Creative Encounters: RES ARTIS MEETING 2019
Reimagining Residencies KYOTO

CREATIV RES ARTIS FU#R
ENCOUNTE MeEeTngR S
RE=0-2 I MAGINING
RDES|[2019 k0T ENC|ES

N=EE N
E.U i'é':_ EI,‘J EEH_I% @ s ?:%)

T—FARb - AV - LIOTFVROBEEG A D

RBEREYY -




LYVTARI—T 172019588
AIENEE—T—T4Ab - 17 - LITUROBIEEG
Res Artis Meeting 2019 Kyoto

Creative Encounters: Reimagining Residencies



P—FT4RM A4Y - LYTFYROBEE

Reimagining Residencies

B8E 3% | Mami Katsuya

RE=EMitr2— TOTITL - TALIEZ— | LY TARI—T4 720197 tEEE
Program Director, Kyoto Art Center | Steering Committee, ResArtis Meeting 2019 Kyoto

20195%2R. F#TLYNTA4R - I—T4v 7 %2RELT, HF
EE - MELV1748HDT7—T 1R - 4> - LTV R (AIR) E
BEPT—T14RAMHSIIL, 3AAIKCHYRBOEHEEZEEISTTR
BBEROXRPThbNhi,

T—=eE2DIE [FT=T4RM AV LT RAOBREEK],
ROEMELT, FRAMIRBOLIS TV, BANESRZE
WO bR, SHENICBELEVLT S RLLITYRAE,
FERDBICIZESHTVLHFHLWEERENERIYIELHET, HL
WEIFREESRZZD, FLOBRATDT—RR2T4, £1-ThZ
TOEREBEIATEDLSICT—HAT LT RELDODE, B
FICHARZ D [P—T 4R AV - LTV | OBZ%ELI—
EEGLET LI GERLE-L5ICBS,

HETFLTZOIER, HEIOFVILRICEZ SV TFIvoh
BIY, IFEALDLYTUYRERIFI—ESRZLEDHEILIEST,
SETCHREYHDLIICEZLTEALHAZTEICRYKSShR
T, REROARTEDFEELERNICSEEEYICLEZON
YTFIvOE LIOTUYRBEORZELT, HOWIENIEEICHKE
5231335,

Res Artis ELTH NV TIvIRIREDI—T4v T A1 K
RETIR, —RAICRTILTEZLOERVHHY, BINERTZ
DHEVDHOFLLWTAS /MR AT HRL—avhEEhizZ
LIZKERBRTH T, SHRBERLYSTVYREEEICESTK
ERFrLYIERBN, blLibHFIVTAT17 TOERITBRY,
BHEDT- DT 5y b7 —LELTAIRDFRENTRHZZ LA H L
55,

FEOFEICH > T, FFV X EEAKRERLY S KAYR—F
zWFEEELE,

B<ELEBELEITFET,

In February 2019, we held Res Artis Meeting in Kyoto. One hundred
and seventy-four artists as well as organizers of arts residency pro-
grams from countries and regions across the world joined the meet-
ing, engaging in three days of lively discussions and exchanges in the

city of Kyoto.

The conference theme was “reimagining residencies.” At that time,
new trends that cannot be contained in the existing residency
framework had begun to emerge, such as the guesthouse residency
model, project-based residency model without a permanent facility,
and digital residency model without involving physical movement,
and thus the meeting served as an opportunity to reimagine the ev-
er-expanding concept of the artist-in-residence program through
the questions of how to understand these new trends and how to
archive these developments based on case studies of the new types

and on the know-how accumulated until now.

One year after the meeting, almost all residencies were unexpect-
edly forced to cease operating due to the COVID-19 pandemic. This
pandemic, which paradoxically shed light on the worldwide airline
network that we have taken for granted and on the existence of
public health that allows us to stay at residencies safely, will affect
not only residency projects but also all other artistic activities.

That the meeting in Kyoto, which was Res Artis’s last conference be-
fore the pandemic, led to many encounters and several new projects
as well as collaborations among the participants is a great achieve-
ment, and rewarding for us as organizers. While residency organiz-
ers will face major challenges in the next few years, the role of arts
residencies as platforms for creativity will never end as long as we
continue to create.

We are very grateful for the generous support we have received
from the Embassy of the Kingdom of the Netherlands in Japan to
produce this publication.



BX | Index

o1

BED7Z—T 4R - 47 - LTV RHR
BEhoDER, BEITHT—T4XMEF(T1ED DM,
WEDObH7=L7=H

Overview of Artist Residencies in Japan:

Considering the Climate,
Moving Artists and Their Host Regions,
Ourselves at Present

IEHES
Mami Odai

02

BEDT7—TAR - 42 - LVTYRIZOVT
—RB, TA4F—TORFE. JIINEE
On Artist Residencies in Japan.

Site visits, dinner conversations and backyard stories.

NATL + TH—=~ILR
Heidi Vogels

o3

BERODEELT—TARF - M4¥ - LPTUR
A selection of Artist Residencies in Japan

FIVEDEELT—TAARF 4 - LOTVR
A selection of Artist Residencies in the Netherlands

F—TARb AV - LITVR-AREETS QYRS - TPYFYAAT
Art Residencies: Performing the Margins Mariska van den Berg

LYNVTARI—T 1272019 #B FFa Ak
RIEHEE—T—TARL - 4> - LTV ROBAK
Res Artis Meeting 2019 Kyoto Document

Creative Encounters: Reimagining Residencies

AL DI : S gy
BT — T4 AV LT ROKE A74Y - F=v>

Lea O’Loughlin

Eliza Dawson

Evolution to Adaptation:

The Future of International Arts Residencies



BED7—T4Rb - 42 - LITVRER
FEhoDER, BEITET—T4XMEZITIEDIMIE, WEDbiLED
Overview of Artist Residencies in Japan:

Considering the Climate,
Moving Artists and Their Host Regions, Ourselves at Present



BED7Z—T4Rb - 42 - LOTRER
BEhonER, BENTET—T14RAMNZITIEDZHE, WEDb/LTH
Overview of Artist Residencies in Japan:

Considering the Climate,

Moving Artists and Their Host Regions, Ourselves at Present

JIEHHFESE | Mami Odai

BEICEITSZ [7—F14RF - A4Y - LYTFYR (UTAIR) ] I3,
1990FRICHBEE., XL, ERKREELFEZELTEASNE
EEDNTWET, LALLED B, AIRICEBLEEECIRRIE
PHETIHIDIF>THERBTEENTEET,

It is said that "Artist-in-residencies (hereafter AIR)" in Japan were
first introduced by the Ministry of Foreign Affairs, the Agency for
Cultural Affairs, and the Japan Foundation in the 1990s. However,
features and situations that resemble AIR can be traced back to the
Middle Ages.
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It has been established that already in the Middle Ages artists re-
located in order to create works, and there were people who sup-
ported their movement. Many works have been left behind as a re-
sult of the movement of traveling artists (poets, painters, Buddhist
sculptors, artisans, etc.) of the time, and records of the people based
in regional areas who accommodated them during their stay can be
found in various parts of Japan. Regional records testify to the fact
that support was given to the movement of these artists, for whom
travel and movement was essential.

In addition, since long ago artists have repeatedly been found
among the people who evacuated or escaped from wars and disas-
ters, and they often created new bases to continue their creative
activities in regions to which they evacuated or migrated, while oth-
er artists would also come to stay with them. To cite one example,
during the Onin War that took place in Kyoto in the 15th century,
it is possible to see the formation of new bases for creative activi-
ties as a result of artists and aristocrats moving their lives from the
capital to temporary cities they made in other regions. In particular,
the movement of intellectuals from Kyoto to what is now Yamagu-
chi City is well known, and Unkokuan (literally, “Studio of Clouds in
the Valley"), the building where master of Suiboku-ga (ink and wash
painting) and Zen monk of the time Sessha Toyo temporarily took
up residence and used as a studio, still remains today. Its appear-
ance perfectly overlaps with that of modern AIR, which are located
away from the hustle and bustle of the city. It is certainly possible
to imagine the daily life Sesshi spent at Unkokuan painting in his
studio. That Sesshu’s movement to and temporary residence in Ya-

maguchi was realized with the support of local persons of influence
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can also be recognized as bearing similarity in structure to the Prix

de Rome, understood to be the origin of AIR.

