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Foreword

KHJFOZ | Kazuhiko Oigawa
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[Chairman, ARCUS Project Administration Committee

Governor, Ibaraki Prefecture]
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Launched as a pilot scheme in 1994 with the aim of encouraging
art and culture and promoting attractive community
development, ARCUS Project has evolved with a focus on two
programs.

Having to date welcomed the participation of around 100
mainly foreign artists from a wide range of nations and regions,
producing numerous figures now active on the international
scene, the Residence Program expanded its support for Japanese
artists from 2017 and enhanced its initiatives even further.

The Local Program has offered various generations of locals the
opportunity to experience art through distinctive workshops led
by artists working at home and abroad.

I would like to express my sincere gratitude to our many
supporters in Moriya City, where ARCUS Project is based, as
well as Japan and overseas, to the corporations and organizations
who have so generously sponsored our efforts, and to the
countless others who have offered us their help and cooperation.
As we further expand and enrich our programs, we will partner
with regional development initiatives in Japan and beyond that
involve artist residencies or art as we work toward our aim of
contributing to the development of international culture and
art, and of realizing an appealing and vigorous community.

We hope for your continued support and cooperation in these
endeavors.

VAR EZN | Nobuhisa Matsumaru
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[Vice Chairman, ARCUS Project Administration Committee
Mayor, Moriya City]
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On the occasion of the publication of this documentation of
ARCUS Project’s activities in 2017, I would like to take the
opportunity to express my sincere gratitude to everyone who has
so generously supported the efforts of the programs.

Moriya City has engaged in initiatives supporting young artists
from around the world as well as community development
through contemporary art since 1994. Although recent years
have witnessed a nationwide surge in such regional revitalization
projects harnessing various types of art, ARCUS Project’s over
20 years of contributions to the cultivation of young artists both
from Japan and abroad pioneered the artist residency model

in Japan and have garnered much acclaim from the art world.
In 2017, the residency program attracted a record number of
717 applicants. The interest in and understanding of the artists’
activities shown by local residents and the many others involved
in the program as well as their varied forms of support for the
project have enhanced its international renown, resulting in
this impressive number. In addition, 2017 saw a Japanese artist
sent to Taiwan on the program, expanding the support we offer
domestic artists.

In the future, we will continue our endeavors that aspire to
facilitate engaging community development and contribute to
international art and culture in partnership with art activities
from around the world. We hope for your further support and
cooperation in these efforts.
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[Advisor, ARCUS Project Administration Committee

Director, Mori Art Museum]
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Twenty-five years have passed since ARCUS Project was first
launched. What a long time that is.

The artist residency program is a low-key kind of project. Artists
come from all over the world to stay at the location, but what
they do and create is not something that can be seen widely. At an
carly stage of the project, I proposed organizing exhibitions of the
resident artists every few years but we were not able to realize this.
Around the time of its tenth anniversary, a committee was formed
to reconsider ARCUS Project and questions were raised about

its effectiveness. The result of this evaluation process, though,

was to continue the project, since its existence is regarded as very
meaningful. As such, it has carried on until this day. The people
who have constantly striven for and supported the project are the
team who work each year handling the day-to-day management
as well as the prefectural and municipal employees, and the astute
governors and mayors who have understood our efforts.
Alongside changes in society and the cultural environment, the
definition of art also shifts. For ARCUS Project, too, this is surely
a period of searching for new directions. Fresh developments may
well entail combining the residency with exhibitions to make the
content of the program more visible to the public, or opening

up the program to more artists, extending the period of stay, and
seeking deeper community commitments for the creative output
of participants.

I have great expectations for the next activities of this year's
resident artists while continuing to search for a future vision and
pray for the further evolution of ARCUS Project.
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The ARCUS Project is an art and culture project promoting
“regional development through the arts.”The project, organized
by Ibaraki Prefecture Government and based in Moriya City,
evolves around 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 (ART x FOCUS) for art
activities in Japan.

Project History

In October 1991, Tokyo University of the Arts established

a campus in Toride, Ibaraki Prefecture. As construction of

the new campus got underway, varying measures promoting
“international character” and “the arts” in the prefecture’s
rapidly urbanizing southern region were explored, together with
specialists, in order to pursue the development of new policies.
As a result, in 1994, an Artist-in-Residence (AIR) program was
launched in Moriya City as a preparatory (test) program. At
that time, such artist residency programs were almost unknown
in Japan, although practiced widely in the West. With a five-
year period from 1995 as a nucleus, the “AIR Program” was
experimentally held in cooperation with Moriya City with the
additional aim of giving prefectural residents opportunities to
experience art creation and enjoy exchange with artists.

The experimentally offered AIR Program produced clear results
as a program fostering the growth of emerging artists and
captured the interests of experts in Japan and abroad, as well as
that of regional residents. In 2000, the program was launched in
earnest under the name “ARCUS Project.” As of 2014, twenty
years after the launch of its preparatory project, the ARCUS
Project had received wide acclaim in Japan and abroad, both

as a groundbreaking AIR program and as a local government-
operated cultural project successfully contributing to its region.
Currently, the project, which takes Ibaraki Prefecture
Government and Moriya City as its centers, is being operated as
part of a broad partnership with domestic and overseas cultural
exchange entities, such as the embassies of nations from which
artists have been invited, and private corporations.

F—HARETH | ARCUS Studio
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ARCUS Studio forms the centre of the project and is housed

in the “Moriya Manabi-no-sato,” the lifelong learning centre of
Moriya city. Conceived as a place for cultural and recreational
functions alike, “Manabi-no-sato,” which was converted from an
elementary school, serves as the hub for community activities
for local residents. The center contains a range of facilities

that include a playground, music room, gym, kitchen, craft
workshop, and tatami rooms. ARCUS Studio is used not only

as the resident artists’ studios during their residency programs,
but also for various other purposes, such as exhibitions, lectures,
and workshops. Each studio space (W: 9m x D: 7.5m x H: 3.3m;
67.5 sq.m) provided for a resident artist is a former classroom
with blackboards and shelves still in place.
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Train & Bus

To Moriya Station by Train

1. From TX Akihabara station: Get off at “Moriya Station” by
Tsukuba Express from Akihabara Station (Approximately 32 min.
by rapid train).

2. From JR Ueno station: Get off at “Toride Station” by Joban Line
from JR Ueno Station. (Approximately 40 min.) Change for Kanto
Railway Joso Line at Toride Station and get off at “Moriya Station”
(Approximately 20 min.).

From Moriya Station by Bus

1. Take Kantetsu Bus bound for “Shin Moriya Station” from Bus
Terminal 2 at the West Exit of Moriya Station and get off at “Moriya
Koukou Iriguchi / Moriya High School Entrance”. (Approximately
10 min.) It takes 5 minutes from the bus stop by walk.

2. Take Moco-bus (Route for City Hall / Itatoi) from Bus Terminal
1at the West Exit of Moriya Station and get off at “Moriya Koukou
Mae / Moriya High School”. (Approximately 15 min.) It takes
approximately 2 minutes from the bus stop by walk.

Car

Approximately 10 minutes by car from “Yawara I.C." on Joban

Expressway
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. This publication is based on ARCUS Project’s reports covering activities of fiscal year 2017.

[

. All images included in this publication are the property of the ARCUS Project Administration
Committee. They include photographs and stills from videos taken by artists as well as photographs
taken for documentation purposes by ARCUS Project staff and by photographers Hajime Kato and
Ryuichiro Suzuki.

o

. Organization names, people’s titles/affiliations and artists” biographies are from the time of
participation in ARCUS Project’s programs.

N

. Name order is based on the conventions of each country.

“

. Some parts of the original reports, including tense and notation, have been edited.
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Z#\V&ED | Foreword

F—ARTOAPIIMRITEERESR/KERME KHIIME

Kazuhiko Oigawa [Chairman, ARCUS Project Administration Committee / Governor, Ibaraki Prefecture]
F—HRA7OP IV MRTERERFSR/FATR BABA

Nobuhisa Matsumaru [Vice Chairman, ARCUS Project Administration Committee / Mayor, Moriya City]
F—=ARTAVIIMRITERR TN 71 ¥—/HREMEEER BEifEE

Fumio Nanjo [Advisor, ARCUS Project Administration Committee / Director, Mori Art Museum]

F—HA7TOAT I -iB%E | About ARCUS Project / History
F—=HARESF | ARCUS Studio

F=T1AN A2 LI T AT 5L | Artist-in-Residence Program

#Z | Outline

ZVIvR - P¥FA&YF-K9L—> | Julieta Aguinaco & Sarah Demoen
4TI -=2F5I-+%E | Daniel Nicolae Djamo

H—F1R-2L | Curtis Tamm

F—=F A&7 | OPEN STUDIOS

FAPF21L—45— 2017 iE#fE— | Kenichi Kondo [Guest Curator 2017]

BIE 704 5L | Related Program

IJGAFIV Y LITF = +-70%F L | Exchange Residency Program
#Z | Outline

#4388 | Dan Isomura
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+v-1—27> | Ho Yu-Kuan

iEENRES | Residency Report

570554 | Local Program

FP=HAP—=H177A¥ 7k | ARCUS Archive Project
| % | #HEEE | Column by Tatsuro Ide [Researcher]

&#l | Data

ABME | Application and Selection Procedures
IR{AHBA | Press Coverage

EEF—4% | Program Data

EEHE | Sponsors

#E | Acknowledgement

334 | Column

EAE|EEX | Ryota Tomoshige [Chief Coordinator]
BEAMET | Yumiko Fujimoto [Coordinator]
$MUEX | Aruma Toyama [Coordinator]
AHEHE | Mizuho Ishii [Coordinator]



Column

FIETE A ’ Ryota Tomoshige (Chief Coordinator)
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Arriving at the studio in the morning, I first put my bag down,
turn on my computer, and prepare to start working, and then
make a cup of coffee. Just as I am doing this, one of the resident
artists comes in and greets me with some Japanese that she has
learned: “Ohayo, genki?” (Morning, how are you?). In this case,
how should I respond? Yes, in Japanese. But equally I could reply
in English. Or how can I say “Good morning” in Spanish, which
is her native language?

All kinds of people visit the studio. There is great variety in
terms of nationality, race, age, and occupation as well as culture
and customs, and many people don't have a common language.
When asked by studio visitors to explain or translate something
about the artist's work, I stumble over my words. The artists
are groping around as they try to create a whole new language
within their daily practices. Faced with what is on the verge of
becoming words and what is not yet words, I am required to
develop my responding skills.

What grinds around my brain and comes out of my
mouth is just a barely understandable groan, but in the face of
something that is not yet decided it is a new kind of word that is
possible for me to acquire. This exchange would indeed make a
fine response for people with no shared language.

In the end, I decide to try saying “Good morning” in a new
language that is a mixture of Japanese, English, and Spanish. But
how will the artist reply?

ARTIST IN RESIDENCE PROGRAM
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The Artist-in-Residence Program invites the participation
of emerging artists from around the world, each year,
through an open call. The artists selected are provided
with production costs and travel fares, as well as a studio
and living accommodations and time and an environment
for absorbing themselves in production. During their
residency, the studio is opened to the general public
(OPEN STUDIOS, etc.) and the studio itself becomes a
center for exchange between artists and regional residents.
By means of this exchange, artists and residents come to
understand one another’s culture and thinking, and while
sharing their understandings, they give support to cultural
activities in the region as a whole.

Many of the artists undertaking the ARCUS Project

AIR program since 1994 have gone on to participate

in international exhibitions (biennials, triennials,
international art festivals) and received awards and global
recognition in high-level art fields. As a base for sending
artists onto the international stage, the ARCUS Project
communicates its activities to the world.

