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Oigawa Kazuhiko

Chair, ARCUS Project Administration Committee
Governor, Ibaraki Prefecture

With the generous support and cooperation of Moriya City and
many other organizations, ARCUS Project has now reached the
twenty-eighth year since it was first launched initially as a
preliminary program in 1994. | would like to take this opportu-
nity to express my sincere gratitude to everyone.

With the aim of boosting community development through
art, ARCUS Project is organized around two core strands: the
Artist-in-Residence Program and Local Program.

The Artist-in-Residence Program has to date welcomed
more than a hundred artists from a wide range of countries
and regions, and produced numerous figures now active on
the international scene.

The program has risen to the challenge posed by the coro-
navirus pandemic by offering an online support platform for
participants to pursue their creative projects, and continues to
partner with institutions overseas and work alongside small-
scale organizations.

The Local Program offers people in the community opportu-
nities to experience art through such initiatives as workshops
led by internationally active artists and introductory courses
on contemporary art.

Along with expanding and enriching our programs as
well as contributing to international art and culture, we are
furthering our efforts to develop an attractive community.
We hope for your continued support and cooperation in these
endeavors.
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Matsumaru Nobuhisa

Vice Chair, ARCUS Project Administration Committee
Mayor, Moriya City

I would like to take the opportunity on the occasion of publish-
ing this activity report to sincerely thank everyone who has
supported ARCUS Project over the years since it first started.

Beginning with the launch of ARCUS Project in 1994, Moriya
City has engaged in supporting the work of young artists from
around the world and in community revitalization through
contemporary art. For twenty-eight years, ARCUS Project has
contributed to the development of emerging artists from
Japan and overseas, pioneering the artist residency model in
Japan and attracting great acclaim from the art world.

With the rampant spread of the coronavirus global, travel
became increasingly restricted, especially internationally,
leading ARCUS Project to hold its residency in an online format
for the first time. Of the resident artists, only the Japan-based
OLTA was able to stay in Moriya, where the group made use
of a piece of empty land to undertake experimental methods
of farming, create objects and so on with the harvested crops,
and through this propose the potential for humankind to
readapt to nature.

The Local Program also adopted online formats and the Art
College events attracted participants not only from Japan but
overseas too.

In the future, we will engage in community revitalization
through new arts and culture activities that can respond to
the demands of the age and changing social circumstances.
We hope for your continued support and assistance in further-
ing the work of ARCUS Project.
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Overview

The ARCUS Project is an art and culture project promoting re-
gional 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 op-
portunities 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 “interna-
tional character” and “the arts” in the prefecture’s rapidly urban-
izing 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 Program was
launched in Moriya City as a preparatory (test) program. At
that time, such artist residency programs were almost un-
known 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 Artist-in-Residence 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 Art-
ist-in-Residence 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.
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ARCUS Project and the Era of the Coronavirus
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For these two years during which the novel coronavirus has
spread all across the world, ARCUS Project’s has continued to
plan, change, and adjust. Having richly reflected this zeitgeist,
the Artist-in-Residence Program and the Local Program are
sure to be regarded as strikingly unusual once the pandemic
is finally over. | would here like to look back on ARCUS and this
singular period of time.

Turning first to the residency program, in June, when the
2020 program’s resident artists leva Raudsepa, millonaliu,
and OLTA were selected, the first state of emergency had just
been lifted, and it remained difficult to travel internationally
or even within Japan. Given that we could not see any signs
of a resolution to this situation, the decision was made to
hold the residency fundamentally online in 2020 and then
invite the three artists to take part in an in-person residency
in Moriya City in 2021. As 2021 began, however, the third and
fourth states of emergency were declared in quick succession,
and continued until late September, with the result that we
decided to hold the residency online again in the second
year and not extend the residency further. Since we delayed
making a decision until quite late, the residency was sched-
uled for December 2021 to February 2022, after which Open
Studios was held to present the results. From their respective
locations, Raudsepa and millonaliu conceived artworks based
on research, sent exhibition plans to ARCUS Studio, and pre-
sented the results of about two years of work. On the other
hand, OLTA conducted its research in 2020 while paying visits
to Moriya, and was able to stay in Moriya to continue its work
the following year. For the 2021 program, Marjolein van der
Loo was newly selected as a resident artist and conducted
research online with the expectation of participating in per-
son next year.

Turning now to the activities of the three artists participat-
ing in the residency from 2020, millonaliu and OLTA elucidated
the nature of the modern society in which we live through
the framework of agriculture, while Raudsepa dealt with the
future as envisioned by such a society.

Millonaliu researched a type of rice grown in Taiwan when
it was ruled by the Empire of Japan. The crossbred Horai rice
was round and versatile, and quite different from the native
species of rice in Taiwan. Millionaliu used materials and docu-
mentary footage to show how this rice was the result not only
of crossbreeding but also of land improvements, irrigation
systems, and chemical fertilizer development.

At a time when the industrialization of agriculture at the
behest of politics and the market has become so evident,
OLTA elected to attempt no-till farming on abandoned farm-
land. Without using agrochemicals or fertilizers, and instead
entrusting everything to the land, the power of the seeds, and
the weather, this method of farming has no guaranteed end
result. And it is precisely for this reason that people stay close
to the speed and intended course of the land and plants, and
can thus relatively examine the excesses of modern society.

Raudsepa too confronted what cannot be predicted. Her
work was inspired by the appearance of the Tokyo Metropoli-
tan Expressway as an image of the near future in Tarkovsky’s
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Solaris (1972). She filmed an expressway in the city of Riga,
where she is based, and created a video work exploring the
differences between the images of the future in the 1970s
and the present day. The image of the future in the age of
the coronavirus was something pervaded by a nebulous sense
of unease, our body and emotions shifting due to climate
change.

Held in parallel with the Artist-in-Residence Program to
convey the joy of creativity to residents, the Local Program
searched in 2020 for the topical meanings of passing time
together and walking. The two workshops “Retrace—Walking
a Ri” by Shimura Nobuhiro and “Under-Connected Reality” by
Hibino Katsuhiko were attempts, through the act of walking,
to restore those physical connections between people that
had become diminished by the coronavirus pandemic.
Shimura focused on an ichirizuka, a type of historical distance
marker like milestones, that remains in Moriya, and from the
ichirizuka walked a distance of one ri (equivalent to just under
four kilometers), speaking with participants while trying
to imagine the guideposts of the future. Hibino distributed
pieces of cloth, large enough to cover the body, among his
workshop’s 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 very conscious
choice as a means of moving. That is, people rarely chose
to walk now due to the spread of private automaobiles and
the development of transportation networks. At a time when
the pandemic has left everyday life suspended, these two
workshops were opportunities to re-examine the relationship
between people and society during ordinary times.