In addition, during the Great Kanto Earthquake and World War ||,
artists who were affected or evacuated from Tokyo headed for the
suburbs, or even further to Hokkaido, Nagano, and regional areas.
New bases for creative activities (artist's atelier villages) were es-
tablished in locations to which artists moved due to wars and disas-
ters, while other artists were attracted to visit and stay there. Such
developments also resulted in the same experience as that provid-
ed by AIR, where the artist also stays temporarily to produce work.
This movement and temporary residence of artists resembles the
private, independent existence of micro-residencies, which primar-

ily take the form of artist-led initiatives.

In this way, it is a fact that a diffusion of culture occurred in Japan
together with the movement of people that accompanied wars and
disasters. In addition, there is also a sense of cultural independence
in areas to which people have migrated, where a distinctive regional
culture forms as people adapt to the climate of that region. In the
past, Japanese people typically did not move from their place of
inhabitance (a defined area) except in unavoidable circumstances
such as wars or natural disasters. It is conceivable that regional cul-
ture, based on the premise of confronting the climate of the region
and adopting a posture of reading the natural environment and
land, reached maturity precisely because people remained in one
place. Japanese earthenware exemplifies this characteristic, in the
sense that diverse pottery made using clay in respective regions of
Japan has enriched the world of Japanese tea ceremony.

At the same time, this also led to the formation of closed communi-
ties that isolate whatever diverges from the thoughts and sensibili-
ties rooted in the local climate. When describing a certain region of
Japan, it can also be expressed by referencing the degree to which it
is closed to the outside. And the strength or weakness (gradation) of
its closed nature can often be seen to be measured in terms of the
level of human movement in and out of the region in question. It is
possible to say that the standard for evaluating a certain region pos-
itively or negatively, determined by multiplying the gradation of its
closed character by the frequency with which people from outside
enter and leave the region, is always fluid depending on the perspec-
tive and mood of the times.

In respect to AIR in Japan, | would like to explain their transition
up to the present on the premise that the movement of artists has
been recorded in Japan from the Middle Ages, that the fate of un-
avoidable events such as wars and disasters have repeatedly forced
the movement of people, and that a diversity of regional culture had
already existed in the small island country of Japan.
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The 1990s can be equated with the period in which the Japanese
government imported AIR into Japan and supported their estab-
lishment.

Entering the 90's, AIR was introduced as a new system of support
for artists in the field of arts and culture. Used as a means of cultural
diplomacy, the government introduced the AIR framework in its un-
altered state as a Western model, and they spread across Japan as
a "new program for arts and culture with facilities” that were often
sponsored by regional governments. Aside from the development
of AIR backed by the government, in 1991 the stay and production
of artists that accompanied the opening of an international exhi-
bition in Fukuoka necessarily shifted to the AIR format owing to
insufficiencies in the operating budget of the artist initiative that
had organized the event.[1] This led cultural institutions of foreign
countries to begin to establish spaces in Japan where the artists
could stay and produce work.[2] In addition, several AIR programs
were initiated by artists in the suburbs of Tokyo, where they had
taken up residence due to the affordability of land.[3]

The following are frequently cited as a background to this period,
which saw the rapid establishment of the AIR structure (frame-
work) in Japan: “Artist-led experiments between art and towns
began”; “those who had experienced AIR overseas established their
own creative bases and began hosting guest artists”; “the govern-
ment supported the introduction of AIR as a means of cultural di-
plomacy”, and “cultural administrations sought new approaches
(the AIR program concept as an alternative to art museums).”

20004E1X = AIRZFDRHL L SHRIE

2000s = Winter Years and Diversity of AIR
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I started working in the field of AIR programs as a staff member from
the end of 2002. From this age to the present, | have accumulated
an 18-year-long career as an AIR administrator and AIR explorer
(geek). Therefore, the following manuscript will strongly reflect my
personal sentiments based on actual experiences in the field.

AIR made a spectacular start as a new generation of program for arts
and culture, but thereafter saw the arrival of an age that could be
described as a dark period mired by difficulties related to operating
funds. With the end of the Agency for Cultural Affairs subsidy that
had continued from the late 1990s[4], it became difficult for opera-
tors who did not have the facilities to continue their AIR programs.
On the other hand, due to “an increased awareness of AIR as pro-
grams for arts and culture,” which resulted in their “incorporation
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into urban policies (in order to meet the conditions for registration
as a UNESCO creative city)” and “the appearance of large-scale AIR
that local governments positioned as their cultural policy,” a gap be-
gan to widen among AIR operators in terms of their administrative
structure, scale, and working environment. AIR in Japan were left
with no alternative but to enter an age of diversity. This situation
also led me to begin my exploration into AIR through involvement
in privately-run AIR programs in regional cities throughout Japan.
The simple term AIR is used to refer to respective programs, but
there is a sense that each is unique and very different from one an-
other. Therefore, | decided to classify domestic AIR according to the
type of AIR operator as a means to compare differences in program

contents.

1990’s

AR @A I3
AIR was imported

2000’ s

IS ERDEE
Blooming of localism

191 FE YA b ROT74y 7AYo b
Site specific project in city in 1991

FNLFT4TAR—R
T=TARM=TFT

7—F NPO

WATOT— 7z RT 1450
BAOX{RTHOT—F7AS xS b
Alternative space

Artists initiative

Art NPO

International art festival in local area
Art project on Japanese context

BROR
LX - FIT 4 RER 2012 0 3 [bfzLEzbOANEEbILEEBD
Res Artis Tokio 2012 Post 2 11- -11 F— ]
F—%a—2020 = HAEHL Era of Imigration
Tokyo 2020 = Regional revaitalization “Our Life is Our Art”
L= HHRE, Cultural development
ACAC (%7%). 18 1788, TOKAS (33). BankART £ & (1 % JI). HFR2I4 Hm), AIT R

AIAV (L0, 5
&), ARCUS Project (i), XiR - MO=H (X&), HF
MR TEE (BM)

ACAC, Aomori; Fukuoka Asian Art Museum; Yokohama
Museum; TOKAS, Tokyo; AIAV, Yamaguchi; Kyoto Art Center;
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In addition, if we look to a phenomenon that | was able to wit-
ness in and around the AIR field over the last 10 years, “there was
an increasing emergence of AIR that shift away from a structure
of unilateral support for artists toward AIR run by artists them-
selves,” possibly due to “an increase in the number of artists who
have experienced AIR overseas.” At this time, artist initiatives and
art activities organized by townships also increased. Furthermore,
other non-institutional arts and culture programs flourished, as ev-
idenced by the “emergence of art NPOs" as AIR program operators,
and “the expansion of arts and culture programs in regional cities
outside metropolitan areas where there is a high density of arts and
culture activities. At the same time, a network of domestic AIR op-
erators called the J-AIR Network was established due to efforts by
the late Keiko Kadota[5] with the aim of supporting these new arts
and culture activities through the “cultivation of human resources
in art management” and the development of positive relationships
with foreign embassies in Japan. Consequently, respective AIR op-
erators active throughout the country had the opportunity to meet
at least once a year and exchange information through face-to-face
communication. As a result of this network, favorable relationships
developed among domestic AIR operators, and it can be speculated
that Res Artis (1993-), which had already occurred in Europe, had
a positive influence on this congenial atmosphere. Arguably, pro-
fessional AIR operators in this age consisted of a small community
in the field of arts and culture that held only a minor presence. The
fact that, with the exception of Ms. Sachiko Kanno (employed by the
Japan Foundation at the time)[6], researchers in the AIR field failed
to discover this community attests to this state of affairs.

As for myself, | was expending all my wisdom and physical strength
in trying to pursue the potential of AIR, by establishing a new AIR
program that incorporated the essence of AIR based on NPO S-AIR
in Sapporo in which | was involved at the time, and by inviting art-
ists who were staying and producing in Japan to participate in re-
gional art projects among other things. However, while my desire to
be involved in this work grew stronger the more | learned of the pos-
sibilities of working collaboratively with artists, and the deeper the
relationship between the AIR and community became, | reached an
impasse when | found | couldn’t make a proper living no matter how
much | worked.
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Immediately before the next age that directly connects to the
present, | myself joined an overseas training program for art practi-
tioners run by the Agency for Cultural Affairs, studying under Maria
Tuerlings, founder of TransArtists (Amsterdam, the Netherlands),
for almost two years in order to conduct a survey into the survival of
AIR and artist initiatives in the Netherlands. Following my return to
Japan, | became involved in the Arcus Project, an AIR with an exec-
utive committee sponsored by the Ibaraki Prefectural government.
This was an opportunity that allowed me to gain a comprehensive
overview of the differences between art activities in metropolitan
areas, domestic AIR operators whose organizational structure and
contents remained unchanged since their foundation, and AIR and
artists' activities in the Netherlands, the country to which | was dis-
patched.