OPEN STUDIOS

OPEN STUDIOS are held during the residency as
opportunities to show to residents the process and results
of the artist's work (activity). The studio where production
is underway is opened to visitors, and the artist personally
explains his or her project, thereby creating chances for
close dialogue with residents.

EXCHANGE RESIDENCY PROGRAM

In addition to the open-call AIR program, the ARCUS
Project launched the Exchange Residency Program this
year. Working together with overseas AIR programs

and initiatives, the Exchange Residency Program sends
abroad and invites to Japan artists and curators to support
Japanese artists’ practices and encourage a more enriching
exchange in the arts and culture between artists and
curators of both in and outside Japan.

ARTIST IN RESIDENCE

The Artist-in-Residence Program invites artists to

reside and work for a certain period in a certain place
and, during their residence, provides them with an
environment for absorbing themselves in production.
Since 2012, ARCUS Project has been inviting curators for
our residence program as guest curators.
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Julieta Aguinaco & Sarah Demoen
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2017 Rabbit Island Residency, Rabbit Island, 3 > >, K

2016 “Those Quiet Men Who Always Stand On Piers---",
Altiplano Art Space, X ¥ ¥ 2> 74, X¥¥2

2015 “The Limits of My World”, ABC Art Berlin Contemporary,
VY A

“The Limits of My Language”, Dutch Art Institute (DAI)
Showroom Arnhem, 7—4 A, 5%

“From One Thing to Something Else”, Collaboration with
Ben Burtenshaw, DAI & Casa do Povo, #>7$wa, 7591

Aguinaco born in 1983 in Mexico City, Mexico and Demoen born in
1984 in Turnhout, Belgium both completed an MA in Art Praxis in
2015 at the Dutch Art Institute in the Netherlands. Since, alongside
their work as solo artists, the duo have been producing collaborative
works while being separately based in Mexico, the Netherlands and
Belgium. The pair’s interests lie in the act of speech within the sphere
of language and social spaces, as well as human cognition among
others themes. They create video, performance and installation based

on research which incorporate methods of fieldwork.

[Selected Exhibitions and Activities]

2017 Rabbit Island Residency, Rabbit Island, Michigan, USA

2016 “Those Quiet Men Who Always Stand On Piers-",
Altiplano Art Space, Mexico City, Mexico

2015 “The Limits of My World”, ABC Art Berlin Contemporary,
Berlin, Germany

“The Limits of My Language”, Dutch Art Institute (DAI)
Showroom Arnhem, The Netherlands

“From One Thing to Something Else”, Collaboration with
Ben Burtenshaw, DAI & Casa do Povo, Sao Paulo, Brazil

158 - RIREG AR 74 = VR R o7 D 120 O Hef
Preparation for the field trip from Moriya to

Cape Inubo alongside the Tone River

2 FIIRHIRR ~ DA > & a—

Interview with the Tone Town citizen

3 FIARIE AR ~ o T

Board the Tone River patrol boat

4 FRCHE UGS Lo -4

Meeting with the cartographer living in Moriya
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Facing the Earth. Facing Information. Facing our lives.

Comment from Artist
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How can we represent a place, specifically the Tone River,
without colonising it? is the central question to our
research into the Tone River as an element of the larger
Moriya area. ‘Why the Tone River?” one person may ask.
‘Don’t you have your own rivers back home that are as
boring or spectacular as the Tone River?” This question

is fair. The impetus of this project is not necessarily our
interest in the river. In a way, we employed the Tone River
as a lever to discuss the issues of a visitor going to a place
where he/she is not from, and consequently trying to
represent that place.

The lecture-performance uses material gathered
about the Tone River from a scientific, a social and a
personal perspective, questioning whether representation
without colonization is possible when it becomes part
of a larger process of collecting. This process is endless,
hence, we want the amount of voices and interpretations
to continue to grow during the Open Studios. After the
performance, there will be an opportunity for the visitors
to share their comments, critique, knowledge and ideas
about the Tone River. These remarks will be incorporated
into the performance for the next day.

HERESE o WHHEMEE ) R bOETELMEE S, | Facing the Earth. Facing Information. Facing our lives.



Julieta Aguinaco & Sarah Demoen | 7V Iy & -7+ &Y F-Rul—>

Comment from Guest Curator
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Julieta Aguinaco and Sarah Demoen have been
producing work collaboratively as a duo alongside their
practice as solo artists. Their interests lie in the act of
speech within the sphere of language and social spaces
as well as human cognition, among other themes.

In 2016, Aguinaco and Demoen retraced and re-
enacted the journey taken in 1940 by an American
writer and a US scientist collecting marine life samples
around the Gulf of California. Just as that survey on the
Gulf lacked a “genuine” scientific approach, so too was
Aguinaco and Demoen’s research inherently artistic and
reliant on the subjective and coincidental. Moreover,
the project superimposed the status of the artists as
uninvited visitors with real-estate developers as foreign

15

HEERE IS A
THHEFEE.

At DHEHE LS B,
Facing the Earth.
Facing Information.
Facing our lives.
LIFv—I8TF =2 VR
Lecture performance

colonizers driving the development of the area today for
tourism. This raised questions about the exploitation of
land and landscape, juxtaposing the pseudo-scientific,
the economically profitable, and the artistic.

During their residency at ARCUS Poject, the
artists conducted fieldwork along the banks of the
Tone River from Moriya to Cape Inubo. Although one
of the focuses of their research was historical shifts in
waterway regions as well as the improvements done
to the Tone River using imported Dutch technology
during the Edo (1603-1868) and Meiji (1868-1912)
periods, they also made various random discoveries,
much like their previous research project did, such
as about the supernatural creature Neneko (a type of

kappa), acheilognathus melanogaster (a freshwater fish
indigenous to Japan), and the historical materials of
the surveyor and cartographer Tadataka Inoh. At Open
Studios, they are presenting a lecture performance that
interweaves these elements.

Through the process of their fieldwork, the two
artists collect excessive amounts of information. From
these chance encounters, they acquire new knowledge
and ideas, and little by little undergo changes. This
is somewhat similar to hybridization or to mixing
multiple languages. We might also compare it to the
rivers — how two or more rivers flow into one another
and their waters intermingle to form a new river whose
shape changes over time.



Daniel Nicolae Djamo
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[Fre o HEDIE]
2017 “Sixteen Routes to the Perfect Sunshine”, Galerija K18,
Sk VI $=E =g

2016 “Magic+- You Want?", AAI - Afro-Asiatisches Institut Graz,
75— =27

2016 “Bjergtrolde”, ARPIA - art with landscape,
ANVE =L N F -

2015 “Before the End”, KKW (KunstKraftWerk Leipzig),
FAT VA FAY
2015 “Unicorn Tales”, Victoria Art Gallery, 7hL 2k Vv—2=7

Djamo was born in 1987 in Bucharest, Romania. He received a Ph.D. in
Art History and Theory in 2016 from the National University of Arts
Bucharest. His work extends across video, installation and sculpture. As
represented by his documentary-style video work that puts forth certain
portrayals of Romania through interviews with people whom he met
coincidently, Djamo’s work humorously challenges the representation
of his own country within Europe be it about its economic conditions
or its association with immigrants. His recent work includes one which
revolves around his family history. Djamo has also been presenting work
in the field of independent film and has been awarded at numerous

competitions.

[Selected Exhibitions and Activities]

2017 “Sixteen Routes to the Perfect Sunshine”, Galerija K18,
Maribor, Slovenia

2016 “Magic'*+ You Want?", AAI - Afro-Asiatisches Institut Graz,
Graz, Austria

2016 “Bjergtrolde”, ARPIA - art with landscape, Herzele, Belgium
2015 “Before the End’, KKW (KunstKraftWerk Leipzig), Leipzig, Germany

2015 “Unicorn Tales”, Victoria Art Gallery, Bucharest, Romania

1,3,4 (16O E) D OOV = ¥ayT
Workshop for 16 sounds of paper

2 F2bFal —2—LEE— LDI-F4
Meeting with the guest curator Kenichi Kondo
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16 DMDE /FR77—AN WEleh YN/ A #EDS 17
16 sounds of paper / Moriya first, Tokyo second / Meteorite Collection

Comment from Artist
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16D DY /4 YRRV —Yay - Ca— | 16 sounds of paper / Installation view

During the residency at ARCUS Project I have developed
several works and thought about crafting others, which shall
be finalized after the residency period has ended. I mainly
focused my energy on completing 16 sounds of paper, a
participative art project and an installation that focuses on
the routes followed by 16 people who will live in Japan after
the ignition of a conflict in the proximity of Ibaraki, in a
fictional age - the year 2028.

It is a fiction that intends to anticipate the results of
the struggles and tensions that we are confronted with right
now within our societies, while also understanding and
reflecting on our past conflicts.

I have collaborated with a group of young people, who have
individually developed stories that present this fictional age.

During the development of this piece I worked on a
film, Moriya first, Tokyo second, a documentary that presents
to worldwide audiences the amazing city of Moriya,
unknown to tourists and Japanese citizens alike, underlining
the fact that it is really the most important city of Japan.

Lastly, Meteorite Collection is a work that gathers
meteorites that were given to me in a fictional period that
I spent in Japan. Each rock has stories that one might be
tempted to consider fantastic and partially untrue.

TR eRYET
Selling hopes

F=T V2RI FTD
INTH =PV R
Performance during
Open Studios




Daniel Nicolae Djamo | #=TJV-Za5L-J+E

Comment from Guest Curator
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Daniel Nicolae Djamo’s work is very diverse, examining
the changes that took place in his home country of
Romania after joining the EU as well as its association with
immigrants, and stories revolving around his family history.

During his residency, Djamo conducted a workshop
with participants aged between 16 and 30 imagining
what will happen in the year 2028. The artist asked the
participants to devise a range of stories based on the
hypothetical scenario that a chain of conflicts arises, forcing
people living in Japan to migrate overseas. Of these stories
written on paper, 16 were selected and are exhibited during
Open Studios. The artist has conducted similar workshops
all over the world and is building an archive of the stories
created by participants. In addition, Djamo presents a
documentary-style video made in the manner of a publicity
film in which the artist plays a reporter telling the world
about the hidden charms of Moriya, and also exhibits
stones purporting to be meteorites the artist received from
various people around Japan.

These very different projects nonetheless share a
highly unusual nature of narrative that seems like the kind
of thing one might find online. Djamo is interested in how
the power of the human imagination is able to construct
even more unique stories. Simultaneously, the style of his
artistic activities also reflects the perspective on the world
of this artist who is interested in social issues such as
immigration.

[Spags Yoy

Meteorite Collection

SR 7 72N R A YR/ T F, 237287 | Moriya first, Tokyo second, Video, 23 28”
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Curtis Tamm
H=F1R 2L
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2017 Recipient of LACMA's Art + Techonology Lab Award

2016 “The Viscous Shape”, with Skaftfell Center for Visual
Art & GPL Walker Geology Center, IR 74 25 YK, PAZZ VK,
Collaboration with Hermione Spriggs

“Balancing the Stone”, Titanik Gallery, ho v 2, 74> 5 >k

“Flatlander”, Bemis Center for Contemporary Art,
A2\ AT T 2HM K E

2015 “Tympanic Tether”, The Santozeum, # > h) ==& ¥V ¥+

Born 1987 in California, USA, Tamm received his MFA in 2014 from
the University of California Los Angeles, Design Media Arts. He works
primarily in sound, film and video. His work also takes the form of live
performance and lecture performance. In his unique cross disciplinary
practice, Tamm engages the subtlety of natural phenomena, geophysics
and geology, and creates visual/sound works based upon intimate

engagements with the non-human world.