That | am now able to look back on the activities like this
is, needless to say, by dint of the enthusiasm and affection
shown by the artists who worked as best they could in the
heavily restricted conditions, by the members of staff who
accompanied the artists and engaged flexibly and resolutely
in carrying out the programs, by the administrative staff
who helped all this happen, and by the other volunteers and
supporters. In this way, these two years of programs at ARCUS
examined the past and future of the modern society in which
we live, and seem profoundly linked to the question of how
we can live from now as human beings. What lies ahead in
the third year of the pandemic? Continuing to build connec-
tions between the wider perspectives that can interpret an
uncertain age and thoughtful modes of daily behavior, | hope
to move forward slowly but surely.
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08 Artist-in-Residence Program 2020-2021

ARCUS Project 2020 IBARAKI

Artist-in-Residence Program
September 24-December 17, 2020 (85 days)

ARCUS Project 2021 IBARAKI

Artist-in-Residence Program
December 3, 2021-February 25, 2022 (85 days)

The Artist-in-Residence Program holds an annual open call for
emerging artists from around the world. In addition to funding
for their production and travel costs, the selected artists are
provided with a studio, accommodation, and the time and
environment for immersing themselves in their work as well
as with various other forms of support.

Due to the impact of the coronavirus pandemic, the
2020 edition, which marked the twenty-seventh year of
the program, was held for the first time in an online format
in which the resident artists did not stay in Moriya. ARCUS
Project also entered into a partnership with the Embassy of
the Kingdom of the Netherlands in Japan and DutchCulture,
centre for international cooperation to offer a new application
category for artists from or based in the Netherlands. The
selected artists—one based in the Netherlands and one with
non-Japanese nationality—participated in the residency from
the countries in which they are based, while the selected
Japanese artist was able to visit Moriya to do research and
work on their project.

For the 2021 edition, an application fee was introduced.
Though the number of applicants accordingly decreased
from previous years, the program nonetheless received 233
applications from fifty-two countries and regions for the res-
idency, which was available for one artist with non-Japanese
nationality. The selected artist joined the three previously
selected in 2020, who continued their residency for a second
year. Due to the ongoing impact of the coronavirus pandemic,
the artists with non-Japanese nationality again participated
online, with the Open Studio event at the end for presenting
what they did during their residency also conducted online.
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2020-2021 Resident Artists

leva Raudsepa (Latvia)

millonaliu (Klodiana Millona & Yuan Chun Liu)
(Albania/Taiwan)

OLTA (Japan)

2021 Resident Artist
Marjolein van der Loo (The Netherlands)

2020 Applicant & 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

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

2021 Applicant & Country/Region Numbers
— Artists with non-Japanese nationality:
233 applicants from 52 countries/regions

Jury

Iseki Yu (Curator, Contemporary Art Center, Art Tower Mito)
Nomura Shinobu (Senior Curator, Tokyo Opera City Art Gallery)
ARCUS Project Administration Committee
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Tokyo Highway Scene

The starting point for my project was an episode from the
1972 Andrei Tarkovsky movie Solaris, which he shot in 1971
on the highways in Tokyo and in the movie it represents an
imaginary future city.

The rapid development of postwar Tokyo made the city
into an image of the future in the cultural imagination. | am
interested in the way that people were able to imagine “the
future” in the past and what can we make of it today? From
the perspective of now, the future no longer looks like a
promise of-technical utopia and progress, but more like life in
a constant state of emergency.

Similarly to the episode from Solaris, parts of my video
piece are shot from the perspective of a vehicle moving
through the city and this becomes the backdrop for a story
about someone from an imaginary future driving through
Tokyo. The character of this fictional story finds herself at a
moment of great uncertainty: Is there anyone who is looking
forward to the moment that comes after this one?

1992535 FET. UAEFN, OY U EILRER, T FETRZTEREZALE.
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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 pe-
riod 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 per-
form 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).




What does “Building Visions for the Future” look like? She's speaking at the
conference and between all the polite silence someone jumps out of the

audience and starts screaming:

“NO FUTURE ON ADEAD PLANET!”
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BELR A+HEABEADS VP E21—
Interviewing the architectural historian Igarashi Taro

The Latvian leva Raudsepa creates narratives by effectively
fusing personal observations, history, and fiction in a practice
that utilizes video, text, and photography. Alongside revealing
the fictionality of actors by having them perform in everyday
spaces, she is interested in what actual circumstances tell us
by chance.

At ARCUS Project, Raudsepa has conducted research over
two years, and made a video work based on the 1972 film
Solaris by the Soviet director Andrei Tarkovsky, overlaying the
future as seen from the past with the future as seen from
the present, when a pandemic rages around the world, and
highlighting the ambiguity of our awareness of the future.
Solaris features a scene that uses the Tokyo Metropolitan
Expressway to depict what was then seen as a futuristic city.
Ordinarily, Raudsepa would have come to Japan and conducted
research on the expressway and urban planning. Due to the
global impact of the coronavirus pandemic, she was unable
to fulfill these wishes, though this is strangely reminiscent
of Tarkovsky’s own experience. He originally wanted to film
the world expo in Japan as an image of the future but was
denied permission to travel, meaning the Tokyo Metropolitan
Expressway was used as a substitute location. Being unable
to travel and go to a location in person. The burgeoning imag-
ination, contrasting with an unbridgeable distance. How could
Raudsepa’s work deal with these issues? What she has done
confronts the circumstances while also nonetheless sketching
in the contours of memory and the imagination that emerge
from the history surrounding cinema as well as of a future
that remains uncertain. [0zawa Keisuke]

v | SpeskerViaw @ Exit

Speaker View

B F—TFARM A LOTURTAG S L 2020-2021 | A T 757 Fot/8



S m b al) Ly JOIeE s S A P SR )
mlllonallu (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, publish-
ing, 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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SEEDS AS BIO SOCIAL ARCHVE

(RIFREFELIEHEL)
Still from Sticky Entanglements

(RIFRIFLI=BAELY)

O REE ST —hA T ERA HA- I RERE SN
1R D DA ME N LI - B R Y | L BB
L GHOREN E LT DRETAHRZENORE L EEILI
DNWTEELTWS, ElKﬁfﬁ‘ﬂ%ﬁo)ﬁ‘fg(1895—1945535)(:3'5
T DT B B K B H o | b D EA I DA B
EE LN, M. B EEAMERICH Y BA Y MARER
- COBTHNATHEDE. IIOBANDO®EE L THE
HZ 3 EHHB,

UH—FIE, F—hA TEH. BREREE. HEHE. B 1
URE LR E L O HE N E I ERIIT o125
BELSICREAL. LYY EDHHLOIZLTNC, SO
SHICHBSNIETAR RNE R ED L, BEL AR
[2DNTO &< BHTHRAERRTIERA B ShTNBZ0R
. HWET R0,

Sticky Entanglements

Looking at crops and soil as living archives, we have been
exploring the critical materiality and hidden narratives of
cross breeding rice; addressing landscape formation and the
cultivation and commercialisation of genetically modified
crops as a technology of control. Focusing on entangled
readings of Horai rice—the Japanese Empire rice engineering
project in colonial Taiwan (1895-1945)—our research attempts
to visibilize a counter cartography within the engineered
body of the seed where varying layers of power, knowledge,
science and ecologies are ingrained within.