It was precisely because the last 10 years were so severe that many
people involved in this field began to exercise their own ingenuity
and initiate new movements not limited to AIR, leading the diver-
sity of AIR to be visualized beyond the variety of operators. In par-
ticular, the presence of art NPOs, a new leader in arts and culture
activities, became a symbol not only of AIR but also the subsequent
"Age of Regionalism."” At the same time, longstanding AIR programs
that had established themselves in the 1990s turned their eyes to
these new movements, while steadily carrying out their work as if
embodying the infrastructure of the arts and culture field, and there
is a sense of timelessness in the way each resolutely and consistent-
ly faced one another.

Amidst this course of events, support for AIR programs was revived
following the appointment of a new Secretary of Culture in 2010
who evaluated AIR as an effective means of cultural diplomacy(7],
while Tokyo Wonder Site (currently Tokyo Arts and Space) (To-
kyo) was appointed host of Res Artis General Meeting 2012 Tokyo,
leading the momentum of AIR programs to intensify. However, the
AIR programs targeted by the government (the Agency for Cultur-
al Affairs) as recipients for financial support were tied by the key-
word of “cultural diplomacy,” thus limiting them to the invitation
of foreigners. It is necessary to note here that a gap occurred be-
tween such policies and the needs of actual AIR programs as well
as growing interest among local artists in regional areas and their
desire for greater mobility, leading to an atmosphere that went
against the times.On the other hand, the funding undoubtedly sup-
ported long-established AIR and helped domestic AIR operators to
continue their business and develop even further, as in the case of
Youkobo Art Space (Tokyo), an AIR program that had steadily de-
veloped a career as an international program, and which was able to
realize the establishment of an artist training program by utilizing
its international network. It is a fact, however, that this subsidy did
not respond to the “new movement” described below. There was a
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proliferation of AIR in Japan run by individuals and groups such as
Studio Kura (Fukuoka) that continued to operate their programs
without reliance upon subsidies with the aim of regional revitaliza-
tion and regeneration of the community. Furthermore, the number
of regional art festivals increased throughout the country, resulting
in the dispersal of art talent from metropolitan areas where it was
concentrated to regional parts of Japan, while the movement of
human resources was also promoted. At the same time, there was
an increasing tendency for non-art professionals to embark on the
operation of AIR programs. At this point, one starts to wonder what
is,and what is not, an AIR. As an AIR operator working in the field, |
had actively aimed to encourage domestic AIR spaces that support
artists’ mobility while asking myself whether a program could be
defined as an AIR if it bore a similar form, and how AIR and such
pseudo-AlIR could be distinguished from one another, but | now
found myself confused between insisting on a definition or frame-
work for AIR on the one hand, and the unstoppable, ever-expanding
diversity of the AIR field on the other.
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Post 03.11.2011—Age of Mobility
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The Great East Japan Earthquake of March 11,2011 was an unforget-
table disaster and tragic accident. This event, one of the biggest to
ever occur in Japan, surely caused many people, including artists and
AIR operators, to reconsider their lives while accepting the impos-
sibility of living the same as before. The previous era had been the
beginning of the age of regionalism, while the period following 3.11
can be understood as the age of mobility, where not only artists but
a great many people took action to move from the place where they
were living. With the popularization of remote working methods,
the number of people living in multiple locations and moving from
metropolitan centers to depopulated areas and rural districts in-
creased. The “movement caused by wars and disasters” mentioned
at the beginning is occurring in Japan today. What this signifies is
that, together with this movement, people’s values had changed
and a skeptical mentality toward existing systems had been set in
motion, increasing the population of autonomous and conscious
people seeking new ways of living. Here, “reconstruction efforts in
disaster-stricken areas damaged by the earthquake,” “increasing
motivation towards the reconstruction of regional culture,” “the
age of regionalism + the proliferation of regional art festivals,” and
“demand for 'kaze no hito (“person of the wind,” meaning a person
who moves to a new region from another area)’ to revitalize region-
al Japan” combined with “the impact of the Tokyo 2020 Olympic
Games,"” leading to a greater number of AIR centers in Japan even in
comparison to that of 2012. As of 2017, there were approximately 60
sites registered on the Japan Foundation AIR database AIR_J, while
information on almost 100 AIR was gathered through an online
survey by Move Arts Japan in 2014 into AIR and programs whose
activities can be equated with those of AIR owing to the benefits
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they offer artists. Visible among the new AIR operators were “those
initiated by people moving from disaster-struck and metropolitan
areas” and "“guesthouses run by younger generations.” In the surge
of the times, there was also an increase in the number of interna-
tional art exhibitions (with a sense of expectation for site-specific
works) in respective regions of Japan. Accompanying such a mood,
the presence of AIR in the field of arts and culture became more
pronounced. The contents of AIR and the term itself has become a
very popular presence, while its status is changing to assume a ma-
jor position in the field. The number of requests that | myself re-
ceived for lectures and talks reached a peak between 2017 and 2018,
providing me the chance to witness the current state of long-estab-
lished AIR as well as the birth of new programs in various regions
of Japan. A look at the list of Japan-based AIR participants joining
Res Artis Kyoto in February of 2019 did not reveal the familiar line-
up, but the names of new kinds of AIR operators and those about
to become AIR administrators. At a time when AIR hosts and AIR
programs with new operating styles that run parallel to business-
es are emerging irrespective of the arts and culture field, which has
been driven by people eagerly exploring ways of living following 3.1,
by decentralization, and by the rise of regional Japan and local cul-
ture, it may well be said that domestic AIR have embarked on a new
chapter.
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Let's Abandon AIR
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As described above, the concept of AIR in Japan, which has been
maintained in a fixed frame until now, has been changing togeth-
er with the diversity of people's thoughts and values, which could
clearly be confirmed due to changes in the social situation that be-
came prominent following 3.11. Artists and the art scene are also
changing. Particularly in the case of AIR in the contemporary art
field in which | specialize, it is not an easy task to keep pace with
the shifting perspectives of artists and the content of their projects,
made in response to the even greater speed at which the interna-
tional social situation and global environment are currently chang-
ing. If AIR are sites for artistic production, they will naturally also
evolve. Such AIR included, the following is a general overview of the
diverse AIR types in Japan today from my perspective.

Among AIR in Japan today, there are two patterns of transforma-
tion: AIR that follow the core ideas introduced in the 1990s, which
are changing naturally along with the emergence of diverse AIR
operators that accompanied their proliferation, and AIR that are
consciously changing while positively disagreeing with the original
concept of AIR. To explain the latter pattern in more detail, the re-
ality is that the basic concept of AIR as infrastructure in the field
of arts and culture has still to gain social acceptance. There are as
yet only 10 AIR programs that have been firmly incorporated into
the cultural policies of national and regional governments. In order
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to allow AIR to continue their long-term operation without as-
suming a structure that affirms the existence of such AIR already
operating in Japan, the importance of their existence must first be
established in society, and new operating methods must be recon-
structed around the administrative core of respective programs. It
is understood that a certain amount of time is needed, not only for
AIR but also for art, before the impact and outcomes become appar-
ent. Therefore, it is necessary for anyone involved in managing AIR
programs to aim for a program that is sustainable in the long-term
while also adopting strategies and conducting actions that allow
them to review their administrative structure in relation to root-
ing themselves in the community, or connecting to artists who have
mobility, for example.

The people who are about to establish an AIR each has his or her
own circumstances and ideals. In order that each can connect to the
future developments they seek, there is also the choice between
being hired by an existing organization and aiming to operate one's
own organization. From now on, as trials that aim to create an envi-
ronment for activities and recompose existing structures, we can
expect to see the emergence of AIR based on a “shared economy/ex-
change economy” that emphasizes the mutual benefit of people, re-
sources, and actions, and minimal dependence upon subsidies and
administrative budgets. Is it not conceivable that future AIR will
change from their status thus far as “programs of support” to that
of “collaborative projects”? The form they take will surely comprise
a new site for production different from the closed relationship be-
tween "“traveling artists” and “persons of wealth and regional influ-
ence” seen in Japan from the Middle Ages, and different again from
the Western AIR model introduced in the 1990s (scholarship-based
model).