[Selected Exhibitions and Activities]

2017 Recipient of LACMA's Art + Techonology Lab Award

2016 “The Viscous Shape”, with Skaftfell Center for Visual Art & GPL
Walker Geology Center, East Iceland, Iceland, Collaboration with
Hermione Spriggs

“Balancing the Stone”, Titanik Gallery, Turku, Finland

“Flatlander”, Bemis Center for Contemporary Art, Omaha,
Nebraska, USA

2015 “Tympanic Tether”, The Santozeum, Santorini, Greece
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12=F2RIN =T LDV —I¥avT

Workshop with the chorus group

2} F w8k

Recording sound of bonsho

(a bell of Buddhism temple)

3 MRS 5% R | Visit to the bonsho factory
4 WHCRFHGEBIET CDA > R a—

Interview at Earthquake Research Institute,

The University of Tokyo

Ml L > 2 —
Center for Cellular Alignment

Comment from Artist
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As a synthesization of my engagement with
earthquakes in Japan, I developed Center for
Cellular Alignment; built from the fundamental
perspective that accidents are the shape
beyond systems, CFCA offered those interested
in re-visioning their relationship to seismic
phenomena, with intimate and disorienting
‘experiential lectures.’

The project in its rhizomatic parts
approaches sound as an inherently fractal
phenomena, whereby one can physically access
large-scale seismic events through even the
smallest of noises and sound waves.

As a way to speculate upon how cities
siren infrastructure may be utilized for
purposes of deep-listening as well as signal
warning, I developed a library of siren
candidates specific to sounds in Japan; ranging
from ultrasonics of cicadas and other-worldly
pachinko melodies, to the seductive chanting of
itakos (Japanese Shamans) in rural Aomori, to
the screaming and stomping of the local kendo
club in Moriya, Ibaraki. After a three months
of making and gathering, a few candidates
began to really stand out. I worked with a
dozen Buddhist temples throughout Kyoto,
Tokyo and Ibaraki prefecture to record and
play with the frequencies of bonsho (multi-
ton, ancient temple bells). By spatializing the
listener’s body within the ‘womb’ of these
bonsho recordings (utilizing a multi-channel
speaker array to simulate their precise center),
along with the accidental interference from
other candidates in the sound-library, Center for
Cellular Alignment functioned as a social space
where listening deeply may be used as a tool
for understanding seismicity.

H#4L Y | Siren
SODRIBFAL Y (19205) % 4 NI, bOPFT O
HORE—=H—nGIRE) RGO THOALI

Five different compositions of siren (approx. 20)
were played from the speakers of Moriya Manabi-
no-sato to its playground at dusk everyday through
Open Studios.



Curtis Tamm | h—71R- 2L

Comment from Guest Curator
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Miladatt> 2= | Center for Cellular Alignment
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V4 —F% K | Research materials
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In his unique cross-disciplinary, research-based practice,
Curtis Tamm engages with natural phenomena, geophysics,
geology and animals, creating visual and sound works.

Tamm conducted the research project Tympanic Tether
on the Greek island of Santorini, exploring his interest
in volcanic activities, human or animal precognition of
natural disasters, and the use of sirens as warnings. Working
with firefighters, police officers, bird breeders, ambulance
drivers, and others, Tamm built up a collection of various
field recordings into a sound library. He then made an
improvised performance where he played these sounds as a
new kind of siren idiosyncratic to the island.

For Tamm, sounds, a tsunami, and an earthquake are
all things that result from waves and, as such, inherently
possess correlation. During his residency, he visited the
Earthquake Research Institute at the University of Tokyo
and the National Research Institute for Earth Science
and Disaster Resilience, and conducted research on the

relationship between sound and Buddhism, Shinto, and folk

beliefs. He also came into contact with traditional Japanese
instruments such as the kofo and continued to increase

his collection of sounds in his audio library, recording the
sounds of bells at temples in Kyoto and Ibaraki Prefecture
as well as the sounds made during the casting of a temple
bell at a foundry in the town of Makabe in Ibaraki. He also

conducted a workshop involving an amateur chorus group
in Moriya.

At Open Studios, visitors are invited to lie down and
listen to the sounds. This “listening session” is an attempt
to use sounds in order to evoke some hereditary ability
within our bodies, similarly to how catfish can supposedly
sense tremors before earthquakes happen, and that has
perhaps lain dormant since ancient times. In Tamm'’s way
of thinking, we can find the connectivist idea of trying to
locate links between things that initially seem unrelated.

(e > 2—) T3 e F—h
Divination board used in Center for Cellular Alignment



F—T7AZF | OPEN STUDIOS
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11H22HI[/k]—26H[H] | November 22 [Wed] —26[Sun] | 13:00-19:00

A8 2 A Y 7— | Studio Guided Tour by Coordinators
11 H22HK].24H[4] | November 22 [Wed], 24 [Fri]
[A] 13:30-14:30 /[B] 15:00-16:00

A=TAA =R BHARDERLTAEH Y 7 —

I0—XFF1AHva | Closed Discussion
[P=HR7APIIMDINDSBIEINEED |

Wither ARCUS Project?

1174230 [A&-#] | November 23 [Thu] | 13:30-15:30

T—=TAAMN— X EBRE—
Artist Talks X Kenichi Kondo
11H23H&-#] | November 23 [Thu] | 16:30-18:00

AaTFb— Xm@iEE4E | Studio Talk X Fumio Nanjo
11 A25H[+] | November 25 [Sat] | 16:30-18:00
(72N BgHE (F—h 2T 0P s b7 RO P4 — /5 K AR )
[7£] FEEfd— | [Guest] Fumio Nanjo [ARCUS Project
Administration Committee Adviser / Director, Mori Art Museum] |

[Moderator] Kenichi Kondo

MOFITBEXZRRSR | Soba Party

11325H[+] | November 25 [Sat] | 18:00-19:00
b s - P2 AT AR 3 A e 1

Supported by Moriya Soba-Uchi Club, Furuya Shoyu Sake Ten

T—=T1AMIEBHAIRNY 77—
Studio Guided Tour by Resident Artists
11 H26 HIH] | November 26 [Sun] | 14:00-15:00

F—=TVF1RAH a2 | Open Discussion
[RREMEZBECTEZS3.11EXH 1 2011-2017)

‘March 11 and Ibaraki, Examined with Art: 2011-2017’
11 H26H[H] | November 26 [Sun] | 16:00-18:00

Fy XY 7— | Guided Tour for Kids
11H25H[+] | November 25 [Sat] | 14:00-15:00
B LRI S O2R Y A EE Y 7—

EME[TLANY - T—hA]
Film Screening “Playback ARCUS” [p.27 28]
11 H22HI[4&]—26HI[H] | November 22 [Wed] - 26 [Sun]

I0—29J15—71 | Closing Party
11H26HI[H] | November 26 [Sun] | 18:00-19:00

F=T Y TaRHyvay [BUREMN 28 U TEAS3.11 £k 1 2011-2017] 2
Open Discussion ‘March 11 and Ibaraki, Examined with Art: 2011-2017

11H26H[H] | November 26 [Sun] | 16:00-18:00
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In the Great East Japan Earthquake of March 11,2011, eight
cities in Ibaraki Prefecture including Hitachi were struck by an
upper 6 earthquake (on the Japanese seismic intensity scale),
followed by continuous aftershocks. The earthquake left 24 dead,
an additional 41 dead from disaster-related causes, 1 missing
and 712 wounded. The earthquake-induced tsunami devastated
Ibaraki's entire Pacific coast, and liquefaction affected various
parts of the prefecture. Now six years on, this event looks back
on the disaster and on Ibaraki-based contemporary art activities
since the immediate aftermath to the present day. By exchanging
information and opinions on what artists and curators have
been thinking and doing in the years since, this event aims to
examine issues that have yet to be resolved.

[Text: Kenichi Kondo]
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[Speakers]

Yuu Takehisa

(Curator, Contemporary Art Center, Art Tower Mito)
Tohru Nakazaki (Artist)

Gojing-Maru Hayashi (Artist)
[Moderator]

Kenichi Kondo
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Closed Discussion: Whither ARCUS Project?

11 H23 HIA-#] | November 23 [Thu] | 13:30-15:30
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Over the more than two decades since it launched in 1994, ARCUS
Project has achieved a wide range of things. On the other hand,

that time has also seen many changes, including a switch from a
directorship to a guest curator system, a reduction in the number of
resident artists (and the support opportunities for Japanese artists), the
start of an initiative sending Japanese artists overseas, and alterations to
the open-call system attendant on the increase in overseas applicants in
spite of budget cuts. What do these changes mean for ARCUS and how
should the project develop in the future?

Bringing together people who have been involved in the past with
ARCUS Project in a variety of roles such as directors, guest curators, or
resident artists, the participants looked back over the project’s previous
activities, exchanged views, and heard from the audience in order to
consider the ideal model for ARCUS Project and the challenges that
may arise in the future. A closed event open exclusively to invited
audience members, it proved a frank and beneficial discussion.

[Panelists]

Aki Hoashi (Director 2003-2007 )

Meiro Koizumi (Resident Artist 2003 )
Gosuke Sugiyama (Chief Coordinator 2012)
Shihoko Iida (Guest Curator 2015)
Mitsuhiro Yoshimoto

(Director of the Center for Arts and Culture at the NLI Reseach Institute)
Mizuho Ishii (Coordinator)

[Moderator]

Kenichi Kondo (Guest Curator 2017)

Ryota Tomoshige (Chief Coordinator)

[Invited Audience]

Previous guest curators, AIR professionals, and artists:
Shinichi Aida (1992-2016 Former Mayor, Moriya City)
Tomoko Inagaki (Resident Artist 2004)

Tamaki Ono (AIR Onomichi)

Sachiko Kanno (Arts Planner)

Yasuyo Kudo (Art & Society Research Center)

Yuki Kondo (Tokyo Arts and Space)

Taro Sakata (Site in Residence)

Eise Shiraki (Mori Art Museum)

Mihoko Nishikawa

(Museum of Contemporary Art Tokyo / Guest Curator 2014)
Yasue Habara (Toride Art Project)

Naoko Horiuchi (Arts Initiative Tokyo [AIT]/ Guest Curator 2013 )
Nobuhisa Matsumaru (Mayor, Moriya City)

Tatsuo Miyajima (Artist)

Yuki Miyata (Towada Art Center)

Junko Moriyama (Contemporary Art Center, Art Tower Mito)
and so on.

[Observer]

Ibaraki Prefectural Government staff

Moriya City hall official, previous staff
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Screening: Playback ARCUS
11H22H74]1—26HIH] | November 22 [Wed] —26[Sun]
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This screening event features video works produced by artists
who participated in ARCUS Project's artist-in-residence during
their stay. We hope you enjoy our diverse selection showcasing
works by international artists, ranging from rarely-seen video
to masterpieces acquired by museum collections.

We would like to express our sincere thanks to the local people,
ARCUS supporters, schools, and other organizations who
offered their assistance in the realization of these works.