The research builds upon critical encounters with archival
materials, governmental reports, scientific studies, literature
and interviews, expanding further from the research conduct-
ed a year ago into narrating the very sticky threads drawn
by this scientifically improved seed and which are rendered
invisible into dominant and flattening readings of agriculture
and nature.
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Installation view
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Based in Rotterdam, the Netherlands, millonaliu is two artists:
the Albanian Klodiana Millona and Taiwanese Yuan Chun Liu.
The duo’s interdisciplinary activities encompass art, design,
and architecture.

During the two-year online residency, the pair have
investigated Horai rice, a type of crossbred japonica rice that
was cultivated in Taiwan during its time as a Japanese colony,
and attempted to reveal the whereabouts of the invisible
power hidden in the landscape. The rice originally grown
in Taiwan was the long and thin indica subspecies of Asian
rice (Oryza sativa). Horai rice was developed by the Empire
of Japan for export back to Japan. The round and glutinous
Horai variety Taichung 65 was regarded as a “miracle rice”
that, though a variety of japonica, could be cultivated in hot
and humid climates, and was also highly resilient to disease.
When we consider how the structures for controlling the land
to cultivate Horai did not stop only at agriculture, but also
involved civil engineering for the irrigation and the chemical
industry for the fertilizer, we begin to see the multilayered
nature of the power that lay over the landscape of Taiwan.
The two screens show the relationship between Taiwan and
the Empire of Japan, tightly entangled by both history and a
kind of stickiness. What was the reality behind Horai, a name
conjuring up in Japanese an image of a Shangri-la? Through
rice as a node of images, politics, and economics, how can we
unravel the contours of the history that unfolded across Japan
and other Asian nations? This is what the video asks us.
[0zawa Keisuke]

(RIFRE L= EHELY)
Still from Sticky Entanglements

BELER BAREEADA VAE1—
Interviewing the agricultural historian Fujihara Tatsushi
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Cultivate House: Uncertain Generation
& T RONE

Interior view of Cultivate House

OLTA is a group of six artists formed in Tokyo in 2009. 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 recon-
figured 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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E2R:THEHIEORE
No-till farming
T2R:AVRRA R ML
s Composting toilet

Cultivate House: Uncertain Generation

We built a temporary house on a piece of land in Moriya City
unused for several years, and while living there, are thinking
about humankind and its environment through farming.

Farming is the human activity of working the land sustain-
ably. Humans cultivate the land and raise crops. But in reality,
this is something difficult to experience unless you are an
actual farmer or have a field.

Sandwiched between a bamboo grove and houses, the
land we have borrowed from a local resident for the project is
designated an “urbanization control area.” In such an area, de-
velopment and building construction is in principle prohibited
in order to prevent uncontrolled urbanization. So that we could
construct a “house” for farming at this location, we applied for a
building permit for what is termed a temporary “entertainment
place.” Cultivate House functions as an actual house with a
“barn” for storing tools as well as beds and a composting
toilet. Part of the wall opens out toward the field like a stage.

In the field, we have planted true-bred and native species,
and engage in no-till farming using companion planting and
mulched grass. Due to changes in how different species grow
according to the conditions of the soil, crops cultivated through
such methods cannot be harvested in the same season. On
the other hand, crops grow by harnessing the ecosystems that
exist in the soil.

Observing the process of the crops growing, we have
created prints on artificial materials found at the site like
plastic and aluminum cans. We have also used the bamboo
and arrowroot growing wild on the land to make objects.
We cook and eat the crops, and use rice bran or husk to turn
human waste into compost. Starting from a vacant plot of
land, we are proposing ways to readapt human activities to
the environment by finding cooperation with nature.
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PO TEBRRGREHKE) ETODL) MEHBORER
Inspecting a candidate site for the project with the soil
hydrology expert Miyazaki Tsuyoshi in Moriya City

At ARCUS Project, the Tokyo-based, six-member artist collec-
tive OLTA has created Cultivate House: Uncertain Generation.
This project was reconfigured from a previous endeavor
according to the specific features of the land in Moriya City.
During the first year, the group visited a soil ecologist in
Fukushima Prefecture to learn more about no-till farming and
composting. In Moriya, the group selected a candidate field
with the assistance of a soil hydrologist. During the second
year, OLTA actually planted, farmed, and harvested dry-land
rice, gourd, and beans in the field. In parallel with this, the
group undertook the application process necessary for build-
ing a small hut on the site.

Precisely because they are not specialists engaged in agri-
culture, OLTA sought out a model of farming different from the
highly industrialized one of investment and recoupment. And
this is why OLTA is able to utilize the experimental method of
no-till farming and grow crops using native species instead of
F1 hybrid seeds that only yield a one-off crop. When building
the small hut on the land, the group also faced the hurdle
that is the laws surrounding land use and architecture, and
experienced the difficulty of farming crops like they wanted.
Over the course of this project that proceeded as if stitching
up the gaps within industrialized agriculture, there emerged
prints, frottages, drawings, and harvested crops, all unfolding
at ARCUS Studio as well as in the nearby field and hut. Assum-
ing that the project’s significance lies not in reaching a state
of “completion” but in producing a “cycle,” we must hope that
the endeavor continues across other locations and points in
time in the future. [0Ozawa Keisuke]

BETETFEER(ZEERP)OHESIYI—s 23 vTIsm
Participating in a composting workshop with the soil ecologist

Kaneko Nobuhiro in Fukushima
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Born in Geleen, the Netherlands, in 1987, Marjolein van der Loo is based in
Maastricht. She studied art education at Zuyd University of Applied Science
in Maastricht and then visual cultures and curating at Aalto University in
Helsinki. Alongside her work as a curator and educator, Van der Loo engages
critically with modern society in her practice and methodology, attempting to
reconnect humankind and nature. As a form of resistance against our homog-
enizing and exclusionary society, she collaborates with various partners and
develops educational projects and exhibitions that utilize not only sight but
all the senses. Her projects, including Lunar Calendar, an almanac for artistic
practice developed from traditions of biodynamic farming and astrology,
indicate the future that lies beyond modern society from the perspective
of the nonhuman and ways for humans to survive. Recent activities include

Around the Fire (as a curator, Jan van Eyck Academie, Maastricht, 2019) and
Once Upon A Town (as a curator, Urban Storytelling Festival, Maastricht, 2019).
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Interviewing the forest ecology researcher Matsuo Tomonari
from Wageningen University
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About the Research

At ARCUS Project, my research has orbited around the
Katsura tree. This tree is an elemental spirit in the Japanese
landscape in the fall season. As the color transformation of
Katura’s leaves changes our environment, they remind us of
our connection to the seasons. Its embeddedness in Japanese
folklore and traditional storytelling leads us to yokai, legend,
and gardener: Katsura-Otoko. Stories tell that his efforts in
cutting down a Katsura tree on the moon cause lunar cycles
and hence include cosmology and ecology as a natural part
of our earthly existence. With Katsura and Katsura-Otoko as
companions, | have been orienting the large field of ecologi-
cal, historical, and experiential relations with the Katsura tree,
moon, and autumn season.