Looking at numerous new AIR programs that could more appro-
priately be called art projects, the boundary between the “moving
artist” who is at the center of AIR, and the "host who accepts them
(AIR organizer)" becomes ambiguous. Amidst the whirlwind of over-
rich information generated by the Internet and the ebb and flow of
people, we have reached a situation where it is difficult to say that
the AIR programs we operate comprise the only axis by which to
enter the location or region they are based. The structure of AIR has
already changed unrecognizably from its conventional format. Will
we continue to use "AIR" to describe this state of affairs? For a little
longer, | think | will put off giving an answer to this question, the
resolution of which may well play a crucial part in my own life.
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Museum City Project: the project which exhibited artworks in public spaces
in Fukuoka City through Artist in Residence program. It's started in 1990 and
run until 2002. Steering Committee Chair; Shingo Yamano)

VACB Studio generally referred to as the “Australian Artist Studio” started
by Australian Council in 1987. Later this developed as Echigo-Tsumari Aus-
tralia House run by Australia embassy.

In 1992 the Austrian Embassy in Tokyo established the “Austrian Art House",
to which it invited Austrian artists.

In 1992, French Ministry of Foreign Affairs built the “Villa Kujoyama” as a
place for exchange between France and Japan.

Artist in Residence organized by Akiruno City, Tokyo Metropolitan govern-
ment in 1993.

In 1997 the Agency for Cultural Affairs’ Section for the Promotion of Cultural
Activities in Regional Areas commenced the “Artist-in-Residence Program”
Keiko Kadota dedicated AIR networking in Japan as well as worldwide. She
was a founder of Center for the Science of Human Endeavor, MI-LAB Artist in
Residence, Nagasawa Art Park Artist-in-Residence.

Sachiko Kanno is a researcher focusing on Artist in Residence, cultural ex-
change policy, and cultural policy (specialized in U.K.). She launched AIR_J,
Artist in Residence database website while she belonged to Japan Founda-
tion.

Seiichi Kondo is a former commissioner of the Agency of Cultural Affairs in
Japan. (2010-2013).
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Born in Hiroshima City,1966. Art project planning and management,
artist-in-residence project design, site administrator. Involved in a
great number of activities, including domestic and foreign AIR proj-
ects such as S-AIR (Hokkaido), TransArtists (the Netherlands), the
ARCUS Project (Ibaraki), and VISUAL ARTS FOCUS (France), as well
as related background research, AIR project design, and environ-
mental improvement for creative activities. AIR Director of the Art
and Research Center, Sapporo Tenjinyama Art Studio.
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Postscript (Nov.2020):
Artist-in-residencies in the Post-Corona Era and Ikkyu-san [1]
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Presently, at a time when the global pandemic has caused restric-
tions on movement that surpass national boundaries and extend
to domestic travel, lively discussions concerning a reappraisal of
the definition of artist-in-residence are taking place within the
artist-in-residence field both domestically and in various regions
throughout the world. Since mobility can work effectively for the
creative development of artists, artist-in-residencies that provide
artists with the opportunity of movement (time and space) have
existed since the 16th century. Artist-in-residencies are a structure
that supports the mobility of artists, and artist-in-residence pro-
grams provide artists with a place to stay and work different from
that of their usual base of activity, in addition to offering them nu-
merous opportunities for learning.

Since artist-in-residencies have the important goal of supporting
the creative activities of artists in the same spirit as scholarships,
and increasing (or maintaining) high-quality content as an infra-
structure in the field of culture and arts, the current debate is at
the point of concluding the possibility of a new artist-in-residence
based on their capacity to provide mental and financial support for
artists, new methods of accommodation-based production, and cre-
ate diverse learning spaces and opportunities for artists and local
residents even in situations where physical movement is restricted.
This is because the world has changed, and things cannot be done
the same way as they were before. In terms of how to overcome
global restrictions of movement that have heretofore never been
experienced, since the essence of why artists need mobility lies in
the experience of changing from a certain state to another for a pro-
tracted period that is granted by "movement (travel),” | wonder if, at
a time when such movement is not actually possible, an equivalent
experience using new methods and tools might be proposed. While
giving the impression of trying to be a little clever, | would like to
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attempt such a creative expansion of the definition of artist-in-res-
idence.

Since art and culture brings vitality to people's lives, and art-
ist-in-residencies thus also support people’s lives as an infrastruc-
ture within the field of art and culture, their activities should con-
tinue. It is also none other than human knowledge and creativity
that can once again overcome a crisis. In other words, | believe that
what is most needed (rather, what | prefer to see) among hosts of
artist-in-residencies is their abandonment of conventional meth-
ods and a change of direction by any means necessary while reso-

lutely standing their ground in support of artists.

After all, supporting artists is the same as building a bridge to the

future for us who live in the post-corona era.

Translated by Jaime Hamphreys

1 lkkya-san is a Japanese historical comedy anime series based on the record-
ed early life of Ikkyu, a lovable Zen Buddhist monk who travels to various
locations and uses his intelligence and wit to solve all manner of problems

afflicting those he meets.
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Shortly after arriving home in Amsterdam I received a brief message
stating: staff and artists are OK. In February 2019, a major earth-
quake hit the island of Hokkaido. Terrified, one of the artists had
moved her bed into the communal kitchen. For several days Tenjin-
yama Art Studio was without electricity. Housed in a former hotel
for academics, the artist-in-residence studios and project space is
situated at the top of a hill, in a park on the outskirts of the city,
and at that moment was buried under metres of snow. The threat of
new quakes is a daily concern here; despite the colourful illustrat-
ed safety guides found in every room, one never get's used to this
looming prospect. That year, the artists participating in the interna-
tional programme, which runs parallel to the Sapporo snow festival,
came from India, Flanders, France and Canada. They each work with
elements of winter, creating spatial interventions in the snow-cov-
ered landscape, or by researching radioactive radiation in relation
to snow and ice. As a representative of TransArtists, my contribu-
tion that week consisted of a presentation about TransArtists — the
largest online database of AiR programmes worldwide — and recent
developments in the organisational models of these various pro-
grammes. Following an earlier trip to Japan in 2017, the initial mo-
tivation behind this particular visit was my participation in the Res
Artis conference in Kyoto. Thanks to the efforts of Mami Katsuya
(Kyoto Art Center), Mami Odai (Tenjinyama Art Studio) and Bas
Valckx (Cultural Counsellor, Dutch Embassy), it was also propelled
by an intense programme of presentations and meetings with AiR

organisers, curators and artists.

I readily found myself in extensive discussions with artists about
the cultural contexts within which artist-in-residencies function.
Each programme finds its form in an interplay between the specific
ideas and ambitions of its initiators, and the social and local frame-
works that determine the context within which residencies are of-
fered: space and time for research, reflection and experimentation
in the arts. In each country and within every local context, these
relationships are different and invoke other developments. In the
Netherlands, we have known the artists' colonies since 1925 as they
developed in the town of Bergen from an exploration into a new
trend in painting.[1] The artist-in-residence phenomenon, howev-
er, manifested itself in larger cities in the 1980s and 1990s as a re-
sult of the squatters’ movement. Artists settled in vacant buildings
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and were offered cheap living and working spaces. They organised
exchanges and presentations with colleagues through their inter-
national networks. Although squatting has since been prohibited,
under new laws in 2010, its movement formed an important hotbed
for establishing an idiosyncratic circuit across the Netherlands of
currently over 50 AiR programmes. In addition to the well-known
institutions, such as the Rijksakademie and the Ateliers in Amster-
dam and the Jan van Eyck Academy in Maastricht, the majority are
organised by small, context-driven initiatives. Notwithstanding the
current high-performance society, these initiatives are motivated
by a firm conviction and vision of the arts, and have to contend with
relatively little recognition from (local) governments for their signif-
icance and potential. To my surprise, on encountering the Canadian
artists Edith Brunette and Franc¢ois Lemieux the situation in the
Netherlands was discussed in great detail. In 2014, they developed
the documentary project Cuts make the country better(2] at the art
initiative 1646 in The Hague in which they use the cuts in the Dutch
arts sector as a warning to colleagues and policymakers in Cana-
da——where the government eventually chose to invest in the arts.