[_EWefESL | List of Works]

Be True to Your School | A3 OFKIZRETHN
(12746”)

VYIVT Y [2010FERE | vy aR-]

Song Ming Ang [Resident Artist 2010 | Singapore]

MORIYAX | ®)¥vo2

(6739")

TV T 75 IR [2003 RIS | 2~4]
Alicia Framis [Resident Artist 2003 | Spain]

Kids Day JAP | %9254

(7°48")

/ISR ER (2003 S I | FIA)

Meiro Koizumi [Resident Artist 2003 | Japan]

In a move, to the better side | %8y, LR -H~
(5712")

ISA4 =)V 7 L—F [20125E RIS | /3 24>]
Basir Mahmood [Resident Artist 2012 | Pakistan]

Three Films Combination | 3 >OWBOMHE b
(3'51")

2T 77— Ev I 7+ —K=2I R [2015EE R | 2]
Stephanie Bickford-Smith [Resident Artist 2015 | UK]

ARCUS | 7=%2

1r's”)

UHAAF 27 - F LU Fa ROIEERT | #-52F]
Wojciech Gilewicz [Resident Artist 2011 | Poland]

PERHTERSE - fRak « WO —
Works selected and annotated by Kenichi Kondo
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Kenichi Kondo

[Curator, Mori Art Museum]

Born in 1969. Completed a Master’s (art
history) at Goldsmiths College, University of
London.Kondo started to work at Mori Art
Museum in 2003. He curated “MAM Project
009: Koizumi Meiro” (2009 ), “Roppongi
Crossing 2010” (2010), “Arab Express”
(2012), “"MAM Project 018: Yamashiro
Chikako” (2012), “Andy Warhol” (2014)
,video screening programs by Bill Viola
(2015) and Gordon Matta-Clark (2015) and
“MAM Research 004: Video Hiroba” (2016).
Kondo also curated a video art show with
young Japanese artists for Sala 1, a non-profit
gallery in Rome (2010) and was Research
Fellow at Hamburger Bahnhof - Museum

for Contemporary Art - Berlin, National
Museums of Berlin (2014 -15).

photo : ##JE i — 1 | Shinichiro Mikuriya
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Applications for the 2017 Residence Program reached a record-breaking total of
717, further bolstering the esteem with which ARCUS is held. The selection was
difficult but the majority of applications passed through an advanced screening
process based on several criteria: firstly, to prioritize younger artists over mid-
career artists who have already produced a certain amount of outstanding work,
and to emphasize those with potential for development; secondly, since many
effectively duplicate applications to artist residencies anywhere around the
world, to select people whose applications demonstrate proper consideration

for what they wish to do in Japan, and which seems realistic as an undertaking;
and thirdly, to avoid selecting applicants from the same nations or regions. I
ultimately chose three sets of artists who engage in research-based practice, a type
of practice that I am interested in: Julieta Aguinaco and Sarah Demoen; Daniel
Nicolae Djamo; and Curtis Tamm. Though my official title was “guest curator,”
my actual role was one more akin to offering advice to the artists on the places to
visit for their research or the materials that they should read.

The object of the Open Studios program is to bring together tentative
outcomes of research and not necessarily show “artworks,” but the projects
presented by the artists were all highly accomplished and conveyed a strong
sense of their abilities. These projects included a lecture performance by
Aguinaco and Demoen that mixed fact and fiction, interweaving the various
elements like kappa (a type of supernatural creature), the fish Acheilognathus
melanogaster, and Ino Tadataka that they discovered during the course of
their fieldwork along the banks of the Tone River from Moriya to Cape Inubo,
and Djamo's film, Moriya first, Tokyo second, where the artist pretends to be
a reporter intent on telling the world about the hidden appeals of Moriya. I
also curated “Playback ARCUS,” a screening of video works by the previous
participants in the residency program made during their stays at ARCUS. I
certainly found it easy to put together a lineup of artists now active around the
world from the list of past participants. An artist residency is not something
where the results are immediately visible, but as time passes and one looks
back (like I did for the process of curating “Playback ARCUS"), the actual scale
of this program’s achievements can be seen.

Incidentally, an artist residency that invites artists from overseas also has an
inherently contradictory mission to facilitate the assimilation by participants of
local elements that can serve as the seeds for their global practices. As something
funded by public money, though, it also needs to return this investment back
into the local region, and organizing exchange programs between the artists and
schools or groups of residents is surely one means of achieving this. However,
some object to this type of activity as mandatory because certain artists are not
proficient or interested in it.

I subsequently invited Tamm to take part in the “MAM Project” series of
small project-based exhibitions that we organize at Mori Art Museum, presenting
two new works at an exhibition that opened in February 2019. One is a sound
installation that partly employs recordings collected during his residency
research on temple bells and through interactions with Moriya residents, taking
these local elements and transforming them into abstract sounds, and thus
successfully converting the local into something global. Without ARCUS Project,
this exhibition could not have happened, suggesting that the contradictory
mission of the artist residency is indeed sometimes achievable. I look forward to
following the activities of ARCUS Project in the future.
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Siren, Stereotype, Fieldwork

ARCUS Project 2017 IBARAKI Artist-in-Residence Program Resident Artist Presentations

HIEF 210 H28 H[+116:00 -18:00

£ SHIBAURA HOUSE SF3—Fv—2
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Date: October 28 [Sat] 16:00-18:00

Venue: SHIBAURA HOUSE 5F BIRD ROOM
Moderator: Kenichi Kondo
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In order to share widely the activities of the resident artists
normally based in Moriya City for the duration of their stays,
the program participants gave presentations about their work
at SHIBAURA HOUSE in Tokyo. With a focus on sirens,
stereotypes, and fieldwork—the respective key notions in each
artist’s research—they gave commentary about their previous
work as well as discussed the future prospects for the research
they were doing in Moriya. For audiences not usually able to
travel to Moriya, the event was an opportunity to come into
contact with the artists” activities prior to the Open Studios at
ARCUS Project.

=1 hb—2033
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Urgent Talk 033: Current State of Research-Based Practice —Discussion with ARCUS Project Resident Artists

Mori Art Museum Learning Program
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Date: December 4 [Mon] 19:00-21:00
Venue: Mori Art Museum

Moderator: Kenichi Kondo

Organized by: Mori Art Museum,

ARCUS Project Administration Committee
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After Open Studios, the resident artists appeared at this event
in Mori Art Museum's “Urgent Talk” series to bring their

time in Japan to a close. Daniel Nicolae Djamo discussed his
encounters with young people in Japan at workshops as well as
his future prospects, while Julieta Aguinaco and Sarah Demoen
talked about the problems involved with visitors gathering

up the history of a certain place and then systematizing that
knowledge. Curtis Tamm presented a lecture performance with
video footage and sounds he collected in Japan. Boosted by the
recently increased attention artists with research-based practices
have received, the event attracted a strong audience turnout.

Urgent Talk 033: Current State of Research-Based Practice — Discussion with ARCUS Project Resident Artists

Mori Art Museum Learning Program (Organized by Mori Art Museum)

GIRL IEFE B | PR AR5 | Photo: Mikuriya Shinichiro | Photo courtesy: Mori Art Museum, Tokyo
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“Resources” denote what is usable for human activities, while
“nature” denotes a state of being in and of itself without human
interference.

The Tone River that was the focus of Julieta Aguinaco and
Sarah Demoen'’s work in the residency shuttles between these
two. Beginning with the large-scale construction work that
took place during the Edo period, the river has seen its course
significantly changed during its long use as a “resource.” But
while this might led one to think its “nature” was lost, this is
not completely the case and it rather surpasses the human act of
flood control measures and even displays fury at such artificiality.

The two artists are concerned with the question of whether
or not it is possible for someone to visit a place where he or she
is not from, and represent it in a way that avoids an inherent
process of colonization. In this case, “colonization” could perhaps
be substituted with “changing a place from its natural state.” As
artists, they visit a particular location for the purposes of research.
Aware of the danger that the act of obtaining information about
that place and then publicly representing this in some kind of
form violates the “natural state” of that place, they create work
that explores this theme.

This approach prompts us to think about art projects in
general. When changes through art are seen in people and
communities, are we not forgetting that art continually confronts
the “natural” state of those locals and communities, and easily
changes it into “resources”?

Though it tends to be overlooked by the excitement and
expectation we have for art, we must not forget that equally with
the act of choosing change, the right to reject change—that is, to
choose a “natural state”—is something that we all have.

EXCHANGE RESIDENCY PROGRAM 2017
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Partner Institution
Kuandu Museum of Fine Arts,
Taipei National University of the Arts [KAMoFA] (Taiwan)

Artists
Dan Isomura (Japan)
mamoru (Japan)

Residence Period
December 1, 2017 — January 29, 2018 (60 days) at KIMoFA

Curator
Ho Yu-Kuan (Taiwan)

Residence Period
January 16 —February 14,2018 (30 days) at ARCUS Project

Referrer
Che Kyongfa
[Curator, Museum of Contemporary Art Tokyo]

Selection

e Japanese Artists to KdIMoFA
Among the Japanese candidates selected by the ARCUS
Project Administration Committee and Che Kyongfa,
the referrer, the KdIMoFA has selected two artists for this
program.

¢ Taiwanese Curator to ARCUS Project
The ARCUS Project Administration Committee has
selected a curator from nominees recommended by the
KdMoFA.







Dan Isomura
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Born in Tokyo, 1992. Lives and works in Tokyo. Dan Isomura obtained
his Bachelors of Fine Arts in Oil Painting from Tokyo University

of the Arts in 2016 and also received honours from Genron Chaos
Lounge New Art School in 2017. His major activities include solo
exhibitions during residency programs in London and Tokyo: “Two
glasses of water/2000000000000000000000000 water molecules”

(The Vitrine, Central Saint Martins, London, 2017); and “A glass of
water/1000000000000000000000000 water molecules” (Youkobo Art
Space, Tokyo, 2017). He also participated in the pre-event program

of KENPOKU ART 2016, “Gei-Dai-Go” (Ibaraki, 2015 ). Having
organized parties at his home since 2016, he reconstructed and
reinterpreted a party with Nepali immigrants, Home Party #1 into

an installation at a gallery space as Home Party #2 (Chaos* Lounge
Gotanda Atelier, Tokyo, 2017 ). Through creating installations and
paintings with reference to religious art, physics, aesthetics on social
media, and vernacular cultures of the immigrants with whom he
encountered in Japan and travel destinations, [somura aims to
showcase the current social and political landscape at the transition of

globalization.

36

FAL B 37 B AL B K2 RRVE L8R C o mE . A
DLGBTQIzFb 2z, 2LTHEZT 7y 7 T —h3 i
FAEBRBUE T2V —F 2T P HIELCIE B %
fTuiLic

BELLOBETHIHAIL HHTHELELA V.
@b, 7Y P T TR 2 &R Tk
LBBEE, RIZL I V2724 2N T4 DOMERNCEE § 2355
fiihs—mciEd iV EECIRERF o T H DA LI
L, 228 A O IR EEL TUGRA R LELIC,
WERIE 7 Y7 OE N EMETCHOTLGBIQ 7 —~
WL RE AP REILI 2L —2— LGBTQO hi# % 7
BB O3 bO ARSI TR 73322
T4 BALRKRD T A5 T ARV D EHH L Mkt A
PRI hAEA RN LD —F DU 512 &5
[N SURY: S s

I 77 T bR AR KRB R A K07 9T
ForR TN BILTII BEBICIRG 3 fFAD 3 3 1t
DFeATETHEP RSO T RMI 22N L3 T

HBOLRCY TR RO SO KM P FE AR ED UL
LETBE T HAEZE ATV T LY LIEH O AW Thh, Bl
06 B 1 B 1 B FE SRS 350 Tl IS ) 1
$ot TEHLHHT S 3H A MO IR~ LILO AT,
L SRS OB AN A U B AR T

(BNIZLDBOWEE (Drvs €29 LRI FrADRK)) DIz D DBE

Study for Joss Paper for the Lovers (Jacques Picoux and Tseng Ching-chao’s Home)

53 Huang Yung-En | F23t - B35 ALEER RS BRIESE A
Photo by Huang Yung-En | Photo courtesy: Kuandu Museum of Fine Arts, TNUA
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During my stay at the Kuandu Museum of Fine Arts at
Taipei National University of the Arts, I aimed to conduct
research on LGBTQ history in Taiwan as well as religious
forms of expression that have continued to change and
update until the present.