I have started the research by acquiring the plant, planting
them in my garden, and working on a reciprocal relationship.
This relation has been inspired by the honorable harvest
formulated by Robin Wall Kimmerer, in which a plant is
approached by expressing one's intentions towards them.
Through thorough observation of the plant and their envi-
ronment, care is practiced. Additionally, along with the moon
cycles, I have offered my period to the Katsura which contains
much valuable nutrition for the tree.

As part of this course of observation, | kept a diary, and
along the fall season, | collected some of the fallen leaves
to study their scent. In conversation with perfume designer
Tanja Schell, we investigated the sweet cotton candy smell
Katsura leaves are known for. She shared her insights in the
gradual development of the scent of the leaves which moves
from strongly contrasting sweet and fresh green to balanced
tones that remind of green tea.

During the residency, | have paid much attention to
other deciduous plants and how the resources of light and
weather affected the change of color of the leaves. During
these observations, | stumbled upon a lane with municipal
Katsura trees and learned about the cities’ care of trees and
motivation for planting and removing Katsura trees.

When the days became short, cold, and wet, | have
contacted Japanese friends and colleagues to learn more
about their knowledge of Katsura trees, the legend of Kat-
sura-Otoko, and how these are possibly embedded in their
memories of Autumn activities and foods. Breaks in between
research and meetings were filled with trying these recipes
and experiencing the tastes of the Japanese fall season.

Taking the method of storytelling in which the Katsura tree
becomes connected to the moon, as a format to process my
research, | have been thinking about ways to connect aspects,
characters, scenes, and events to a central stage. With the
support of the architectural contruction of the hanamichi in
theater, 1 announce both the agency of humans and vegetal life
to the central stage in formats of essay, script and fiction writing.
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Fig. 1: Z:(The Last Ball) 2019, 3F v U RILBMEA VR L—a Y A REEFYIU—TCORTRER &% MEkE

Left: The Last Ball, 2019, 3-channel HDV installation Right: Installation view at Shiseido Gallery Photo: Kato Ken

Fig. 2: (& A#R%1T HONEYMOON) 2020, BM&A VR A L—> 3 R—SEMBETORTRS &R MkE
HONEYMOON, 2020, HDV installation, Installation view at Pola Museum of Art Photo: Kato Ken
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Travel and Identity

Talk | December 12, 2020 / 1-2:30 p.m. Venue: Streamed online
Guest Speakers: Araki Yu, Ono Masatsugu Moderator: Ozawa Keisuke

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

0Ozawa: Identity 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 Ono Masatsugu and artist
Araki Yu, 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. I 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.

0zawa: 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 in-
terested in Caribbean literature in French and that is what |
went to Paris to study. Even more than when I 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.
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Ozawa: It is like you confirmed your origins by continuing to
relocate. Mr. Araki, how have you encountered other people
and cultures?

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,
I quickly stood up and answered, “Yes!” Everyone looked
blank. In fact, the teacher had just said a word in the book and
I had mistaken it for my name, which I 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 I was saying, “I am you” whenever |
introduced myself, and the conversation would often get con-
fusing. Now I think of it, that was a formative experience. As a
result of going back and forth like this between two cultures,
I 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 I am being asked to talk about
Japanese novels, as if | know everything about Japanese
literature—l 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.

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 I 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 I go
abroad, | work there by verifying how I respond to the milieu
of the place where | am staying.

0no: Your identity as a third culture kid has developed in
a positive way in terms of how you make your work.
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Such themes can only come from you and meant you've
lived in a certain way.

Ozawa: Id 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 I 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 per-
formers 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 Akutagawa Ryunosuke
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.

0ono: To make it unseen is to not be prescribed by the gaze of
others. On the other hand, to gaze in the sense of determin-
ing what kind of person is the object of the gaze is an act of
violence. If we consider that time, the Westerner viewed Jap-
anese culture with a certain kind of exoticism, while the Jap-
anese 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.

0zawa: 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 Madama Butterfly was released in
Japan. Madama 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 Madama 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. I 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. Tawada Yoko, for instance, writes novels in
both German and Japanese. Nozaki Kan, a scholar of French
literature with whom Mr. Araki also has a connection, once
said at a symposium about Tawada Yoko 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.

0zawa: That reminds me of the story from Mr. Araki’s child-
hood in America about thinking your name was being called
when people said “you.” You mentioned that it was a forma-
tive 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 be-
cause a masculine-looking person in a suit and with a beard
couldn't sit like that, but sitting slouched with your legs re-
laxed 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
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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.

0zawa: 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 some-
times 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 attun-
ing 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.

0zawa: 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.

0zawa: 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 re-
motely 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 lit-
erature, 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# 58.0018

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

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
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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. X4, it LA FIHELBIE O/A— k-5
LT U= LE®RT A ) hEROHRMETE] =it 20155, 61ED5IA
121Kk 5,
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Online Open Studios 2021

FRIOF VA IVAREEDECRICEK Y 2B FEITHf->THY
SAVTERLET—TA AR AU LOTURTOTSLDK
BEFFAUNKBF—TURISHTRE LTz,

- CRELLBRYS ML FENERLTnER, 70
HFSLIZBMLTELEZEIZDNTES7—T1RA M =2
DHEGEEBEH L. 7071 o TORETH 1=, HR
BOALDTIEALHY BIELYSELDARDBT—T1 AL
FT—hADFBZH S L o1,

AR
202243R58-3A278(4R17TBE TER)

RREEH(ERPMEZDHD)
16,161A

Open

Due to the sixth wave of the coronavirus pandemic in Japan,
Open Studios was held this time in an online format and
presented the work of the artists who had participated in the
online residencies in 2020 and 2021.

A new website was created especially for the occasion.
It included a video of a talk where the artists discussed the
background to their work, their creative process, and their
feelings about participating in the program. Because it was
held online, Open Studios was “attended” by visitors from all
over the world, and became an opportunity for even more
people than usual to learn about the artists and the work that
ARCUS does.