Many artist-in-residencies are embedded within their local con-
texts: in a physical sense they form relations with the surround-
ing landscape and buildings, and on a social level relationships are
sought with the local community, its histories and political issues.
The reciprocity of these relationships became clear during my visit
in the late summer of 2017 to Kamiyama, a rural village two and a
half hours drive from Osaka. Initiated by the Union of Kansai Re-
gion[3], a symposium on artist-in-residencies was held, aimed to
inspire the region’s policymakers and public. Kamiyama is enchant-
ing. The traditional houses are situated on a winding road between
terraces with rice paddies, ceder forests and spired mountains.
When Keiko Kudo (Kamiyama AiR) and | explore the site we visit
the project space in the heart of the village. The traditional wood-
en building used to serve as a theatre and cultural meeting point
for residents. Nowadays the artist-in-residence programme fulfils
this function. In an annual open call, artists are invited to develop a
project specifically tailored to Kamiyama. Upon arrival in the town,
artists are directly linked to residents who look out for them during
their working period; the occasional bag of vegetables might appear
on your front doorstep or in your car. Clearly language is no obsta-
cle for these candid residents in forging bonds with their guests. As
we arrive at the top of the mountain another surprise awaits us.
Forming part of an art route of installations in the landscape, built
on a slope, nestled between ceder trees is a cedar house. A hidden
library: a project by artist Hideaki Idetsuki. Residents can donate
three books in exchange for a key to the building. Inside is an easy
couch, a wood-burning stove complete with cast-iron teapot and
neatly covered books on the shelves. For the past twenty years the
artist-in-residence programme has put Kamiyama on the map as a
place for creativity and international exchange. In addition, in re-
cent years the population has increased again — after a decline from
21,000 to 5,500 over a 60-year period. An artist duo recently start-
ed a craft beer brewery here, there is also a tech hub, a workplace
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for designers, and guesthouses and cafes have opened their doors.
Kamiyama is the textbook example of how art and culture can im-
pact a small, rural community. A huge achievement for the team, as
expectations are high, and here too the financing, supervision of the
artists and production of the projects prove an exciting challenge

each year.

Building relations with the local community is a key factor for many
artist-in-residence programmes | visited. From country to city, each
setting has its own story. Projects often require intensive contact
with the surrounding area. This can involve extensive consultation
processes with neighbourhood committees, such as Kyoto Art Cen-
ter's negotiation for a temporary installation in a courtyard, or To-
kyo's art centre 3331 Arts Chiyoda's search for an efficient use of its
communal space. In this former school building, artist studios are
set between galleries, workshops and cafe. In the gym, morning bas-
ketball games are substituted for afternoon art fairs. Local residents
continue their exercise on the roof, in a neatly laid out field between
the planters of a local garden. The idiosyncrasy of these small ini-
tiatives in creating space for art and artists is inspiring. Just as the
artist initiative Vostok in Kyoto built studios in a suburban home
with a place to sleep in the crawl space under the roof, or Yosuga Art
Space, an artist-in-residence programme and a bar in a traditional
family home set up by a former detective and his partner. Another
recurring feature is the desire and inventiveness to overstep exist-
ing (institutional) structures. | also saw this at Paradise AiR in the
old village of Matsudo in Tokyo. In a former Love Hotel, with pin-
ball parlour Pachinko below as sponsor, a young multidisciplinary
team host an adventurous programme with Japanese and interna-
tional artists alike. The Japanese arts sector’s reliance on the gal-
lery market, art festivals and events, only further emphasises the
importance of these programmes for the national art discourse. An
initiative such as Tokyo Arts and Space (formerly Tokyo Wonder
Site) started investing in the local art scene through artist-in-res-
idence programmes in the early 2000s. By developing a strong in-
ternational network, young Japanese artists were given the oppor-
tunity to gain experience within other art circuits overseas. Foreign
institutions, such as the French Villa Kujoyama, a sleek modernist
villa hidden in the hills on the outskirts of the city, are also investing
in a public programme, together with colleagues in the city and the
Dutch embassy, aimed to put the old capital Kyoto back on the map
as a cultural hotspot.

As a visitor, and over the years in conversation with artists and or-
ganisers in Japan, | am constantly struck by the unconditional hos-
pitality and commitment of the organisers in facilitating the artists
in the realisation of their research and projects. The teams generate
a professional and hyperproductive environment that you rarely
encounter as an artist. At Arcus, an artist-in-residence programme
in Moriya, a town on the outskirts of Tokyo, a stay often means the
start of more projects and exhibitions in Japan. The team maintain
contact with the artists, even long after they have left. You have be-
come part of the family. In addition, Arcus manages an archive of
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their guests’ portfolios, including well-known names such as Sharon
Lockhart, Alicia Framis and Dominique Gonzalez-Foerster, and is a
valuable reference point for researchers and curators in Japan.

The examples in Kamiyama, Kyoto, Sapporo and Tokyo show how
artist-in-residence programmes each generate open, relational and
social spaces embedded in the locality of a town or city in unique
ways. They connect artists and create communities of makers to
enable them to test ideas, take creative risks and explore new di-
rections in their artistic practice. Many initiatives work from an in-
ternational perspective, as local platforms for the production and
presentation of new work, in encounters with colleagues and the
public. This distinguishes them from artists' initiatives from the
1980s and 1990s, such as those in the Netherlands, because it is no
longer just about the self-reliance of a group of artists in squats or
dilapidated buildings. And that is where the local as a hub of activi-
ty finds a different meaning. Or as writer and philosopher Maarten
Doorman describes the translocal as a new kind of connectedness
within a globalised world. ‘Translocality here, however, is a node of
activities; it is not a centre and it does not refer to a centre any-
where, and neither does it refer to nationality.[...] The translocal has
successfully emancipated the local, it has subverted the idea of a
prominent centre —or a number of all-mighty centres towering over
the periphery.’[4] This is what artist-in-residence programmes gen-
erate; it is at the heart of what they do. Based on this idea of inver-
sion, we developed a series of studies and symposia (2016-18) from
TransArtists’ AiR Platform NL.[5] We took the position of the mar-
gin as a starting point to explore the potential of small context-driv-
eninitiatives and place them in an international perspective.One of
the outcomes of this trajectory is the text Performing the Margins
by researcher and curator Mariska van den Berg, in which she de-
rives notions such as care, hospitality, and the pressure to perform
from the broader art discourse in order to highlight the potential of
(assumed) marginality. These are also subjects that came up in the
conversations | had with artists and organisers in Japan.

Artist-in-residence as a model, has the potential to question ex-
isting structures, including themselves. It starts with naming the
necessity and pleasure that drives these initiatives in creating a
shared context far away and nearby. These informal networks are
essential. Supported by institutional programmes such as the Res
Artis conference in Kyoto, they offer unexpected and precious mo-
ments of exchange: in a bar or in the backseat of a taxi at night, or
standing with a coffee in a busy metro. 'The pleasure of engaging in
a process of thought taking place,’ as artist Miho Shimizu described
it after adinner with a small group of artists and organisers in down-
town Tokyo. In sharing experiences, time and again our language and
understanding evolves in how we, as artists and organisers, would
like to and could work, in a variety of contexts, in friendship.
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Bhot-dozy b7—9 RUMELEEET 388 DutchCulture
D—ETH,

Artist and coordinator of AiR Platform NL. AiR Platform NL is a
network of artist-in-residence organisations in the Netherlands
and Flanders and is part of TransArtists, a worldwide platform for
sharing knowledge and experience about artist-in-residence pro-
grammes for creative professionals to temporarily work and live
elsewhere.

TransArtists is part of DutchCulture, a network and knowledge
organisation for international cultural cooperation and is based in
Amsterdam, the Netherlands.
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o1/ NPO S-AIR

#L#R | Sapporo City

19994, LIRS ICEFBHTIEMBERECEILIOYBERELY
OERMOFEICKY, b EIFohf=A vy T1Ry & M ERER,
Efzduibic, BE, T, NT7r—YREEZKICHI-29EH
DEAWICEDH->TW3,

Established in 1999, S-AIR is a non-profit and independent organi-
zation, which primarily runs artist-in-residence programs in Hok-
kaido.S-AIR has engaged with a variety of artistic disciplines includ-

ing fine arts, film, music and performance.

