themes can only come from you and meant you’ve
lived in a certain way.

Ozawa: I'd like to continue thinking about identity like this
while looking at Mr. Araki’s work.

Araki: First is my three-channel video installation The Last
Ball (Fig. 1), which | showed at Shiseido Gallery in 2019. It
explores an encounter between Japan and the West that took
place roughly a century before, when the Shiseido Gallery was
first built. The video shows a male and female dancer using
iPhones to film each other dancing to “The Blue Danube,”
played live in a building evocative of the Rokumeikan [a
famous building in Tokyo designed in a Western style and
known for its parties and balls with affluent and powerful
figures]. | gave the performers a rule: that they must film

the other dancer but not themselves. The setting was based
on two sources: a passage “A Ball in Edo,” about Pierre

Loti dancing a waltz with a young Japanese woman at the
Rokumeikan while staying in Japan, as appears in Loti’s travel
memoir Autumn Japoneries; and the short story “The Ball”
written by Ryunosuke Akutagawa in 1920, thirty years after
Loti’s text, and whose protagonist is the person with whom
Loti danced. | also took inspiration from research that says the
color of the landscape you see differs depending on the color
of your eyes, and so gave the dancers iPhones with varying
color tone settings. The footage shot from the iPhones was
superimposed semi-transparently on the screen, theoretically
working as complementary colors. In other words, a more
“correct” image forms when what you see intermixes with
what the other person sees.

Ono: To make it unseen is to not be prescribed by the gaze of
others. On the other hand, to gaze in the sense of determining
what kind of person is the object of the gaze is an act of
violence. If we consider that time, the Westerner viewed
Japanese culture with a certain kind of exoticism, while the
Japanese also viewed the West with a certain aspiration.

In that way, what emerged here—caused by each party
projecting its own slightly warped gaze—was a never-ending
movement of shrinking away from each other while
simultaneously trying to understand one another.

Ozawa: The work is a complex portrayal of the encounter
between the West and Japan when the country opened up,
and of the relationships of power between the cultures that
emerged there. The opening-up of Japan during the Meiji
period was a time when almost for the first time the Japanese
were recognized as “Japanese” by internal unification and the
relationship with a few foreign countries. What is intriguing
here is that Mr. Araki turned back to the question of who are
“the Japanese.”

Araki: The next work | would like to introduce is my installation
Honeymoon (Fig. 2), which was exhibited at Pola Museum of
Art. It comprises several elements, but one is the self-portrait
taken by the French photographer Adolf de Meyer when he
came to Japan in 1900 for his honeymoon: a white man in

a suit sits in a Japanese-style room in the seiza position

[the formal way of sitting by kneeling on the floor with the legs
folded under the thighs], though leaning on his arm, perhaps
because his feet are going numb. The contrast between the
leaning body and the grid-like, neat composition gives this
photograph a very vivid quality. The seiza, in fact, is a way

of sitting devised during the Meiji period as the “correct”

and “Japanese” way to sit, as opposed to the way of sitting

in Western culture. The next element is a screen comprising
an enlarged version of an actual press sheet from when the
1954 Japanese-ltalian film Madame Butterfly was released in
Japan. Madame Butterfly is an opera by Puccini presenting an
image of the Japanese, as written originally by an American
novelist. Before the film was made, the opera had already
given audiences a false image of the Japanese. The seiza

and Madame Butterfly are linked in that they both attempt

to convey what is really “Japanese.” My work is a fictional

live broadcast of Cio-Cio-san (the titular Madame Butterfly)
and Adolf de Meyer’s wedding ceremony and with the actual
anthropologist Frederick Starr in the role of the matchmaker,

in this way unfolding as an imagined meeting of fictional
characters and real-life figures from the time. All of the
characters appear at the wedding in the seiza position.

The screen | mentioned has numerous small holes in it, looking
like a starry sky when viewed from behind. | am here linking
the constellation with its homonym in Japanese, the seiza.

Ono: | see! Seiza and seiza—it sounds like a bad pun.

That much is true but people who have lived abroad a long
time and had a lot of contact with other or multiple languages
are very sensitive to the materiality of words, to the acoustic
nature of words. Yoko Tawada, for instance, writes novels in
both German and Japanese. Kan Nozaki, a scholar of French
literature with whom Mr. Araki also has a connection, once
said at a symposium about Yoko Tawada that the titles of her
novels are based on wordplay. For example, Spherical Time
sounds in Japanese like “break time.” Suspect on the Night
Train sounds like “night train on the night train.” Though one
sound, what each word expresses is always double.