Though Taiwan and my own country of Japan
have many things in common and have influenced each
other in a variety of ways, I was interested in the large
disparity that exists between them whereby Taiwan
should soon become the first nation in Asia to legalize
same-sex marriage, while Japan has still to make any
legislative advances in the rights of sexual minorities,
and starting from this I attempted to search for points of
divergence. The greatest yield during my residency was
gaining opportunities to visit various people and places
such as a curator who planned the first LGBTQ-themed
exhibition at an Asian national art museum, a mausoleum
venerating a god who serves as a guardian for LGBTQ
people, members of the gay community who participated
in the Sunflower Student Movement, and the organizer of
Taipei's largest gay club event.

In terms of religious expression that has continued to
develop and update (in particular, by the masses), this is
not an interest confined to Taiwan but actually something
that concerns me whenever visiting somewhere, since
I believe that it is often possible to see in such forms
of expression reflections of what a society is really like
in each period of history without the interference of
authority. In zhizha, the paper used as an offering to the
dead at Taoist funerals, however, my interest shifted toward
the relationship between the dead, for whom time has
stopped, and an offering that is constantly updated, and
even after returning to Japan I have continued to produce
work in my practice influenced by the concept of zhizha.



mamoru
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Born in Osaka, 1977 . Live and works in Tokyo and Izu. In 2016,
mamoru obtained Master Artistic Research from The Royal
Academy of Art The Hague/The Royal Conservatory. Recipient

of Artist Overseas Training Program promoted by Agency for
Cultural Affairs. Recent exhibitions and performances includes

“a long listening journey of a Possible thiStory especially of
Japanese&Dutch&something more” (Yuka Tsuruno Gallery
Viewingroom, Tokyo, 2016 ), “Time of Others”(Museum of
Contemporary Art Tokyo, Queensland Art Gallery of Modern
Art,2015-2016), “THE WAY I HEAR/scores for imagination”
(National Museum of Art Osaka, 2015 ), “MEDIA/ ART KITCHEN
SENSORIUM"(Ayala Museum, Manila, 2013).

The latest project attempts to graft a “possible history” with actual
present in order to embody the plurality of histories. It consists of
lecture performances, film, text and sound works. Other series named
“THE WAY I HEAR", mamoru transcribes the soundscape of the
specific locations into texts through listening and extensive research
on the history and/or geography; the presented soundscape can be
of the past, present, future, and imaginary. Also “etude for everyday
life” features subtle sound and ephemeral phenomenon found in
everyday life. mamoru attempts to reveal an alternative world through
listening.
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1t4—5 YA 7R THER | Film shoot at Zeelandia Fort

Photo courtesy: Chaong Wen Ting

2 24+ D9 | Demonstrating suona

G Huang Yung-En | Bl : B35 ALREGR RS BTl A6

Photo by Huang Yung-En | Photo courtesy: Kuandu Museum of Fine Arts, TNUA

24 F DLy Akt | Having a suona lesson

For this Exchange Residency Program, I was able to

see significant results in relation to the artistic research
project I have carried out called a long listening journey
of a Possible thiStory especially of Japanese & Dutch &
something more. At the base of this research is Atlas
Japannensis, published in the Netherlands in the 17th
century and featuring numerous illustrations introducing
Japan, and the unknown past of Indonesia and Taiwan
where the histories of the Netherlands and Japan
intersect. This time I did fieldwork and a shoot at Fort
Zeelandia, located in the present-day district of Anping
in Tainan, Taiwan, and built by the Dutch East India
Company around the 17 th century in the south of what
was then known as Formosa. During my stay, I edited my
footage and put it together with footage I had already
shot in Indonesia and Japan, and then presented this as
an installation at the 10th Yebisu International Festival
for Art & Alternative Visions in Tokyo in February 2018.
(There are also plans to present the installation in Hong
Kong in March 2019, Vienna in April 2019, and Taiwan
in July 2019.) Incorporating my research on the suona,
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a traditional Taiwanese instrument that I encountered
during my stay and developed an interest in, and the
results of this as essential components of the lecture
performance I had already planned, for my installation
at Yebisu International Festival for Art & Alternative
Visions I was also able to invite a suona musician whom I
had met during my residency.



Ho Yu-Kuan
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R B T T3, O GBI, [ Crossing the Straits ] (Run Amok
Gallery,~<>,2L—>7.2017)[ Rhetoric of Shame J (i £, &b, &,
2017) My Hometown Nan-Du: Deconstruct Nations, Reconstruct
Home | (Taipei Economic and Cultural Representative Office in Japan, % 5.
A7.2016), [Rat, Escaping from Dark (2015 Artist Fair Taiwan, &4t &
#.2015), ftil=b,[NML Residency & Nusantara Archive Project |
(A7 ~=vav#-2.2017), [ Kau-Pué: Art Associate ] (#i#.2015), [ In
the Twilight, Starting from the South: Tainan Art Space Now &
Remembered 1980-2012] (3t#.2012) 2 D 7— 7Yz ZMIbBHIL
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Born in Tainan, Taiwan in 1983. Independent curator. Lives and works
in Taipei, Taiwan. In 2013, Ho Yu-Kuan obtained his MA at Graduate
Institute of Art History and Art Criticism, National Tainan University
of the Arts. Ho's curating experience focuses on colonial history in
Asia, localism under globalization, and nation’s cross-bordering and
boundary making. His recent curation includes “Crossing the Straits”
(Run Amok Gallery, Penang, Malaysia, 2017 ), “Rhetoric of Shame”
(Kuandu Museum of Fine Arts, Taipei, Taiwan, 2017 ), "My Hometown
Nan-Du: Deconstruct Nations, Reconstruct Home” (Taipei Economic
and Cultural Representative Office in Japan, Tokyo, Japan, 2016), “Rat,
Escaping from Dark” (2015 Artist Fair Taiwan, Taipei, Taiwan, 2015). He
also participated in art projects such as “NML Residency & Nusantara
Archive Project” (observation team, 2017), “Kau-Pué: Art Associate”
(editor, 2015 ), “In the Twilight, Starting from the South: Tainan Art
Space Now & Remembered 1980-2012" (co-author, 2012).

F—F4AMEJIVA T D2 XY %8l | Visit to Haruko Sasakawa’s studio
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When we're facing the history of colonization, how
could we reveal the scar of our ancestors, and conceive
the scar which used to exist? Although ideology is
inevasible, artists try to recall the emotional family
and local history to rebuild a possible observation of
path and the following production, as to find out the
past and imagine future.

There's a Japanese artist, Haruko Sasakawa,
who organized and participated in an exhibition
“SENSOU-GA STUDIES” at Tokyo Metropolitan
Art Museum. [ saw the way that how she dealt
with the history and emphasized the gap of it,
which interested me a lot. During my residency,
ARCUS Project arranged me to visit her studio as to
understand more about her contexts. While I got to
know Sasakawa better, I understood that not only
did she dealt with the history, but she also went back
to the place where her grandfather served military
service and reconstructed his experience in wartime
from her perspective.

How can we present the subjectivity of art
when Asia experienced multiple colonization? How
could creators deal with these history-narrative
paths? Multiple colonization of modern history of
East Asia connects the fate of each other in the 20th
century. What I was continuously observing and
thinking during my residency was that how creators
would re-demonstrate and look at the history, and
how they could develop artworks when they look at
the history.

IJARFIV D LIOTo—-T097A
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Exchange Residency Program—Residency Report

201842 H10H[+116:00-18:30
A —H— KBS, mamoru, kv - 2—2 7Y

February 10 [Sat] 2018 / 16:00-18:30
Speakers: Dan Isomura, mamoru, Ho Yu-Kuan
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Three participants in the program presented reports about
their activities and shared their future plans. The event was an
opportunity to gain insights through the perspectives of artists
and curators into the cultural landscapes of Japan and Taiwan
as well as the history and social issues that these two countries
share, albeit from different positions.

1 7L+ 5 —vay | Presentation
2 2AF DI | A suona score
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ISIIEEE S ‘ Aruma Toyama (Coordinator)
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1—— FALAYINVER[S4VR oK b ] (Z4+k, 2014)

Traveling to exhibitions by the shortest route indicated by Wi-

Fi and GPS, you might well have had this cynical thought. “Isn’t

the research of artists merely an act of generalizing the particular
knowledge of a place and translating it for the global circuit (the
biennales)?”

Weary of the structures of the art world, you are directly
confronting Tim Ingold’s dualism of nomadism and settlement.
Ingold says that an “inhabitant” is not someone who occupies
a certain place, but rather someone who moves and organizes
the places through which they pass—that is, someone who
makes a place. Though many people today are merely
“transported” blindly by the shortest possible route to a
destination, the “wayfarer” comes into contact with a variety of
things encountered along the way, and inhabits by a process of
transforming him or herself and weaving knowledge. Rather
than retrieving the knowledge they discovered at a place and
incorporating it into existing structures, they can correlate the
path on which they travel to other movements in the world. [2]

In short, making something is not the act of applying a
previously known methodology at a destination. Interviews and
fieldwork are not for confirming predictable answers, while
a journey may after all at times be hampered by bad weather.
Stepping out into a world of relations, artists observe, question,
and roam. They do this in order to inhabit that place for a limited
amount of time. Whenever we seek out, become disoriented,
or halt, we are already attempting to create new places. New
places for generating and resisting alongside our contemporaries.
And whenever we look ahead and move forward, those words
exchanged or diffracted moments experienced together guide us
to new landscapes.

2 —— Tim Ingold, Lines: A Brief History (London: Routledge, 2007)

LOCAL Program
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Held as part of the” Local Program” are exhibitions,
workshops, lectures, and other programs geared to people
of all ages. The Program in this way strives to achieve
attractive regional development through art and to foster
self-motivated human resources. Along with giving
evidence to the meaning and value that art activities

hold for a region, the program fosters the potential of
participants and draws out latent regional strengths.

| 1 | Communication programs

Through exhibitions, events, and workshops held by
domestically and internationally active artists, a wide
range of people enjoy contact with artists” production
methods and thinking. Programs are held that foster
cultural creativity in varying contexts.

| 2 | Challenge support programs

Programs are held that give a boost to the developmental
activities of the up-and-coming generation of human
resources, such as through the holding of exhibitions
and other events selfinitiated by young artists and the
residents themselves.

| 3 | Internship programs

A series of workshops organized by artist Katsuhiko
Hibino. Since starting in 1999, over 70 programs have
successively been held.

| 4 | Art education initiative programs

Children'’s sensibilities are fostered by giving the children
contact with art through tieups with educational
institutions.






[7—hEtigfiz DuR<RiR 7077 4]

INAXT2- % —=)b

46

T—h 2 GERR LI FH I, ke
MEPHELTR—2—PH R, %D
T—=FAANRITRE DS 21 EH BT
3L, ZLT7—AAT Y 27 hOfER
PIcE AR ERIDHE TE3LEOh
FL1Tc, W gt DM 240 3 EHE 135 cm X A
165 cm X H47 35 cm O 7] 28 20 J8 7 22 [
HHhET,

HERBEOBRAEHE, 259K 77T 4
IO IIBE~DY RV ELTOIE R
R HEBRL T3 7—Ah 2y T,
RIS o1 FAPNBYADL IS Nl i i 2o X))
FLIC 2SASVERAY R A Y PEE 2L —
YTHTIRES].