WEB: http://www.s-air.org

02 | EoIFAXMLT—FRLIF | Sapporo Tenjinyama Art Studio

#LiRH | Sapporo City

KLFAOBRE, THHILEBREOLIT VR, VY—F, 7
ATTOBE. 7AXIvav /YT —oav R/ TLEVT—
LavDZINENOBICHIET S, vVT7 770 T4 LEBRR
B7A75L, v 7= HHB,

Located within the tranquil natural environment of Tenjinyama
Park.Sapporo Tenjinyama Art Studio supports people from both Ja-
pan and overseas who are involved in creative activities at the three
stages: (1) research and building ideas; (2) production/creation; and
(3) announcements/presentations. It has both self-funding program
open-call based invitation program and networking program.

WEB: https://tenjinyamastudio.jp/en
E-MAIL: info@tenjinyamastudio.jp
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o3l P—hR7ALxZk | ARCUS Project

SFA™ | Moriya City

T=hARZAY I ME, TPEFEHZMSEL. 1994FICHA,
EFREICEB T 57 — T4 R M DRERMEEITI P —T 4R - (2 -
LOTFYR7AT7 0L, BOH 4D EALE>THADNZEILK
YP7—ovay7, LOFr—E0MET RS LERBELTWS,

ARCUS Project started in 1994 as a test artist-in-residence program
that was an initiative of the Ibaraki Prefectural Government and
based in Moriya City. The Project offers Artist in Residence program
for artists who are active internationally, and the program for local
residents which encourages to voluntarily participate in various art

activities that include workshops, and lectures.

WEB: http://www.arcus-project.com/jp/about/
E-MAIL: arcus@arcus-project.com

o4 Il b—%3—7—Y7YFRAR—2X | Tokyo Arts and Space

R | Tokyo

IBEWS v L OFEB P EIGENE - RROAHAEXEL. R
RAAORREREHORIE - #IETS. 2001FICAIFESN, 2017
FICREMICEE, 7T—T1RM - 4Y . LY TV REBEII20065F
ICRtAL. ERADZY T—2—ICAFTEBO 7 0S5 LICER.

TOKAS is an arts center dedicated to the creation and promotion of
contemporary artistic expression from Tokyo, and supports a wide
spectrum of artistic activities including crossover and experimental
projects. Established in 2001 as Tokyo Wonder Site, and changed its
name in 2017. Since 2006 it has been conducting AIR programs for

creators from abroad and from Japan.

WEB: https://www.tokyoartsandspace.jp/
E-MAIL: contact_residency2021@tokyoartsandspace.jp
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o5 | TE7—FAR—2X | Youkobo Art Space

RRE | Tokyo

WIEAIRZTAS T LITI98OEN LA, RBET RIS FLEER
HELLDOT—TAAPOZAZERZBLEELTWS, £,
I E &, Microresidence Network &% AL T, BFER~D
AIRFEERZILIF 27D, AIREEXDHETIERRIET A
7L - Y-AIROEKRZEH TS,

The Youkobo AIR program, since 1989, hosts artists throughout a
year, with open call and international organizations request. And
in collaboration with the Microresidence Network, Youkobo en-
courages the practice of Y-AIR, an international exchange program
in collaboration with AIR and art schools, where young artists can

experience AIR widely.

WEB: http://wwwyoukobo.co.jp/
E-MAIL: info@youkobo.co.jp
Y-AIR Network: https://microresidence.net/y-air-network/

06 || AIR 3331

RRE | Tokyo

7—YFHKHEA 3P HMEEFLELILIFOEEPEREE
BT R OEHRETHHEERIC. T—T1RXOFEEEY
R=1+T3, EICELZ77VFORBICE-T, MK, EBl. 3.
BELGEZIZICSERDFOT—T1 A ERALYVEINT 3,

AIR 3331 is uniquely centered in the eclectic Kanda area and set to
the backdrop of Tokyo, whose figure as an international city inter-
sects with the atmosphere of the past. Artists from various genre
such as film, theater, music, and architecture participate in AIR 3331

open call self-fund program.

WEB: https://residence.3331.jp/
E-MAIL: residence@3331.jp
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R | Tokyo

RET7—FEREXLZZEZ57-HDBEYEZBERNELT, 2001F
ERIZLENPOEGE, ERASTIROFRY F7—oRE#R%EFEL L.
T—TARIDSEHDFERICKWEZREEHEEZS, BHPESE,
B&R. M. AMEEQVY—FEHCESTEZDOHEY,

AIT is a not for profit contemporary art platform which creates a
range of programs and events in Tokyo begun in 2001. The AIT resi-
dency is rather research type residency to focus on city and history,
resources, and networking than production residency.

WEB: http://www.a-i-t.net/ja/

E-MAIL: otoiawase@a-i-t.net

o8 | REP=ifi> 42— | Kyoto Art Center

& | Kyoto City

2000F ISR/ EREBIELA — 7Y LE-RBH O M LI A,
ELaTAT =V enT4—IV ST —Y DEfIERETERT L

B7RS7 L0014, BAOMBEELEELEZTIRFyI7TASF

LHEM, BEDAIRBET—ZR—ZXYAAIR_IEEET S,

Kyoto Art Center is a hub of art and culture in Kyoto city, opened
in 2000 in a renovated building that was once primary school. The
open call program accepts applications for the field of performing
arts and visual arts alternately every other year as well as exchange
program collaborated with other institution abroad. KAC operates
online database of artist in residence in Japan called AIR_J.

WEB: https://lwwwkac.orjp/ https://air-jinfo/
E-MAIL: residence@kac.or.jp
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o9 |l 74Zhsl | Villa Kujoyama

R#H | Kyoto City

REVG—N2aT—F—HEOXEERITYRATAF2 777
LHROXBO—D2THBT17NE L. BILT—T1R D=8
DLITFYRER. BRTRIMICKISINET—TF4Rb - AV - L
PTYRTATFLD—DELTINFICHEL TR, 7¥RT4
Fa - 77NV ERBEERICHEL. RRAOI/VI—23PT
EE KL= - MO RZBELCTEMLMADOMEZRESEDD
tzB#ET.

Operated by Institut francais du Japon and supported by Betten-

court Schueller Foundation, Villa Kujoyama is a pluridisciplinary
artist in residence institution for French and Japanese artists and

creators. Working closely with Institut francais Paris since its open-
ing in 1992 as one of the first residency programs in Japan, the in-
stitution promotes intercultural dialogue through artistic and intel-
lectual exchanges on contemporary creation and craft.

WEB: https://wwwuvillakujoyama.jp/ja/

10 | =7+ 41¥RTF1b9—F - 7478l | Goethe-Institut Villa Kamogawa

m#B | Kyoto City

KLY DRSS —T AV AT A by — DT —F 4 R A+
LYTFYR, FAYDEMREHERICBAWVL, HEHFEZTIH
SEFRHTILNE. EEMNAXERHROREICIRYEATWS,

The Villa Kamogawa is operated by the Goethe-Institut, the Federal
Republic of Germany's cultural institute, active worldwide. It offers
German artists and creators the opportunity to live and work in Ja-

pan.

WEB: https://www.goethe.de/villa-kamogawa
E-MAIL: info-villa-kamogawa@goethe.de




o3| BEDEELRT—T4RF - 4 - LYT YR | Aselection of Artist Residencies in Japan

1 | #UP—T4RF - 417 - LY TR | Kamiyama Artist in Residence

fEE12 | Tokushima Prefecture

1999F ICFEEE R4 — b, BRAICEEZN, AMERICHINBZEF
OHEHE - MLTOFERNEORSZRM. SEHREZELE
RET—TARIORRICERZEE, HIF7 0 2igeET
3ZLxBIET, BTV RERAET RS T LOMEEEET S,

The program was established in 1999 to provide artists with the
opportunity to experience Japanese small-town life while working
together with local people on artistic projects. Aside from KAIR
program, there is “Bed and Studio” program as a way to help people
coordinate their independent artist in residence program in Kami-

Yama area.