Ozawa: That reminds me of the story from Mr. Araki’s
childhood in America about thinking your name was being
called when people said “you.” You mentioned that it was a
formative experience and it really does seem like it connects
right to what you are doing now. This work also mixes fact and
fiction and deals with what exists between multiple cultures.

Ono: The Adolf de Meyer photograph is fascinating. Perhaps
this is a stereotypical way to put it, and maybe it’s just
because a masculine-looking person in a suit and with a
beard couldn’t sit like that, but sitting slouched with your legs
relaxed has a feminine appearance. The people who came
from so-called Western culture—what Japan at the time held
up as an exemplum—seemed to embody masculinity and
power, but when attempting to adopt the posture of the seiza,
which was described as the Japanese way of sitting, their
bodies looked feminine.

Araki: Yes. According to the historical records, he was gay and
his wife was also apparently either gay or bisexual. We can
interpret their partnership as an agreement to overcome the
prevailing social systems together. What seems feminine to
us was perhaps the result of him coming into contact with
another culture and this not matching his body, or maybe this
was itself an expression of his own identity. With so many
ways to interpret it, this incredibly interesting photograph
became the departure point for the work | made.

Ozawa: The word “systems” came up there. | would like to
change the direction of our conversation slightly and think
about how identity is shaped by systems. Identity is sometimes
revealed through proclamation or naming with words.

Ono: Yes, when living as a collective, systems and rules

are needed to give shape to disorder, and identity is then
prescribed by this. One could perhaps think of passports in
this regard.

But as Mr. Araki pointed out, your identity is made by many
others. And the words for perceiving that are also made and
used by many other people long before we start to speak.
The “me” who is expressed through those words that belong

to no one is actually perhaps not clearly defined. Named by
words, you just exist there unformed and unstable. In that
sense, identity is affixed to something systematically and
forcibly, and also always indeterminate and in part opaque.

Art and literature give form to emotions and experiences that
are otherwise indescribable, a wonder that is systematic but
rather than distinguishing between myself and others, has the
power to subsume both. When we make divisions of myself
and others, here and there, internal and external, it can lead
to a power relationship whereby the internal is recognized as
“yours” or part of your circle, but what is external is excluded
as an outsider or enemy. Art expresses that interstitial as a
work while retaining its sense of subtly inseparable dotted
lines, or its sense of instability, undecided which way it will go.

Araki: In literature, what emerges from accumulating solid
words conjures up unsolid images infinitely. People change
who they are through various forms of movement and attuning
to new environments—even people born and raised in the
same country. In that sense, identity is not something singular
but rather a mix of the things encountered along the way.

Ozawa: Though travel has become difficult right now due to
the coronavirus pandemic, how might the way we meet others
and, through that, reflect back on ourselves change in the
future?

Araki: Last year, | traveled a lot and there were moments
when | really did not know anymore where | was. By contrast,
in 2020, | have been in Japan the whole year and now feels
like the time not to forcibly expand my network, but instead
re-examine where | am.

Ono: As a member of the literary world, | don’t ordinarily travel
around much, and rather write and read a lot. One could

say that | am constantly taken hither and thither around the
globe through the experience of reading a work of literature.
A book is a medium that allows the reader to stay in one
location while experiencing various places and listening to
various voices. In that sense, the current period is one in
which we are conscious of our bodies being nowhere but here,
yet can harness our imaginations further to reinterpret our
relationship with others and different places to make up for
not being able to go anywhere.

Ozawa: We are staying put, unable to really move, yet through
the power of the imagination can perhaps meet the others
and ourselves we did not know. During the pandemic, people
have maintained social distancing and communicated a lot
remotely through digital technology. Though the online sphere
seems on the one hand to expand our world, the necessity for
equipment and procedures possibly makes it harder to have
chance encounters. Traveling the world opened up to us by
literature, we encounter others and reconfirm our identity.
What was made evident from your experiences described
today is that identity is not singular but something that
fluctuates and expands and contracts in the space between
ourselves and others; it is something whose contours are
amorphous, where various elements are in conflict. Though
our discussion was only a short one, | would like to thank you
both for your valuable insights today.
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Fig. 1: Robert Rauschenberg

Course, 1958

Solvent transfer with graphite, gouache, watercolor, paint,
and grease pencil on paper 60.3 x 90.2 cm