Period
March 5-27, 2022 (extended until April 17)

Total Visitors (incl. extension period)

ARCUS

Studios

Online

2022
3.9-3.2/7

leva Raudsepa
millonaliu

ARCUS Project 2021 IBARAKI
ARTIST IN RESIDENCE PROGRAM

BEYA MDA VEDATIL
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Ecology as Making, Opening Up,

and Decomposing

Speakers: Fujihara Tatsushi (Historian/Associate Professor, Institute for Research in Humanities, Kyoto University)

0zawa Keisuke (Director, ARCUS Project)

This talk with Fujihara Tatsushi considered human lifestyle in
terms of the connection between humankind and the land,
with a particular focus on agriculture. Taking into account
the research on farming and work by two participants in the
2020-21 residency programs, millonaliu and OLTA, and talk for
the 2019 Open Studios event, where Kuwata Manabu pointed
out that one of the causes of global warming today is the way
in which humans ignored the productivity and limits of the
land to make modern society, Fujihara and Ozawa Keisuke
re-examined the link between people and the land through
the keywords of “making,” “opening up,” and “decomposing”
in regard to agriculture.

0zawa Keisuke: To start with “making,” the general style of
agriculture today is one in which a specialist uses fertilizers
and agrochemicals on a big area of land and on a large scale.
Roughly speaking, when did farming become industrialized
and large-scale?

Fujihara Tatsushi: To simplify things somewhat, our present
level of human population is the result agricultural develop-
ment. The productivity of farming massively increased over
the second half of the nineteenth century and into the twen-
tieth century, when the development of farming technology
became possible. There are four types of technology that
brought about this upscaling.

The first is breeding, or selective breeding. This includes
for both animals and plants. The second is fertilizer. This refers
to something that improves the nutritional conditions of the
soil, and it includes chemical fertilizers, as opposed to the
fertilizers in the form of manure made from animal dung or
human excrement used prior to this time, and which greatly
improved productivity. The third is agricultural machinery. This
is a broad category, but a prominent example is the tractor,
a self-propelled vehicle with an internal-combustion traction
motor that was invented in the United States in 1892. And
finally, agrochemicals, such as for eliminating pests. This cat-
egory also covers herbicides, which kill off unwanted plants
and direct the nutrients that those plants would have taken
to the crops instead. The way in which these combined to
rapidly increase the population on the planet is, we can say,
the history of the twentieth century.

0zawa: The Horai rice that was the subject of millonaliu’s re-
search project was developed over the course of the plant
breeding done by the Empire of Japan when it ruled Taiwan.
This overlaps with the period that you just described.
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The rice originally eaten in Taiwan was the long and thin in-
dica subspecies of Asian rice (Oryza sativa). That it was made
possible for Horai, a round type of rice like the kind we eat in
Japan, to be grown in Taiwan is, we can imagine, because a
certain coercive power was at work, in the sense of artificially
recombining genes at the same time as enabling a plant that
was grown in one place to be grown somewhere else.

Fujihara: The Horai rice that millonaliu researched was devel-
oped in the 1920s. In terms of the history of selective breed-
ing, this is falls into what we could broadly categorize as the
first half. The second half was the Green Revolution during the
1960s and 1970s, during which full-scale selective breeding
proved decisive in increasing populations.

This practice of bringing things over from one area and
introducing them into another is actually something we see
from the sixteenth century. When the Spanish, for instance,
conquered Central and South America by force, they brought
back with them such crops as the potato, sweet potato, and
tomato to grow in Europe. Though tomato is today used for
the sauce in Neapolitan pizza, there is a history of colonization
behind this.

Entering the twentieth century, Japan forcibly altered the
ecology of its colony Taiwan and transplanted the rice subspe-
cies japonica, a severe and rapid change quite unlike the pre-
vious method of gradually introducing new plants and species
in a colony through botanical gardens controlled by the state.
In Japan at the time, indica rice was cheap to buy, so even
people who were not especially affluent could eat it regularly.
The reason for going to the trouble of making farmers grow
japonica rice was the desire for a kind of national unity in
which the Japanese would be able to eat more japonica than
they could before. During the First World War, Germany, the
Austro-Hungarian Empire, and others faced food shortages,
leading not only to many deaths but also to the collapse of
their empires. Japan modified the land in Taiwan at an ecolog-
ical level in order to produce a stable supply of japonica rice,
creating a cycle within a system of control in which japonica
seeds, chemical fertilizer, and skilled engineers were sent to
grow the crop, and then the rice was transported by ship back
for sale in Japan, chiefly in the Kanto region.

0zawa: This shows how closely connected breeding crops like
rice is to laying the foundation of the modern nation-state.
on the other hand, what about other agricultural possibilities,
such as native species or farming that prioritized the relation-
ship with land used to grow native species?



Fujihara: Modern agriculture has certainly provided food for
many more people and greatly enriched the choices available
for humankind, but it has also impacted the soil and crops.

In the 1930s, for instance, there was a huge natural disas-
ter in the United States called the Dust Bowl. As a result of
overusing chemical fertilizers and plowing the topsoil with
tractors, the land that normally trapped moisture was allowed
to dry out, leaving the winds to blow away the soil and cause
erosion. This was also seen around the world before and after
the Second World War. Moreover, the things that everyone
wants to buy became standardized and produced in large
numbers. Take a carrot. The word immediately makes us think
of a Western-style carrot, not Japanese varieties like Tak-
inogawa or Kintoki. A carrot is one example of how there are
many different varieties, but agriculture is fundamentally de-
voted to the specific types of products sold at supermarkets,
and breed variety gets lost. And if we overuse agrochemicals,
while it is good that we can kill pests, there are side effects
like killing beneficial insects or damaging the health of the
people using the agrochemicals, so negative factors have ap-
peared in all sorts of ways.

When that happens, attitudes shift in the opposite direc-
tion. Change the soil so that is contains lots of moisture and
doesn’t wash away. Maintain the diversity of breeds. Ensure
that that land doesn’t destroy the cycle of various ecosystems
by the use of agrochemicals. Lots of approaches like that ap-
pear. This is organic farming, which emerged in around 1925
in Germany and India. At the time, the use of agrochemicals
was not so extensive, and people could devise farming meth-
ods that did not use chemical fertilizers. Organic farming at-
tracted attention fully later, in the 1970s, when pollution was
a massive problem in Japan. Court cases were ongoing over
the so-called “four big pollution diseases” and in all, the state
and corporations involved lost, and the Ministry of the Envi-
ronment was established.