WEB: http://www.in kamiyama.jp/art
E-MAIL: kair@in-kamiyama.jp

12 || Studio Kura

%5 | Itojima City

RROXKBET—TARALOREIFELTERALEBENELRR
DLYTYRFTRATF L, BV777VFE2ERIC, 1008 LEDE
RO, HEFHGEBRAPRA—T Y RESFELTEBRKLT
Y, HELP’HERARERETIIENTES,

Studio Kura is an artist in residence program which offers residency
and exhibition opportunity in Japan's rural environment. The pro-
gram is self-fund basis, and more than 100 artists stayed so far. The
studio is opened as open-studio during artists' residence period for
local community can meet artists and their works.

WEB: https://studiokura.infofen/
E-MAIL: info@studiokura.com

ZOMDARDT—FARE - A + LYFYRTASFLIE [AIR ] Tk https://air—j.info/

More residency programs in Japan on AIR_J website.
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o1/ BB AIR | Deshima AIR

TLRTIVZ L | Amsterdam

HEAIR I3, BEBOXLZRZRETDHDI=2TFT, &
D7 AT T LG BEAT—T1 XM TERL, BOF—-F>ToV
IAT17BEALICHREADPNTOET, HBAIRIE, PARTLE L
PF I DOMIEBE, XEH, HRH. HBVIZERRKRICER
ZBEVWE7AY Y MEEENICRIIANTVLS,

The Deshima Artist In Residence project is an initiative to promote
the cultural exchange between the Netherlands and Japan. This AIR
is open for Japanese artists and other creative people with an open
mind. Projects with special attention to the geographical, cultural,
social or historical situation of Amsterdam (Netherlands) are pre-
ferred.

WEB: http://www.deshima-air.com/

o2 || AGA LAB

TLRTIVZ L | Amsterdam

T—T4RMEEDIRETLE. AGA LABOAIRZT A F Al%, B,
EROZEMRICEINTWS, ZOTASFLTIE, BIR. ER.
EORBED-HDAR—ZRZRMLTLS, AGA LABIZ, 1EIEW
FIRIEATCEPIME, /ooy s GEESY) Th4tlikIRE,
FERADOREZELORROES, EYESA I/ EMEEETS
BHRERER. Z<DRIENEALLDOHAVERELTWVS,

An artist-run printmaking workplace, AGA LAB residency program
is open to both international as well as local professionals. The pro-
gram offers space for research, experimentation and the develop-
ment of new work. They offer a wide range of printing techniques,
technical expertise, a spacious non-toxic workshop, exchange with
(inter)national colleagues, an urban agricultural garden with ink
plants and many creative neighbours.

WEB: https://agalab.nl/
E-MAIL: info@agalab.nl
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o3 | AiR Nieuw en Meer

TLRTIVZ L | Amsterdam

P—T4APA2=T4TbH D Nieuwen Meerld. HHW 355
DT —T4AM3 s ADFIEERE. YAPREISFERHLTVWS,
Nieuwen Meerld, ZLRTFAE LD=—7 o#fICETZLOEZIE
DELWIVTICHY, BELEFDIHD, £/22322FT14DT—
TARPEDOTREBEDI-H DBBHLRRBELZRELTWVLS,

Artist community Nieuw en Meer offers a guest studio where they
welcome artists in all disciplines for work periods of three months.
Situated within the beautiful surroundings of a park bordering the
lake ‘de Nieuwe Meer' in Amsterdam, the guest studio offers the
ideal environment for reflection and concentration, as well as for
exchange and collaboration with artists from its community.

WEB: https://nieuwenmeer.nl/initiatief/artist-in-residence-air/

04 Il M4gastatelier

TLRTIVZ L | Amsterdam

MAMEDRETZT AR 2 IF L, 1980FEKICRI Ty (Rik

&) Ihie, RERREIH, PHR—FAVMEFTIELDO—F,
Mdgastatelier [, AIRDF=HDHERTH BT THL, SREDEF

OBRAT7—P2HIE. R, XRLTZ27HDT Ty E7+—LTH

H3, FF7VEZANADVLKODOEMEREIERBISEHELTEY., 5

VY —FEREO7AS s MIEALTVWS,

The M4 Foundation offers a guest studio in Amsterdam. It is part of
a large studio and apartment building, squatted in the eighties. Be-
sides an Artist in Residence, M4gastatelier is a platform for the pro-
duction, presentation and contextualization of contemporary art
by means of a diverse range of disciplines. In close cooperation with
several art institutions in the Netherlands and beyond, M4gastate-

lier pays special attention to research-oriented projects.

WEB: http://www.m4gastatelier.nl/
E-MAIL: m4gastatelier@xs4all.nl
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o5 | AiRWG

TLRTIVZ L | Amsterdam

AR WGIE, PLRTFLE LHRAD, 7—TAA M EETZRAR—
RICEDLIE, ERPTATT2REL. RBRT 310 0OKHEE
FZRHELTWS, COLYTYRTAT FLIERZ AT IN—F XY
FEERATEY, EMT—T1R NTH—2VRT7—T4RMN T
HFALF—, BARE. ERZ245ARRIFALTWS,

The residency offers an opportunity to be part of an artist-led space
in the city of Amsterdam, providing time and space to develop and
test work and ideas. Featuring a studio apartment the program is
open to fine artists, performance artists, designers, researchers and
writers for a period of four months.

WEB: https://airwg.nl/
E-MAIL: airwg@atelierwg.nl

06 |l Rijskakademie

TLRTIVZ L | Amsterdam

Rijksakademie |, W5, EBR, FED7-HDIAR—RZRMHTS
ZeEBMEL, H50BDT—TA R M TERMBETEZLIT VR
7077 LXELTWS (IFERBT), Rijksakademield. R
EIF B EDHE. FEE, EFBEZRMHTIED,. HELHED
DAY 7F7bHATVEY, —AT. ITIKRFEENLETRS S
L, XEHHRRZANPBRIIFELE, Rijksakademie XK.,
A4, FIEEMERHELTVS,

The Rijksakademie offers residencies to around fifty artists (for one
year, with year extension) with the goal of providing space for re-
search, experiment and production. Apart from facilities such as a
studio, work budget and stipend, there is a research and production
infrastructure. There is no standard program, predominant style or
ideology. The Rijksakademie provides time, people and possibilities.

WEB: www.rijksakademie.nl

E-MAIL: info@rijksakademie.nl




03 | FFVXDEELT—T4Rb - 47 - LY TV R | Aselection of Artist Residencies in the Netherlands

o7 11646

/N—7" | The Hague

16463, BRT7—tD=6pD7 Iz PRAR—Z, ERLET—F
DRBETATTDI-HDEHRAR—ZTHY, 7—T1XMHFHL
WMERPZTRAV I M eRATERLSBEDIFZILEEERT 3.
RRT7—Lo%lE, RROLHDTFybT7+—L, TOAIRTAY
F L3, REHLBERICAITEHELYS, 1646, ~—F, IBIC
A7 Z DOXMR, - Zh S DREERICEEL-MRICERZLT
w3,

1646 is a project-space for contemporary art. A dedicated space for
experimental art practices and ideas, 1646 is a platform for produc-
tions and presentations of contemporary art, with special emphasis
on encouraging artists to realize new work and projects.1646's Res-
idency focus is put on research rather than working towards a final
result and in the presence and interaction with the context of 1646,
The Hague and The Netherlands at large.

WEB: www.1646.nl
E-MAIL: info@1646.nl

08 | Hotel Maria Kapel

F=—JIv> | Hoorn

HMKIE, F—A RSB HL VT 2 AR THY . BRAR
REMORTRAR—ZTHY, REESHB, HMKIEZ, REOZF{L
PHEOFMEICRVBL 7 —T4 X MEXIETZE, FEEAAD
T—T4Rb, XLEE, —RTRLOXREZRETHLEBE
TRHENERGRTHS,

HMK is an artist-in-residence, exhibition space and cinema for
contemporary visual art in the city center of Hoorn. They are a
non-profit organization that aims to support and assist artists in
the development of their practice and the production of new work
and promote exchanges between national and international artists,

cultural institutions and the public.