Aichi Prefectural Museum of Art, Nagoya

©Robert Rauschenberg Foundation

RRF Registration# 58.D018

Fig. 2: Jacob Lawrence

The Migration of the Negro, Panel no. 49, They also found
discrimination in the North although it was much
different from that which they had known in the South.
(1941 caption), 1940-41

http://www.phillipscollection.org

ESLSIS. BTV VNI B LUT A hEEERO
HRAELHDBEZLERT b,

ORI, 7 A Y AIZH LT IGreat Migration] &LVS
EER BETIVALV-TAVAVDEN=EOT A ) OEE
DOIBMADIKBE D LEET. COERREFHN-LD
ELT. O/ a7-08—L2ADIThe Migration] 1) —XhH
H%. [The Migration] DEEIEEE60ERHY . TOFEKIE
Za—3A—VEREMEICRE SN TS, EEA 21 —T—VIC
BEWEE D2 —IA-VEREME LR,y FZ—FEWET
FEFICO—LUADNBRENTIV ., EENEIET HHBH
FTIEA FAKRY R VEMBETELA-—LUADERIFESNT
Whs, A—LYR[E=2—T—I D3IDDEELEMET
BBHICBERIN TV EITH D, 74 HE®ERD

BROERTHZD5IVT NI ZTBDICEBZDAHN
BEAMERICETONBEVSHIKIE £55A4TFvY -
4 TR —1 EQOBITOBGANA 21— L EBRTEAL.
O—LYRIE TRBB Ik >TREALTE>TEL
FIVATAYAVOFELTZa—T—ID/IN—LLT
B otz [KHBEN (F19105D 5 WIS = 10ERICIE
758 —t U FOBANEREHRLETHEMBICESLT
W=DIZxt L. 20FERI21F40/ 58—t > FOE AL LED
MTEAEBFH LTS, BETOY UFOER, EEAC/MEA
FEICHNTORARBE, ZDOKRBICE>TRHIC
FENEFY . FHANTE L CW BT EFHE
Bf§Lfze A—LYRIE COTABE I OEREF=21—T—7-
NI YY) -S54 TS —TORABPLEMRAOEERY %
LEITHBEL. 23BN L& 60DERFT bics LTHR LT,
&%, TThe Migration] ¥ —XDFTRTIZ 4ONEE
R B v T3V ED . A9BSR ShIzDIL,
RDF¥YTavThbd, TRABIE A TEHLREERN
FELTWADERD . THIE HONFHTRERL TLM:
LD EIFKRECEG>TUL )82, LI TIELLBEMEENT-
EFEEDENTELENEISI-DIEEERTHS.
A 4B BARAEOFENE CTHESADIT T
B COERICSBVWTA—LYRIE. BAFALEEN
A—JTEIoN- LR SV OREBERZH#H <. T
A—TIEAAEEAEEZMMICRTS. CNbFE, ZFIEEN
EAETY) =% TA REVRIBOE, BFoIEZFDLS %
TARAVRE BEITESMIETLTREL TV, EEW
A—T B THERARE LTERNNFEET S L. ELT
ZOEJNOHEL LYFIENGZLDTH>-ZEERLTNS.
A—LYAD DY —=XIE, 7 AU HBUFO WPACS 5%
RERDELEYEZ (T 19MNEITHKR SN, WPAIL, FAP
(EstEAEE) EIFEN D EE oD T EHEEL. £ 21
ZLOWMERB[EBROERI-EMNSMLIZCLTEHMONT
W3, BEE VDD BRIT BRCEAORR ELAMICEDLD
LDTHD. PRIC.ZTNIFRADTAYVARICEIT588HE
HHICRFZLES L LIO—LURDKE & L EEMIC
BERLTLS, ER BEFEICERSNT 5 LEhh o1z
3OD. A—L VR [EAFS AREBECKEHFEEZ(TT
Wzo ZDF28h, O—L 2R DEENE. BEES & R LT
RE LI EERECAL - v —2 ZLT0FERDY—Sv)L-
D=V L ENAHSMEBE NG LI-REOBA & 4 1T
LTULV=(B—LYR EE dr—U R LRESICHE LEEEHETVS),
O—L YR (& ARRMEEROER IS VY IV T -
ALY BMODKEITE Hofze COABN. EAERELT
[TEBIDRETH 1= LIFBEICH AL, TLT AU
v —2HF. BMC THEEH > TV, 1A A—L VR E
¥ —UNBMC CRETH 1= LIXBATIEA L, BMCIE.
FTFRIZESTAINIZNEARISEBVRAENT-D ERFD
19334EITRR LTS, TDF=®. /N IN\DRDEE A Y RIE

6C-87 WeiSoideouspisay-ul-1siuy



BMCIZ5|Z#th 1=, BMCIE, 3t 7 7ILI—2X,
WA= TOEIR AR T7A4ZH—5, RAYDD

TA)AITEa LTERNAINIRDEER-HDZTIIZAE 5=,

DFY.BMCIE. Z3 Z3BRERBUCSNRA/UTA4D

EMRENIAZI21ZT4THY . ZMBERBE =D THS.