Rachel Carson’s book Silent Spring and, a little later in
Japan, Ariyoshi Sawako’s Complex Pollution triggered the
spread of a passionate movement that sought, through or-
ganic farming, to completely change not merely agriculture,
but the whole relationship that humankind has with nature.
Organic farming is, however, very difficult and labor-inten-
sive, and because agriculture only works if there’s a guar-
anteed market, it is fundamentally not something likely to
be profitable. Nonetheless, during the 1980s and 1990s, it
gradually acquired value, and something that was original-
ly anti-commercial and anticapitalist became compatible
with the market. These are the main developments to date,
and where two or three generations of young people have
struggled.

0zawa: We have modern agriculture, where various forms of
technology combined with the market and developed on a
huge scale, and organic farming, which emerged as an al-
ternative to that. In either case, though, we are eating crops
that are made. Next, | would like to take up the keyword of
“opening up” to think about cooking and eating. As someone
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who studies agricultural history, does your work involve actu-
al hands-on practices related to eating?

Fujihara: When | wrote in my book The Nazi Kitchen (defini-
tive edition editorial republica, 2016) about how the kitchen
had changed during the first half of the twentieth century,
I collected German kitchen designs from the nineteenth to
twentieth centuries as well as the memaoirs of designers, rec-
ipe books used at the time, and catalogs for kitchen electrical
equipment. Looking over the recipes that | collected, I could
sense the passion that people had to devise and cook deli-
cious food. In the 1920s, the act of cooking and the kitchen
were, in a sense, turned into a factory. The academic field
of home economics was introduced to Japan from the United
States and we start to see the spread of kitchen designs that
are exclusively for cooking, almost like an assembly line. |
then wondered what it would be like to make an Eintopf stew
according to a recipe from that period, so | translated the reci-
pe from German to Japanese and asked food science students
at a high school in Kumamoto to make it. It is a simple soup
with roughly chopped potatoes, grated potatoes to thicken it,
and also vegetable scraps, all stewed together to bring out
the flavor. In the First World War, people didn’t have oil and
meat was also scarce, so they really strove to come up with
ways like this to give a dish a stronger taste just with potatoes
and so leave you feeling full. Around thirty Kumamoto City
locals came to eat the Eintopf and everyone said that it tasted
good. The teacher who was the cooking club’s advisor sug-
gested, though, that potatoes had a stronger flavor a hundred
years ago. Otherwise, they said, you can’t make something
delicious if you follow this recipe. With the potatoes that we
have today, which have lots of moisture from using so much
chemical fertilizer to grow them, perhaps we can't easily rec-
reate the meals from the time.

The kitchen is a place that connects people, lets us taste
history, and induces conversation. And the more people who
come, the more this is the case.

Ozawa: Eating is an act that connects people and enables
us to shuttle back and forth across a timeline. But over the
course of everyday life, we often feel disconnected from the
places where food is grown, where it is cooked, where it is
eaten, and what happens to it after it is eaten. It seems like
we can't really imagine what connects the before and after,
or the route things take.

Fujihara: Yes, it does indeed seem like that in general. In
the same way that the division of labor saw various types of
jobs separated in the twentieth century, aspects of lifestyle
have also become increasingly detached from one another,
and | think the toilet, in particular, has retreated into this very
specialized realm. I have recently enjoyed more opportunities
to speak at nurseries, however, and when | went to one, | got
this renewed realization that the place where people eat is
closely connected to the place where the food comes out. This
is because many children aged one or younger wear diapers,

and everyday life is defined by whether or not you can change
a diaper or have access to a toilet. Not only in nurseries, wher-
ever people would raise or care for children, it was the norm
until very recently that you would wash the hand you used to
wipe clean their behind and then eat with it.

| learned a lot from the ceramic artist Motohara Reico, one
of whose artworks involves taking a trip along roads under
which a sewer pipe runs while wearing a kitchen sink on her
back. We use ceramics like rice bowls to eat food and then we
excrete that food into a ceramic toilet bowl. Inspired by this,
Motohara made a ceramic kitchen sink, added straps to turn it
into a kind of rucksack, and wore it while following the path
sewage takes to visualize what is hidden.

If, on the other hand, we look at what is happening in
the sewer pipes, it's decomposition by microorganisms. Sewer
pipes are like the giant intestines of the city, as the nine-
teenth-century French novelist Victor Hugo writes in his novel
Les Misérables in the scene when the protagonist Jean Valjean
is carrying Cosette’s lover Marius and escaping through the
sewers, which are described as the “inner organs of Paris.” In
the sewers that run beneath the city, the things that humans
have eaten and excreted are eaten by microorganisms and
return to nature.

Excretion is continuously linked to eating. We then ask: Are
we able to excrete properly? Have we put massive amounts of
antibiotics in our body? Or have we ingested the dietary fibers
that microorganisms love? | remember that excretion is this
kind of altruistic act whenever | visit a nursery.

0Ozawa: If we look at what lies beyond this cyclical, altruistic
relationship, we arrive at the keyword of “decomposing.” Ex-
creted things like compost, for instance, are decomposed over
a long time and then produce the things that become nutri-
ents in the soil. In that sense, it seems difficult to separate
decomposing and producing.

Fujihara: “Decompose” is an incredibly important keyword,
though | also think that all kinds of things in our lives have
been poisoned by the word “make.”

We live our lives in the grip of a kind of production wor-
ship. Politicians use the word “production” to describe children
being born. Nations compete against one another in terms of
their level of gross domestic product, but why not in terms
of their ability to decompose? The indicator we now need is
surely rather one of a nation’s gross domestic decomposition:
to what extent are the things that you make in your own
country returned properly to soil or sea? And yet, the indicator
we use is for anything and everything that is made, distrib-
uted, and consumed. Even things that are fated to decay like
food are packaged with preservatives and available to con-
sumers almost like pencils or such products. Frozen foods can
now keep for a year. Of course, this helps us reduce cooking
time by a lot, but it's unnatural for food not to decay, since it’s
ultimately the remains of a living creature.

As a result, these things that have become products are
too available and we have reached the point where they are
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easily disposable, even though they are food. Our society
of mass production, mass consumption, and mass disposal
emerged from this production worship. But essentially, the
broad area that we call “production” isn't possible unless the
materials are decomposed to start with.

0zawa: If we think about it, decomposition occurs inside our
body so that cells break down and then get filled up again,
and also in all aspects of living creatures in that microorgan-
isms eat the leaves that fall on the ground, animal carcasses,
and so on. Decomposition takes time, but today’s world is a
fast one. We can make compost in two or three years, but |
wonder how compatible that speed is with the speed at which
the world now operates? And the smell of compost is perhaps
difficult to accept today. When | think about this, it seems
like the SDGs, environmentalism, and such social movements
aren'’t really able to talk about things like the slow pace or
smell, and | am left feeling at a loss.