Vol. 1 [ | iR E S (SH1H—18H)

Vol.2 [ % | Rt EHT 8H23A—9/16H)

Vol.3 [ #5950 Lw o9 A 365 6T Lo h A (EAFHL AR K 245) (9H29H —10H21H)
Vol. 4 Project ‘Doors’ 2017 ver. FEHE A (11H9A —26F)

[H9bTLwohA

[AMBRTOTF L]

T—HR| 17 || R4S F

a7

LYFyRTFur 5 AERIH LN, 7 =T 42 OBl fE, 123 HTROB FEREICZ &
TA PR AR KR T 05 4. 2017 R B3 MoR H FHa e F nE
T—MEBROT—2> 29T KAREDOTDT v Y 75 F—h A/ KBZED/ 74—
VADE LA F R R L.

[FImMI 6 H1A—8 H10H 13:00-18:00

T RERER | Y- MEBR
F:{33 DX | BERE

[7—hetgiz DR 7075 4]

ARCUS 7=a7) 2017

H—T1A-&L Center for Cellular Alignment (Ibaraki Prefecture Government Building) &
[7—HATADIIN20177 7—TAAN A2 LI T YATOT I L] RR

[ A\HMBERTOT T L]

F—72F27% 88.0MHz

[HRE]

20184E 1 H24HIAI—2H 1 HIA]
L HIZPARE 9:30-17:30

[&55]

SR VR T

2B R R — v - IR RS> 2 —

F—hRTOTr s D UEDEE # IR IE
BRI 2017 EL Y F Y M- P — T4 A
OWAEHFIEDMBFE D, A=F > 2KV F
DR GEHETRALIE D, h— T4
RADRIED T OWEE RN FIEL IS
TESb2EH S HC LR BGE LT,

Center for Cellular Alignment (Ibaraki Prefecture Government Building) /2018 %% >/K, 25" 04"

MITEIRLF AT 2L T AFEREEML A RAZEE O M TREL RS20
BTOa32=27—vav R370r 50 BRDOREHOS YA LR EREL HTE
CTHEBAHET, DAY MIBBL, EfiT32E0% 00 Y R—2—DH LM
B3 =2, A HBER T —H AT AT b a—T 4 A —2— DR RICL 3B
BiPEBLT 2. BREOSLTHIR-R—RBRICKZT—2T27HOAPEEL KU
H=T AR RLDIES TR 2 hRIE LT,

FA—T2 ST FEDRE 88.0 MHz
BOA T AERE! 2017
QFARER
F—2[FRD 27 kP! |

HEf: 7 H29H[+118:00-19:30
K ) hL Y Mot ERET
#77 :NPOEA VALY hedast

F—TUZTF LD 88.0MHz
@E)XRTIAR AT 7RI — 2017
F—e[GEDTF»HIK]

HiE 12 H23 H[4-#%]116:30-18:30
285 P RBRYE DTS

F M SFRBIA RV MNEITRAS
HERFECIESRREHETR Ay
b — AR RS, ST A T R B
WIS NPOEAY ALY M hast,
FRTRUCAMERRE




(BHE70J S L]

HIBINO HOSPITAL Vol. 71 ®IF&©®IFEUD

12H24HA[A]13:00-16:00
28 1 RIS R 2—ZE b DB

H + H vol. 711 [@F @3 h T | 2 24 ki, HEREEED K DR T O Rk IR
MRE LY R—-IEbOB T B THEDIILDTEZARDHEM T
LIl MK PBIRURPHICI 2 TR+ TH TP HIL - 10ES
HRBRPL TR 2B L RA TR ISR IE (D 2 Th o AL TR B
wlEotzo 10, {0 AR R TR A AT AP 2D KIZHIFBILT BB, 22
HOFETIHALBRELI, HLTHA B - kD4->0BEHLBIRL
BHG, ZOKET R IIE DD TEIRED BTk LI, W B A 76 T ok Lfih
NBZEDD R TERBROFEb I, i HE M 2 TR L CAIEES)
CHOOH DS LT,

(BHE705 S L]

HIBINO HOSPITAL Vol. 72 #EBRE

201842 H 18 H[H]114:00-17:00
R S E VWL
1 7—F 2F—>a i A (NHK 22 2-7542), UL HLCTTRERE S

H + H vol. 7213 [ L | 2 24 b iz, 2EASWTT O —F 27— 24T
FUZTHM#E, 8-98 T1F =22 D, F—2AZ LA THEM I | (RG22 5 LW % f 2 A
beliEd) PRELIC 23 v—T 27—y aviLFOuy Ly by P—THHY,
BINF R ZNZERAD Oy =Y 2 27 v F 0 ZLT AL D 27 v F 258 5%
SROOF—ATAMY -2 E AT BB, BF 6 > DML 2 2 JR/ N RIS
MEIRREED L THRRK, 7v—2YayFHHOA )y 7 TEBLIE 74F 2
PR —2— O EREA LI TR OFH K Eokd S, F—4T
HIZhZhES DB Y=Y DR =P RiAPHEA LT,

[7—hIFar—arig87ng5.h]

4 day

11 H22 HIk] 16:30-18:00
F—=T > AR A A ER O FETE B 21
VT 2—=TAF—R—IZEBRRT A Y P —2IT o100




T=HRAT =HATT0Ix I b [ 7= hATZORE T A AR & 50
ARCUS ARCHIVE PROJECT: Expert Meeting on the Utilization of the Archive
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March 25,2018 [Sat] 13:30-15:30

Speakers [Former title at ARCUS Project | Current title]

Tsutomu Okada

[1995-2000 Director of ARCUS Project Administration Committee | Senior Curator, SPIRAL / Wacoal Art Center]
Aki Hoashi

[2003-2007 ARCUS Director | Project Manager, Organizing Committee for Yokohama Triennale Office]

Mami Odai [2010-2011 ARCUS Director | AIR Director, Sapporo Tenjinyama Art Studio]

Toru Noguchi

[1994 Ibaraki Prefecture Governmental Office officer | Chairman, Ibaraki Prefectural Foundation for Education]
Yasuyo Kudo [Chairman/Executive Director, Art & Society Research Center]

Tatsuro Ide [Project Manager/Researcher, Art & Society Research Center]

Observer: Yasuko Ohyabu [Ibaraki Prefectural Office], Anri Tsuchida [Moriya City Office]

Moderator: Mizuho Ishii

Supported by Terumo Foundation for Life Sciences and Arts

20192 /A B HREIC, 24412 R G B8k #&  ARCUS Project is currently engaged in a joint three-year operation with
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The aim of building an archive is to arrange and preserve
resources as well as make them easily accessible for use. This
archive project evolved from a process of surveying and
cataloging the enormous amount of materials left behind by
ARCUS Project’s activities. In 2017, a focused structural analysis
survey was carried out to grasp the overall body of resources

in terms of its structure, followed by a detailed verification of
the contexts and relationality of the materials, which were then
recorded in an archival inventory. During the course of the
survey, we also undertook the task of “rehousing” materials that
had deteriorated and implemented preservation measures.

Over the two-year survey described above, the outline
of the overall structure of the resources became apparent. The
next challenge is to weigh up policies for making the archive
public and to build an environment conducive to the archive’

s accessibility. Since the management system has undergone
changes within the long span of ARCUS Project’s activities
and its reorganization is somewhat complicated, I would like
carefully to consider the means of consensus building that take
government and legal systems into account.

By being made public, archival materials can be used for
various research purposes and possess the ability to produce new
creativity. First making the existence of irreplaceable materials
“visible” through these archiving activities, I hope to continue
engaging with the gradual process of making them available to
the public within the scope of what is feasible.

Tatsuro Ide [Nonprofit Organization Art & Society Research Center]

51

1B L FAXISEUR O FD 730 8k 2 R ¥ 50 | 2,3 2S5AR 70 Al HiE
HMOT7PANANRE, | 4 P=HATZOFIENCIE T 2 HFH R & 0T



Column

AR

Mizuho Ishii (Coordinator)
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This publication is a record of the activities in fiscal 2017. A
quarter of a century since ARCUS Project was first launched, I
continue to live in the present while also awaiting the time in the
future for surveying the residency records of the 100 participants
over the past 20 or so years. That is also a time for making the
facts about the program “visible.” On the other hand, one project
initiated in 2017 by a local artist reached over 200 participants
in ten days. The number of things that occur here and the time
seem like values that rival the number of intimate catalysts for
prompting interest in art and the duration that encourages
experiences learning about contemporary art and lowering the
threshold for entry. Either time has formed a point of origin,
looked over growth, and cultivated me.

Though the very first river works were apparently done
some 1,250 years ago, the Tone River as we know it today came
about as a result of flood prevention measures implemented by
the Tokugawa clan that changed the course away from Gunma
toward the Pacific Ocean in order to protect Edo (Tokyo),
forming a waterway that spread legends of supernatural kappa
creatures among the masses as well as acquiring a nickname
of Bando Taro and reputation as a “river of rampage.” The way
the course of the river had been changed paved the way for
competition to develop in the Meiji period between the Tone
Canal Corporation established by the prefectural governor
Hitomi Katsutaro (Yasushi) and a railroad built by Funakoshi
Mamoru, while the Dutch engineers Johannis de Rijke and
Anthonie Rouwenhorst Mulder were also involved with making
improvements to Tone's water transportation capabilities. In
1890, canals were opened and the river’s use for transportation
went into decline. This took place roughly 50 years after
Akamatsu Sotan published Tonegawa Zushi in 1857 , mapping
and describing the area.

Now jumping ahead 160 years, to 2017. During
their research, a missile was launched by North Korea.
Notwithstanding such news, the artists traced the banks of
the river to the Pacific Ocean, decoding the river as they went.
Without them, how could locals have learned such things about
a river apparently so familiar to them? It is indeed outsiders who
often guide our interests.

Twenty-five years from now, will these records made with artists
serve as a means of preserving aspects of their activities other
than what is left behind in artworks, as resources for harnessing
the facilitation of movement through residency programs in
order to foster culture, and, above all, as a way of interpreting
artists’ futures and the history of artist residencies in Japan?

DATA

[RGB/ 3R]
1 k- fEE S A DRI B>V Tl 1Y - 3 A S O b D 28R LTV 3,
2 B AE OB GBI 7 — T4 RN/ IR 7 — T4 2N H o R #i 2 ~ 3.
3 P—hRRRTIFTOA—T Y RARIF G T,
2017 BB TR IIRF 2V L IF Yy —-Tus SAfuiRiB A TARLIER bR LTV 3,
4 BIMABULFEAL O~ ABTRLERL TV 3,
S TusS AEMRIFIOCTIE T—AHRZRY F THMLI DR A, 2h DN @ &4 %8dHL TV 3,
6 LG THEM T usS ALLTEIELIEGA. 2 BIHLRE @ 2554 (Hilr$) 2 BIEL T3,
7 SNES AR E R RO MR LA RS AR 4 (il s) 2 AIEL T2,



DR

Open Call Application and Selection Procedures

REHE
2017434 1H— 420 H %23:59:59 UTC-12

REEAFAE
EVAEANVP S /0% =0

TRIEEE - WG, SN, CV (RG22 8
DREEES)  ToL AL B RAF DR (RS B 10
2B - 5 HE T — R BRI & 3R A
2RGEZ BINER, AT AR b LI
LS

EFE
Y7 YA O BE LR E Ty T -k,

CEEE

JEHEH I T OSRMIEEGT52E

BRER LT ZNIEC Y eV TIREIT3

Wit 7 —F AN T HBIE

2 BRSO EEEL T2

3 HA~O AEFTHHONEZE

4 fREERAED REF T A T B 2 LICHE A4

EHTERIL

D7 —=F4 A 2R 97 ERRFH T2 DI 3B

EhPALTeAE

[ A=P I il LN SN N TN
TR MR EOBEBNER L TW L

* IN =T HEBANTOIRSELTRET 2D, 2% A,

1IN =T %1 P—FAAR LALLM E LR T4

BOXKET 2,

o,

“

PDEFER (15 B - Hossl]
71744/ 85 A [ - Hukik

BERR

[1K5E%]

AT —

(FZbF2L—2-2017/ FHEMEEF 2L —%—)
P=hRTuIr s VEITERS

[2K#E%]

T —

IS

(P=H2T OV b7 RO 7AY — /LM A )
T=AHRTuVr I NVEFTRAR

Period of Open Call
March 1 - April 20,2017 %23:59:59 UTC-12

54

AIRAE WBIFTT7—45
The Number of Applications

Application Form

Download from ARCUS Project website
Preliminary screening: general information,
CV, essays and images of previous works
(max.10)

Final selection: additional questions and self
introduction video

Application Method
Upload the application materials online.