BMCA'BALXMDEMRI-bZEH L= &(E
ZORBRREE LTHD. TA)DOBEEMRNI %
m e LTEFENETNIE 7A)DOEMIE A,
T3 TADEDELTETH>T-bIF T, B EMRIC
BIFBTAVNDTEEI ZRB LIERTEH o127y
N=Y & BMCHEL Lzt 2L L BRREETEH 1=,
ST UN=JE A=Ay = DR EMIEIZRT
W=ETTHB. Tz N\—IHBBORBEISEVNEDLE
FLEDE, 2O & 5UES EBBRTEHAN>1ZETT,

BELY M7=7BRTH LI r—VDOHEEXZT
W=DIE BRIE HEDIBRIZRZET 5. AEEHEOEMNT
FaRlbEhi=Fb5, F LTRICRZAAVEEOR—4—%
CEENEFNIEESHENE VNS BRI otz v —UIEEHED
EOICEELBRE LI KT AALRAZERICEREL.
EEPROFEZRYY & LTEROEAH, SEEH
PEENBESITTL—I VT LEEEEEDHL L L8RS
LT3 34, O—LUROKEE RIS, BAEEAFRLC
BEEICRELEMNS., Al20EMMARICHEN TN,
ZIICIEHERDH B, HO DRI D LI,

HODERICHBT HDE. AAZERIC. EAZARIC
TL—3I U5 Lo LT2o#cilrEN), FOHR(C, LA
HENTHIDNFEET D LETTHRTHDL HODERIC

BLWT BEOBETIIT . ABZ N ERMESEI=IR8ES 5.

b, 2T LTRIZRZGVDD T, #MA

RESETIERZ D, TN EETNODERITTRT . T,

HENNTRETAYHEVWSERIZESTIA/)T4D
HEZL TV & EBBERTRAEVNES S, TOEED
BT AAEBAFOAEDELSLEIRLTLVAL,
FTAYHEWSBROEMNIFET DHSH IO ELO
EMEZECAHRMRIY. ZTL T, Fo LTSN
FHRELELTRESND,

ZTNEDERIE. 7 A H#ETEEIH, (ECHMSHRD
BEREDBEGDLICHITEEDTHDIEFELITTLVS,
A—LYZAMEEHT &S TRBEN IS L > TrREA BILERIC
BRUEZTIVAV-TA)AVEEOBRREE. BRAZTLZE
ERZEARMTHEINDLOL T TIEEL  BROREIC
BLTHERELTWCLERTMSE, LT SV T
WEPBLMAEIRIE LIz & SIS EE L LMD ERE, LVF
BELHEADIELGLKTAUNIZHEELTWVS, A—LVAD
REIL. BENMBETIIDTHAZE FLT.TAUH
EVSERN. HREQEOD-EMRE ToLTHRETAIEN
BN ZIZ, TOEEMERCEERDYN LGN L E
FELTW:=DTHS.

Fig. 3: Ben Shahn

Scene at Smithland, Kentucky, 1935

Gelatin silver print, 16.1 x 24 cm

Purchase. Acc. no.: 204.2002. New York, Museum of Modern Art
(MoMA). © 2021. Digital image, The Museum of Modern Art,
New York/Scala, Florence

Fig. 4: Ben Shahn

Three Men With Iron Pilaster, New York, 1934
Gelatin silver print on paper; 15.24 x 23.5 cm
San Francisco Museum of Modern Art
Purchase photograph: Don Ross

Fig. 5: Robert Frank

Trolley—New Orleans, 1955

Gelatin silver print 21 x 31.6 cm

Gift of Maria and Lee Friedlander

National Gallery of Art, Washington 2001.8.1

1. André Parinaud, “'Misfit' de la peinture new-yorkaise se confesse,”
Arts, n0.821(May 10, 1961), p.18. SRX (&, it LA F [#HE L Bte O/\— k-
TV TN EEHT AN EMOERMETE] =5, 20154, 61ED
BIAICK 5.
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