Fujihara: | find the ecological attitudes popular today very
uninspiring. There’s too much emphasis on a cycle that is in
beautiful harmony, that doesn’t change. I think it's because
the cycle came first and people don't really think about de-
composition. This cycle or recycling that seems to unfold on
the planet is possible because the world sheds its skin, the
bones become visible, smells waft in, and things decompose
down to nothing. That world is incredibly beautiful. Decom-
posers arbitrarily yet skillfully break down the complete mo-
lecular forms that have miraculously built up until now, show-
ing us the unintentional harmony of that arbitrary nature.
Moreover, decomposition is actually a deodorization process.
With compost, cow dung initially has a strong smell, but if you
put straw down properly, trap heat, and decompose and fer-
ment the dung, it decomposes cleanly in a way that doesn’t
have a smell that people find unpleasant. If we can match our
lives to the decomposers so that they can gradually decom-
pose things for us, various pollution issues, our quality of life,
and so on will naturally improve.

And if we consider fermentation as another form of de-
composition, fermentation is no more than just another form
of decaying. This provides us with pleasant things like sugars
and alcohol as byproducts without using oxygen. By making
delicious glucose or alcohol for us, the things that get discard-
ed enrich our lives again.

Ozawa: In terms of “making” that starts from decomposing,
the work of OLTA really illustrates this. The group is engaging
in no-till farming at a site near ARCUS Studio, but this is less
the act of completing a work of art than sharing the process
with local residents so as to decompose the site. Beginning
with locals asking what they were doing, OLTA would tell
them about no-till farming and serve them tea made from
the vegetables they had harvested. A so-called work of art,
on the other hand, is a kind of quirk of modern society, an
invisible constraint whereby we think we have to complete
something at all costs. In its completed form, a work of art is



sold or added to the collection of an art museum. This is the
system and perhaps we can’t do much about that, but if we
could think along the lines of opening up and decomposing
works of art more, it would increase the breadth of what’s
artistically possible.

Fujihara: | wrote an essay (“What Does It Mean to Think about
the Environment Today?,” Gospel and World, May 2020) think-
ing about that, wondering what it would be like to take all
the two-character compounds in Japanese that use the char-
acter for “make” and switch it with the character for “decom-
pose.” For example, the compound meaning “writing” would
become “de-write,” as if a written text “decomposes” all the
words that exist in the world. To put things more substantially,
we have the word “composition,” as in a musical composition,
and then we have the ecological term “decomposition.” This is
the negative form of “composition,” so does it mean a “musi-
cal de-composition”? Perhaps this “decomposition” is a world
in which musical notes keep leaking in. In which case, how
about “de-compose” instead of “compose”?

Art seems to exist in the grip of a completion worship, but
perhaps we can explain this if we change “make” to “decom-
pose.” It's interesting how OLTA tries to enjoy the process by
involving the passersby who gathered there. | think the era
of career development is drawing to an end. We could think
of this as a kind of career downsizing. The vista that finally
comes into view after building up your career seems to be
nothing more than the authoritarian oppression of someone.
Instead of that, that feeling of going around in circles without
ever reaching a destination—what we so loathed and labeled
“stagnation”—is perhaps what life is in its truest sense. And
isn't that world incredibly rich and attractive? The question
of how things connect with humans within that roundabout
process is, it seems to me, what emerges as the approaches
conceived by creative people.

Ozawa: It’s like instead of building up a career, taking it down
and spreading it out. That’s also a kind of “decomposing.” If a
sort of zeal can then arise among different people and inspire
each other, life will surely be enriched, as what OLTA is doing
shows.

Production begins with materials and raw materials ob-
tained from the soil and sea, what is made gets shared with
people, and then eventually returns to the soil and sea. This
cycle is sustained not only by humans, but also involves other
animals as well as plants and microorganisms. If we could
then adjust that to the nonhuman time, the issues facing hu-
mankind that threaten its very survival might gradually “de-
compose” and be solved. There were many things we couldn’t
talk about or include here today, but I hope we can save them
for next time.
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The Exchange Residency Program sees ARCUS partner with or-
ganizations overseas to support practice- and research-based
activities by jointly selected artists, curators, and researchers.

For this year’s program, ARCUS worked with SeMA Nanji
Residency. The participating artist 1da Daisuke collaborated
with four Korean artists and one German artist using a digital
platform that SeMA Nanji Residency built. The created artwork
was presented online as a digital project and also exhibited
at Seoul Museum of Art. In this way, the program sought and
proposed new possibilities for online residency formats and
artistic collaboration at a time when travel was restricted due
to the coronavirus pandemic.

Partner Institution
SeMA Nanji Residency (South Korea)

Program Period
January 5-March 15, 2022 (70 days, online)

Artist
Ida Daisuke

Selection

The Japanese artist was selected by SeMA Nanji Residency
and the ARCUS Project Administration Committee from those
nominated by the committee.
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The program this time was highly experimental: instead of
actually going to South Korea, the entire production process
was conducted online. This endeavor incorporated the sense of
searching for new residency formats of the post-pandemic age.

As per the program’s approach, each artist was asked to
produce 3D data, images, sound, and video in their respective
country, and upload this material to an online platform to be
randomly combined. And so it began, none of us knowing
where this would take us. I lived my life in Tokyo as normal,
taking part in discussions two or three times a week.

I was mainly in charge of the 3D data. Given the contingent
and online nature of the work, | wanted to integrate those
elements also into the 3D data. I collected images of a
particular sculpture from photos taken and posted online by
ordinary tourists, and arranged these into 3D data.

Each of the artists ultimately uploaded around forty pieces
of material, forming “one” artwork. The artist sets the color,
sound, data number, and so on, and these are then randomly
arranged and outputted in a virtual space. The number of
artworks that can be set and output like this are infinite.

I sensed the contingency that emerged with the gradual
fusion of individual elements not only in the work itself but
also in the production process. Though the project was plagued
by unexpected challenges, it also gave me suggestions for my
next work at sudden moments. | wasn't able to go to Korea,
but could learn a lot of new Koreas through the exchange |
had with the other artists. Having arranged those as material,
does the (tentative) “Korea” that exists inside my mind match
the real Korea? I'd like one day to go check. [Ida Daisuke]
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Born in Tottori Prefecture in 1987. Lives and works in Tokyo. Daisuke Ida
completed a master’s course in sculpture at Tokyo University of the Arts in
2015. In his practice, he investigates the nature of sculpture, employing a
wide range of media—from sculpture to moving image and 3D computer
graphics—to visualize the invisible structures of contemporary society as
well as the awareness and desires of the people who live in it. Since 2016,
he has created what he calls “photo sculpture,” using online image data
anonymously uploaded by people across the world to sculpt objects and the
body as they exist in the age of the internet. Recent exhibitions and activities
include Tokyo Biennale 2020/2021 (Shin Tokyo Building, Tokyo, 2021), Public
Device (University Art Museum, Tokyo University of the Arts, Tokyo, 2020),
and LOVE LOVE SHOW The Second (Aomori Museum of Art, Aomori, 2017).