Eligibility

The Applicant should:

- be an emerging artist engaged in
contemporary visual arts or other related
fields.

— have nationality of country other than Japan.

have legal permission to enter Japan.
be in a state of good health and able to carry
out daily activities on his / her own.

- have enough English skill to communicate
with other artists and coordinators.
not be enrolled in educational institution

(undergraduate, graduate school etc.)
during the program period.
* A group can also apply to the residency.
However, all the program provisions
(transportation fee, allowance, apartment,
insurance, etc. ) will not be provided per
person, but per group only.

The Number of Applications/Countries
and Regions
717 applications / 85 countries and regions

Juries

[Preliminary Screening]

Kenichi Kondo (Guest Curator 2017 / Curator,
Mori Art Museum)

ARCUS Project Administration Committee
[Final Selection]

Kenichi Kondo

Fumio Nanjo (ARCUS Project Adviser /
Director of Mori Art Museum)

ARCUS Project Administration Committee

Selection Result
2 artists and 1 group from 4 countries/regions
[Mexico, Belgium, Romania, USA]

BERER (4HE - thisHS 31 (44) % 18HE]
AEY - RNVF = L—2=7-KEH

FEE StbiILE 0]
20174E6 H

Notification of Selection Result
June, 2017

WEIRWE T — 74 A MK [2018 45 3 IS AL
10041/ 337 [ - Hulsk
100 artists/groups / 33 countries and regions

2003 | 125 | 37 - Hulsk
125 applications | 37 countries and regions

2004 | 1804 | 455 [ Hukk
180 applications | 45 countries and regions

2005 | 246 | 48 %[ -Huksk
246 applications | 48 countries and regions

2006 | 2811} | 515 -Hilsk
281 applications | 51 countries and regions

2007 | 304F | 60 -t
304 applications | 60 countries and regions

2008 | 35014 | 631 -Hhulsg
350 applications | 63 countries and regions

2009 | 401 1% | 575 -Hais
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2011 | 17444 | 5555 -Hul
174 applications | 55 countries and regions

2012 | 337 | 63 A -1l
337 applications | 63 countries and regions

2013 | 3441F | 64 % -Hukg
344 applications | 64 countries and regions

2014 | 640} | 78571 -Hhgf
640 applications | 78 countries and regions

2015 | 599F | 81 -Huks
599 applications | 81 countries and regions

2016 | 656 fF | 897 [ -Hsk
656 applications | 89 countries and regions

2017 | 717 4 | 85 [ -t
717 applications | 85 countries and regions
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Press Coverage

LFLH]
V7 PAMIA Y RZ—A TV, Bl =2 — 25
Website includes the internet broadcast

[#7f | Newspapers]

*5t7i M7 2w | Yomiuri Shimbun Digital | 2017. 5.7
« FERSHTHE | Sankei Shimbun | 2017. 8.19
«HFTH | Mainichi Shimbun | 2017.9.1

e Ht7e#rid | Yomiuri Shimbun | 2017.9.28
« k#HTHE | Ibaraki Shimbun | 2017. 11.1
«5H# | Asahi Shimbun | 2017.11.21

o kgl | Ibaraki Shimbun | 2017.11.23
« A% | Mainichi Shimbun | 2017.11.26
< f: ¥R | Mainichi Shimbun | 2017.12.7
o Sk | Ibaraki Shimbun | 2017.12.8

[R=O35 - 7Y —~—=/—%HE | Community Papers]
<37 —2 | JOYO ARC | 2017.5.1

+>¥w4> %" | Thinving | 2017.9.26

< /INI—RRO VB | by IsseiOgawa | 2017.12

ek BID KW =2—2 | Yomiuri Town news | 2017.12.14

[#:% | Magazines]

« HifskAlli& 2018 Spring vol. 43
Magazine for Regional Art-activities 2018 Spring vol. 43
2018.3.25

[&%E | Books]

I A S Sl 2 e e VIR e VR A NOE R
Socially Engaged Art: A New Wave of Art for Social Change
2017.7.28

G LORET vz MEB) LR /2013-2017
Constellations of the Earth Project Activity Report / 2013-2017
2018.2.28 [Web K]

+Tokyo Art Research Lab Bl L X35 05452017
VEEV 2%

Tokyo Art Research Lab 2017 Annual Report | 2018.3.23

WML R S5 74— —sEYFY
Complex Topography: The Pavilion | 2018.3.27

[ LE | Television]
J:COM SR ERFHEA R R =22

J:COM | 2017.8.7-13
* NHK A F [ kigk=2—2 \ig 6]

NHK Mito TBARAKI NEWS Iba6é’ | 2017.11.22
J.COMFAMEMRERR=2—2

J:COM | 2017. 12.11-17

[52% | Radio]
*5F +-5<E | Radio Tsukuba | 2017.4.23
*5F+-5<E | Radio Tsukuba | 2017.4.30
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< IBS Sk hkik | 1BS | 2017.9.11
+5F+-¢8 | Radio Tsukuba | 2017.10.29
+5F %< | Radio Tsukuba | 2017.11.5
+RADIO RABATOKYO | 2018.2.20

[727H94b | Websites]

«Callfor | 2017.3.31-4.20

«READYFOR | 2017. 4.

eculture360 | 2017. 4.2 [Twitter]

+SCYA Project | 2017.4. 5. [Twitter]
Ht7e i 7 ¥ 2 | Yomiuri Shimbun Digital | 2017. 5.7
*AIR_] | 2017.5.20

*«AMSEA | 2017.6

+ Tokyo Art Navigation | 2017.6.2

«HLTETX | Oideyo TX | 2017.7.27

* 3L TETX | Oideyo TX | 2017. 8.1 [Twitter]
+#iH#TH | Asahi Shimbun | 2017.8.16

4G AHiH | Mainichi Shimbun | 2017.9.1

o A5 R T E AR

Embassy of the Kingdome of The Netherlands
2017.9.5 [Twitter]

e V=2 =7 K{fifii | Embassy of Romania to Japan | 2017.9.5
o bk | Ibaraki Shimbun | 2017.9.9

« 372 AF¥ | Kitakan Navi | 2017.9.9
eartscape | 2017.9.15

* 3L TKTX | Oideyo TX | 2017.9.29 [Twitter]
emamal | 2017.10.4

«SHIBAURA HOUSE | 2017.10.15

*«WAGON | 2017.10.20

*Artgene | 2017.10.23

W EF 5TV | Ibakira TV | 2017.11.1

o IkHTH | Ibaraki Shimbun | 2017.11.1
 # & AE | Mori Art Museum | 2017.11.7
«ART T | 2017.11.9

« v = MR T | Bijutsu Techo | 2017.11.10
+TOKYO ART BEAT | 2017.11.10

» Tokyo Art Research Lab | 2017. 11.17 [Twitter]
«7 /v Furusato | 2017.11.18

§IFHTH | Asahi Shimbun | 2017.11.21

« R EAAE | Mori Art Museum | 2017. 11.21 [Twitter]
+«ORICON NEWS | 2017.11.23

«&l:hAFE | Kitakan Navi | 2017.11.23
«HFTH | Mainichi Shimbun | 2017.11.26
fg:H# R | Mainichi Shimbun | 2017.12.7
swiEF e | Ibanavi.net | 2017.12.11

«Dutch Culture | 2017.12.15 [Twitter]

«Dutch Culture | 2017.12.18

*Artgene | 2018.1.15

*33.5.com | Rurubu.com | 2018.1.18

* ARTCO_Magazine_305 | 2018.1.29

* YukaTsuruno Gallery | 2018.2

«TOKYO ART BEAT | 2018.2.3



$E{AHBA | Press Coverage

« Tokyo Art Research Lab | 2018.2.5
«RADIO RABATOKYO | 2018.2.20

+On the Move | 2018.3.11

« ALLIANCE OF ARTISTS COMMUNITIES | 2018.3.12
e artists in residence ch | 2018.3.12
<FOR9A | 2018.3.12

*MAR;3 | 2018.3.12

*Res Artis | 2018.3.14

*Residency Unlimited | 2018.3.14
*Residency Unlimited | 2018.3.14 [Twitter]
«RHIZOME | 2018.3.14

«TransArtists | 2018.3.14

*Media Art Belgium | 2018. 3.15 [Twitter]
+netEX | 2018.3.15

« ARTQUEST | 2018.3.16

« ArtRabbit | 2018.3.16

«WOOLOO.ORG | 2018.3.16

«JF Jakarta | 2018.3.19 [Twitter]

«Brisbane Art Guide | 2018.3.24

* Tangent Projects | 2018.3.26 [Twitter]
«Res Artis | 2018.3.29 [Twitter]

« Printmaking Central | 2018.3.30 [Twitter]
«culture360 | 2018.3.31

«culture360 | 2018.3.31[Twitter]

[A#9%4% | Public Information Medial
[R¥RE%5 | PR Magazines
SFATRE TR b 12017, 4 B
Moriya City PR Magazine 2017. April
< SPRTRM AL b% 2017 SHE
Moriya City PR Magazine 2017. May
SRR R H%]2017. 6 H=
Moriya City PR Magazine 2017. June
SFARE TEHS b1 2017. 7 A%
Moriya City PR Magazine 2017. July
SFRHRH TR b1 2017. 8 A
Moriya City PR Magazine 2017. August
PR WIRE RS b 2017. 9%
Moriya City PR Magazine 2017. September
* SPATRE NEHL b5 2017. 10 A%
Moriya City PR Magazine 2017. October
< SERTNEH NEHS 0512017, 10 H25 Hs A6 €
Moriya City PR Magazine 2017. 10.25
* SPAITIRE [EHS b 2017. 11 4%
Moriya City PR Magazine 2017. November
AR NEHL %] 2017. 12 4%
Moriya City PR Magazine 2017. December
SFRHRHE R b1 2018. 1 A%
Moriya City PR Magazine 2018. January
* SPAIIRH [RHS b ] 2018.2 4%
Moriya City PR Magazine 2018. February
+ KWEBSUWTTER [IEH-> (A 5L ]2018.2H%
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Tsukubamirai City PR Magazine 2018. February
< SER TR [IAHRS b+ 2018.3 4%
Moriya City PR Magazine 2018. March
o RFHY R EH IS T RS EhR 2018. 35 A%
Daigo Town PR Magazine 2018.3.5
JI7YAh | Websites
« KRR AR facebook ~ A>T 13?2 LWIZH &~
Ibaraki Prefecture Official Facebook | 2017.7.25
o SRR facebook ~HI - TH 1P LIE L&~
Ibaraki Prefecture Official Facebook | 2017.11.8
o IR facebook ~H > TH 1?2 LIEL & ~
Ibaraki Prefecture Official Facebook | 2017.11.20
A AR facebook SFA T Y F4FRE—VaY
Moriya City City Promotion Official Facebook | 2017.11.21
o IR IR A facebook ~HT > To 1?2 LIF G & ~
Ibaraki Prefecture Official Facebook | 2017.11.30
o IR A R facebook ~H > TH 1?2 LIEL & ~
Ibaraki Prefecture Official Facebook | 2018.1.26
K122 | Daigo Town PR | 2018.3

il 10 /3=23384 /HES 1/ HFE4 /713 /5946

U7 YA 68 /AR 22 5 EF 118

Newspapers 10 / Community papers 4 / Magazines 1/ Books 4/
TV 3/ Radio 6 / Websites 68 / Public Information Media 22:
Total 118
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Main Sponsor