HRFIEDRM £73HT DR IVEZ(HERDP) 20224 FI1F)
Digital images as material for collaboration (The Gate of Hell, 2022)
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ARCUS Project Ishii L W Tomo imai

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 Miyata Yuki 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 Watanabe Keiko (occupational
therapist, Fukuroda Hospital), Uehara Kouo (artist,
Fukuroda Hospital), and Kawakami Shintaro (psychiatrist,
Tokyo Metropolitan Matsuzawa Hospital) from the field of
psychiatric care as well as Imai Tomo (curator, Arts Maebashi)
and Koyama Wataru (artist) from the art field, together with
members of the ARCUS Project team including Miyata Yuki.
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.
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Programs Overview

1. On-Site Coordinator Training/Research

Miyata Yuki 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: Uehara Kouo, Watanabe Keiko

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

Moderator: Ishii Mizuho

The History of Psychiatric Care

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

Presenter: Kawakami Shintaro

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

Moderator: Ozawa Keisuke

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

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

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

Moderator: Ozawa Keisuke

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 Miyachi Sachi 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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Program Period:

September 7-15, 2021
October 20-November 8, 2021 (29 days)-
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ARCUS held an artist residency through a new partnership
with Daigo in Ibaraki Prefecture, inviting one artist to spend
twenty-nine days in the town. Building on the experience
and accomplishments ARCUS has accumulated to date, the
program aimed to share approaches and tasks related to
planning, implementation, and supporting artists, and to
uncover the appeals and resources of Daigo by holding an
artist residency. The venue for the residency was Daigo Artist
in Residence (DAIR).

At first, ARCUS held discussions with the town about
candidates for the residency. The selected participant was
Kano Tetsuro, who has experience at residencies both in
and outside Japan, and whose work explores his interest in
hunting. Kano stayed at DAIR for two periods of, respectively,
nine and twenty days between September and November. He
conducted research and artistic work related to the large traps
used to hunt wild boar, the high-quality wood yamizozai, and
old routes in the area. At the end of his residency, he held an
open studio event and explained to visitors about the initial
work he showed as well as the process of his research and the
knowledge he had gained.

During the residency in Daigo, a three-way teach-in was
organized with the artist, the town, and ARCUS. Each partic-
ipant shared their experiences of residencies and proposed
advice for developing Daigo’s AIR program further. As a wrap-
up event, a presentation was held at ARCUS. Attended by
representatives from local government and people interested
in artist residencies, it provided an overview of AIR Bridge
2021 and an opportunity for attendees to share their opinions
about its results.

#&#2(pp. 52-53):#R A% Photo: Nemoto Yuzuru
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organized by

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)

Supported by

The Agency for Cultural Affairs Government of Japan
in the fiscal 2020

Embassy of the Kingdom of the Netherlands in Japan
DutchCulture, centre for international cooperation

Endorsed by
The Japan Foundation

Cooperated by
Embassy of the Republic of Latvia in Japan

Co-Supported by

Sekisho Corporation

KASHIMA FUTO Co., Ltd.

The Joyo Bank Ltd.

Tsukuba Bank, Ltd.

Moriya Financial Group

Kaichi Gakuen Nozomi Elementary School
Kabe Kobo

Moriya Commerce and Industry Association
IBARAKI Port Authority Corporation
Mugen Mirai

Approved by
Association for Corporate Support of Arts

Program Partner
Fukuroda Hospital

Network Partners
AIR NETWORK Japan, Res Artis
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Organized by

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)

Supported by

The Agency for Cultural Affairs Government of Japan
in the fiscal 2020

Embassy of the Kingdom of the Netherlands in Japan
DutchCulture, centre for international cooperation
The Mitsubishi UF) Trust Cultural Foundation

Endorsed by
The Japan Foundation

Co-Supported by

Sekisho Corporation

KASHIMA FUTO Co., Ltd.

The Joyo Bank Ltd.

Tsukuba Bank, Ltd.

Moriya Financial Group

Kaichi Nozomi Primary & Secondary School
Kabe Kobo

Moriya Commerce and Industry Association
IBARAKI Port Authority Corporation

Approved by
Association for Corporate Support of Arts

Program Partner
SeMA Naniji Residency
Daigo Town

Toride Art Project

Network Partners
AIR NETWORK Japan, Res Artis
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Open-Call Period

FY 2020: April 1-May 12

FY 2021: April 8-May 12

In FY 2021, an application fee of ¥3,000 was introduced.

Application Materials & Selection Process

Preliminary Screening

Application materials (CV, statement, essay, images of artworks,
optional video and audio data)

Final Selection

Additional application materials and self-introduction video

Program Provisions

FY 2020

Online residency program (85 days)

Living expenses (¥153,000), production costs (¥250,000),
support staff, final presentation, catalog

FY 2021

Online residency program (85 days)

— An artist with non-Japanese nationality (participating in 2020
and 2021 programs)

Living expenses (¥153,000), production costs (¥300,000),
installation costs, support staff, Online Open Studios event,
catalog

—An artist with non-Japanese nationality (participating in 2021
program)

Living expenses (¥153,000), production costs (¥300,000),
support staff, presentation of the work-in-progress for the
Online Open Studios event, catalog

Residency at ARCUS Studio (85 days)

An artist with Japanese nationality (participating in 2020 and
2021 programs)

Transportation costs, living expenses (¥153,000), production
costs (¥383,000), studio, accommaodation, support staff,
Online Open Studios event, catalog

Eligibility

All applicants must:

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

—not be enrolled at an educational institution during
the program period unless it is a PhD program.

—be in a state of good health and able to carry out daily
activities independently.

—have an English-language ability proficient enough to
communicate with other artists and staff.

FY 2020
All applicants must:
—be born on or after January 1, 1980.

A non-Japanese applicant must:
— possess a nationality other than Japanese.
—be able to enter Japan legally.

A Japanese applicant must:

— possess Japanese nationality and reside in Japan.
However, applications are accepted from those residing
outside Japan at the time of application but who return
to Japan by the start of the program.

An applicant from the Netherlands must:
— possess Dutch nationality or be based in the Netherlands.
- be able to enter Japan legally.

FY 2021

All applicants must:

—be born on or after January 1, 1981.

— possess a nationality other than Japanese.
—be able to enter Japan legally.
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National Museum of Taiwan History

Eikichi Iso Memorial House, National Taiwan University
National Taiwan University Library

State Cultural Capital Foundation of Latvia

United Nations Archives and Records Management
Sections
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