ARCUS Project Administration Committee

(Ibaraki Prefectural Government, Moriya City, Ibaraki International
Association)

Conference for creation of Gateway to the Arts in Ibaraki Prefecture
Southern Area (Ibaraki Prefectural Government, Toride City,

Moriya City, Tokyo University of the Arts, Toride Art Project,
ARCUS Project Administration Committee)

Support

The Agency for Cultural Affairs, Government of Japan,
in Fiscal Year 2017

Terumo Foundation for Life Sciences and Arts

Nominal Support

Embassy of Mexico in Japan

The Embassy of the Kingdom of Belgium in Japan
Embassy of Romania in Japan

Co-Supported by

Sekisho Corporation

KASHIMA FUTO Co., Ltd.

TAK-G

The Joyo Bank Ltd.

Tsukuba Bank, Ltd.

Moriya Financial Group

Kaichi Gakuen Nozomi Elementary School
Kanto Railway Co., Ltd.

Moriya Commerce and Industry Association
Tsukuba Center, Inc.

Credit Guarantee Corporation of Ibaraki
Chuo Labour Bank

IBARAKI Port Authority Corporation

JA Ibaraki Minami

The Chiba Bank Ltd.

Hair Studio Faiith

Approved by
Association for Corporate Support of Arts

Program Cooperation
Kuandu Museum of Fine Arts, Taipei National University of the Arts
Mori Art Museum

Coorperation

Asahi Breweries, Ltd.

Sakurazaka VIVACE

Hans-hohlweck

Cafe de Lapin

Moriya Soba-Uchi Club

Furuya Shoyu Sake Ten

Arts Initiative Tokyo [AIT]

Nonprofit Organization Art & Society Research Center

Network
ART ROUND EAST (ARE)
Res Artis
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We would like to express our sincere gratitude to those mentioned
below for their generous cooperation and contribution.

Artist in Residency Program

Julieta Aguinaco & Sara Demoen
#HA#EZ | Shigeyuki Aoki

#H—18 | Ichiro Arai

W | Satoshi Ikeda

FkG4HEF | Motoko Ishibashi
27717 Z | Bas Valckx
KRN | Naoto Oizumi

hi#73 | Fumi Kanoh

HEZ 248 | Unen Kumagai
A2 | Hiroe Kuramochi
Peé4L= | Reiji Sato

2529 2% | Yusuke Shimura

#5 AR | Megumi Suzuki

ks TH | Chiaki Takahashi
i8I | Yoshihiro Tanabe
#RYE | Eisaku Tsurumi

WL | Koji Hamada

—R% ¥ | Tomoko Futami
WM Y% | Yoshimitsu Furuta
FHNIFIYE | Toshimitsu Yoshikawa
1K LR DML T 0 /5 %

Drivers of the Tone River patrol boat
JIEHETE T 2T X TO7 =AY R—R—D
All ARCUS Supporters who live with the river
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The Inoh Tadataka Museum

Disaster Prevention Educational Exhibition, Kawa-no-eki,
Mizu-no-sato Sawara

Tonegawa-Karyu River Office, Kanto Regional Development
Bureau, Ministry of Land, Infrastructure, Transport and Tourism
Information Service Hall, Geospatial Information Authority

61

of Japan (GSI), Ministry of Land, Infrastructure, Transport and
Tourism

The Science Museum of Map and Survey, Geospatial
Information Authority of Japan (GSI), Ministry of Land,
Infrastructure, Transport and Tourism

Sekiyado-jo Museum

Otone Branch Natural History Museum and Institute, Chiba
Tone Town Museum of History and Folklore

Tone Town Lifelong Learning Center

Moriya Library

Yanagita Kunio Kinen Koen

Daniel Nicolae Djamo
F)IEZE | Masaki Ishikawa

KHAE S | Mami Oogami
AKHFF | Eri Ota

[ M3%E | Mika Okada

Farina Celine Gersmann

A EE | Motoki Kawai
PeSE%HE | Michiyo Sato
%A% AE | Ayaka Shinokura
#AREHE | Tomoe Suzuki

M5 %04% | Chika Tahara
3L | Chisato Tsukahara
+H#H | Anri Tsuchida

TR 5ifE | Kyoka Tsunematsu
B | Honoka Nagashima
{f#2F5 | Chihiro Nakamatsu
P4 | Yuori Nishi

TP 7CHiE | Aya Nomoto
FHFE | Sae Handa
LA R | Kimie Minobe
BB | Rin Miyajima

Yk U ST BT RAR %42 | Toride Shoyo High School
N—=2=7 Kfliffi | Embassy of Romania in Japan

Curtis Tamm

&8 | Tohru Ifukube
HIEF | Shumpei Iwai
hEEN 2 | Teruyuki Kato
SJEugs | Shigefumi Kanao
AR | Hisahiko Kubo
HEHEH T | Eriko Koga

/NEE A | Shouemon Kotabe
/NEOWIE | Takehiro Koyaguchi
FAINE— | Junichi Shimomura
#ARET | Atsuko Suzuki
#4751 | Hidenori Suzuki
#5AR3E | Megumi Suzuki

wkE% | Kaname Takahashi
#5754 | Hiroshi Tsuruoka
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He %W H4EL | Takahiro Hatano
W | Koji Hamada
BEIAEALEE | Gareiyoh Higuchi
Hili 151l | Keizan Higuchi
#4780 | Yoshinori Fujimori
(L7 H:HREA | Teruaki Yamanoi
IR B | Mayuko Yamamoto
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Dolce (K/v5x)

HAKRT HAI2-YT 4
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Moriya High School Wind Orchestra Club and Kendo Club
OJIN BAND

Myomanji

National Research Institute for Earth Science and Disaster
Resilience

Kotabe Foundry

Lake Biwa Museum

Fumonji Temple

Shojokein

Eikando Zenrin-ji Temple

Jodo-Shu Unten-ji

Zenshuuji

Ichijouin

Bukkoji Buddhist Temple

Honen-in

Yakuo-in

Earthquake Research Institute, The University of Tokyo
Dolce

The Ryukoku Museum

Myoshinji Temple
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Exchange Residency Program

f#)1175F | Haruko Sasakawa
#%#H | Chang David
3% | Chu Teh-l

Chung Chi-Yi

Chen Han-Sheng

Ting Chaong Wen

FMi#% | Yoshitaka Terada
Huang Ru-Chi

Mutia Amelie Febriana

Hu Chao-Sheng

ABGE | Yu ChengTa

BRHFEA | Ye Renyu

HEIE3 | Lai Hao-Zhe

Lee Ching-Huei

Liu Hsing Yu

77 =2 | Wang TeYu
[EVASE| YT

Taipei National University of the Arts

27055

FHAZE | Kimisato Aoki

Y 3v -7 | Song Ming Ang
AR &R T | Shihoko lida
FEHFERE | Tatsuro Ide

% 1 | Tomoko Inagaki
INZT7 2 A | Bas Valckx
NAF 4T+ —=4v | Heidi Vogels
M S | Tsutomu Okada

/NEHA | Akira Ojima

AN HSE | Yumi Ojima
ANEHFSE | Mami Odai
& | Motoki Kawai
JIOWIHTA | Asuka Kawaguchi
UAAF 27 - FL U4 Fa | Wojciech Gilewicz
TR | Yasuyo Kudo
REAAZ 4 | Unen Kumagai
/NRBIER | Meiro Koizumi

FIAR S | Eise Shiraki
KEFEHET | Mieko Sueyoshi
FiliZEft | Gosuke Sugiyama
$iAYEth | Tetsuya Suzuki

WA EME | Keigo Takakura

E AR | Sosuke Takakura

A% 3% | Haruna Takakura
wAE B | Yoshinori Takakura
6% | Kaname Takahashi
HJ5%% | Satomi Tahara
WK ER | Shintaro Tokairin
1138 | Toru Noguchi

B8 1 | Michiko Noguchi

JRH£%5F | Minako Harada

J{JE | Hiroshi Hara

25 77=—+Ev274—K=Z3IZ | Stephanie Bickford-Smith
M%7 | Hideko Fukuda

7YY 7753 A | Alicia Framis

I HAE | Aki Hoashi

M ZHET | Naoko Horiuchi

N2 4 —)v-2 75— | Basir Mahmood

‘HE9AHY | Yukari Miyajima

‘wE# | Rin Miyajima

id—EF | Ichiro Yamanaka

A7>-¥ > | Ian Yang

FAJE% | Mitsuhiro Yoshimoto

HW RS | Daisuke Watayo
T—HAYR—2—DH IS

IR ST R L 2—ZE b0

#52 & EE K
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SHIBAURA HOUSE

Dutch Culture / TransArtists
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ARCUS Supporters

Kodomo-no-shiro Ibaraki Prefectural Children's Center
Embassy of the Kingdom of the Netherlands
CruCruCirque DX

SHIBAURA HOUSE

Dutch Culture / TransArtists

Tsukubamirai City

Global Art Practice, Graduate School of Fine Arts, Tokyo
University of the Arts

PARADISE AIR

Furuya Shoyu Sake Ten

Department of Painting, Musashino Art University
Mori Art Museum

Goshogaoka Junior High School Art Club

Moriya Soba-Uchi Club

WARP STATION EDO (NHK Enterprises, Inc.)
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ARCUS Project Administration Committee

Chairman

Governor, Ibaraki Prefecture
Masaru Hashimoto (-2017)
Kazuhiko Oigawa (2017-)

Vice Chairman
Mayor, Moriya City

Nobuhisa Matsumaru

Director General, Area Planning Division, Department of Planning

Koichiro Moritani

Adviser
Fumio Nanjo [Director, Mori Art Museum]

Inspector
Chairman of the Board, Ibaraki International Association
Shigeharu Hosoya

Secretary General

Director, Area Planning Division, Department of Planning
Yukio Asano

Office Staff

Area Planning Division, Department of Planning
Yasuko Ohyabu

Chief Coordinator
Ryota Tomoshige

Coordinators
Mizuho Ishii, Yumiko Fujimoto, Aruma Toyama

ARCUS Project Administration Committee Office
Area Planning Division, Department of Planning (-2017)

Regional Development Division, Department of Policy Planning (2018-)

Ibaraki Prefectural Government
978-6 Kasaharacho, Mito, Ibaraki, 301-8555 Japan
Tel: +81-29-301-2786 | Fax: +81-29-301-2789

ARCUS Studio

2418 Itatoi, Moriya, Ibaraki, 302-0101 Japan
Tel/Fax: +81-297-46-2600
http://www.arcus-project.com
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