WEB: www.hotelmariakapel.nl
E-MAIL: office@hotelmariakapel.nl
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09 | Van Gogh Artist-in-Residence

XY TIVE | Zundert

AVTFINEDTZ7Y - Tyik - NYRIE, Z7Y - Tyk - T—F4
Rb AV LOTFYRFATFLEBLTIYFOERT: [RAHAD
RATH | % FRTE, HRGEIOHOWIFVYITOT—T1R
FOBEESN, ROBSIG. ERPTATTHOLIVRINAT
Sh, TvFoil-7-EZERKEETES,

With the Van Gogh artist-in-residence program, the Van Gogh
House in Zundert wants to follow Vincent's dream of “the studio of
the South”. Artists from all corners of the globe, both young talents
and established names, are invited to come and work in Zundert
for a while. To follow in Van Gogh's footsteps and be inspired by his

work, his ideas and the place where he grew up.

WEB: wwwyvangoghhuis.com
E-MAIL: studio@vangoghhuis.com

10 | European Ceramic Work Centre (EKWC)

F—ARTIIx47 | Oisterwijk

European Ceramic Work Center (EKWOQ) I3, 7—FT4RF, 7
YA+ —, BERHF LI Iy ORiliH, SMNmTEELZERTS
ZEHTEZEBRNEBIE, EKWCIE, LT RIERELT, -
HBELEAALDES B2 —ELTEEShTVWS, EKWCIE, M=,
THAy, BEORRLERETILEAMHELTVS,

The European Ceramic Work Centre is an international workplace
where artists, designers and architects explore the technical and ar-
tistic possibilities of ceramics. The ekwc operates as an artist-in-res-
idence center and as a center of excellence. Its aim is to promote the
development of ceramic art, design and architecture.

WEB: www.ekwe.nl

E-MAIL: info@ekwc.nl

ZOMDFTVEDT—TARE - 4¥ + LETYRT OS5 Ll [TransArtists) TIRE https://www,tra Nnsa rtists,org/

More residency programs in the Netherland on TransArtists website
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2YRH - TPV T VAT | Mariska van den Berg

T—T4Rb A - LIFYRTATFLIE, P—T1RAM—8
HAERERMEAEEFECEMEELI SHNTHET2ERHZR
Heazehn, BRRT7—FRTLORABIGIET S LRASND
ZeBEW, L, T—MERBREFOFT, LYTFYRTAT S
LIZ7— o LOEELRE VB ELTHEIELTEY, FilbeR
BIL OGN L L1 F I/ REHERATHEELTVS, 7—T1 X} -
AV LT UYRORFEE, Z0BFREVIEYD, LLAER
LTORABMEEAS LTS, ZOBELEICREONBIRETIIL L
25, BICRIBROFELFHEDBRTT —MIEEZITIEWS
B ICEHRARREEVHETIEICLY., SIENGEREARDI SN
T, AFICREOET L OMIRT ARt 2RI T 228, Zh
DBT—=FTARAL AV - LTV RADBERBDT,

ZDTFRMCE, 7=T4RF - AV - LT UREBLTHRAES
h3, [ABEETZ] LWSSry - Tr—Tr—ibb ICEBHEIC
DULWTERT S, £$-70V=— - ba—n"—3 VR EOEEICE
TETFXRIDHT, FNRFTATAR-ZDENEREET O
o, WIBHICH2LIRDEVPCHEREEZZ AN ZOEEICD
WTHRRTWBH, Tr—T+—IL FDITEERO—FELLTOE
2 [l Can’t]l Z2ZOTFFRMIERSES [1] . Vr—7+—I}E
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AV - LOTFYRTAYTFLICET2RHEAEDOTIRRWES D, Z

Artist-in-residence programmes are often perceived as being locat-
ed in the margins of the contemporary art system, as they provide
a temporary living space and a place to work away from the every-
day life of the artist and the professional arena. However, within
the art-ecology as a whole, they serve as a key node for the produc-
tion of artistic work and are co-constituting an ongoing dynamic of
centring and peripheralizing. The peripherality of art residencies
should, I will argue, not so much be attributed to their locale, but
rather to the aspiration of residencies to probe marginality as a con-
cept. It is this potentiality that provides the possibility of adhering
to institutional frameworks and at the same time withdrawing from
the current models, by creating very specific conditions for art pro-
duction, often with minimal means and in unexpected places.

In this article, | will explore Jan Verwoert's notion of ‘performing
the margins' as it takes shape through art residencies. | will connect
Verwoert's concept of ‘| Can't’ as a form of agency in relation to An-
thony Huberman's text on the manners in which alternative spaces
embrace different behaviour or modes of work in order to foster
artistic practices.[1] Both Verwoert and Huberman demonstrate
that on the level of the individual artist as well as on that of (small)
institutions there is a sense of urgency to develop new practices of
working and relating to one another. In 2007, Verwoert signalled
the need for artists to establish new modes of working within our
current social climate — an antidote to our so-called high-perfor-
mance culture in which work becomes a continuous performing. A
few years after, continuing in Verwoert's line of thought, Anthony
Huberman observed a pivotal change in the functioning of small art
organizations in relation to their larger institutional counterparts.
Both authors introduce the notion of ‘care’ as an antidote against
consumerism, automatism or indifference in institutionalized art
practices. Both come up with examples of artist practices or orga-
nizations whose marginal position is key to what their contribution
is in terms of work. Verwoert and Huberman each point to similar
features — the development of new modes of working, new man-
ners of presenting and the exploration of new forms of institutional
models; all of which, | would argue, are the same features that are
often attributed to artist-in-residence programs. As such, in this ar-
ticle, | explore these features as they surface in two case studies. In
doing so, | will point attention to the manner in which the function-
ing and relevance of art residencies correlate with their position in
the margins.[2]
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TAEHFO—EELLTO I Can’t]

The 'l Can't’ as a form of agency
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Art critic Jan Verwoert reflects in his often-cited essay ‘Exhaustion
and Exuberance: Ways to Defy the Pressure to Perform’' (2007)
upon the current permeation of high-performance consumer cul-
ture in the art world. Internalizing the post-industrial condition in
the Western world, he writes, we have entered into “a culture where
we no longer just work, we perform”.[3] In a high-performance cul-
ture, all parameters for the work are set by an outside demand, the
job must be done as fast as possible to meet the deadline, while the
‘I Can' motto is pushing incessantly to go along with the pressure
to be ever ready to deliver. It is evident that although this high-per-
formance ideology matches poorly with the nature of the artistic
process, it undeniably is affecting all professional art practices. It is
a major influence on art, funding and policies; it requires entrepre-
neurship, quantifiable output, visibility, and is incorporating corre-
sponding ideas about success. And whether we like it or not, as long
as we do perform, we continue to develop ideas, to provide content,
and to produce the social and intellectual capital enforcing the ide-
ology of high performance. To counter this development, Verwoert
poses the question: “Do we have a choice?"[4]

Considering the collective exhaustion and precarity that the arts
sector has fallen prey to, going along is hardly an option anymore, he
argues. But its inversion, a negative affirmation, is eventually noth-
ing more than going along with another predefined option. Instead,
Verwoert proposes to categorically refuse the forceful imposition
of any label and he suggests an alternative route, that of opening
up space for other options. Verwoert probes how this space could
take shape by asking "How can we embrace the | Can't without
depriving ourselves of our potential to act? Could we unlock the |
Can't as a form of agency?”[5] He takes inspiration from the Anti-
Happenings, performed by the Slovakian artist Julius Koller in both
public and private spaces mid-1960s: a series of small interruptive
acts, provoking situations in which the potential for difference be-
comes tangible; it was here that the possibility of other possibilities
was found.[6] By doing so, Koller, in the words of Verwoert, “turned
his work from a marginal practice into a practice of performing the
margins” a performance of demarcating the limits of the existing so-
ciety by pointing beyond them towards other possibilities.[7]

Extrapolating this approach to art residencies, one could argue that
these spaces provide amazing (temporary) buffers against what
Verwoert signals as the ‘pressure to perform’[8] Many programmes
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do not expect a predefined outcome or impose deadlines, in order
to enable the residents to withdraw from the pressure and expec-
tations.[9] Even more important even when investigating the role
and significance of art residencies is Verwoert's question “How can
we embrace the | Can't without depriving ourselves of our potential
to act?".[10] In his example of the Anti-Happenings, it was Koller's
marginal position, boycotted by the political regime, that gave his
works significance in particular in relation to the context. Likewise,
in this article, | will argue that in the case of art residencies their po-
tential to ‘perform the margins' closely colludes with the relational
dynamics of the art ecosystem which they are submerged in. How-
ever, art residencies’ strive to question existing paths and explore
what other ways might entail, meaningful as it is, does not operate
in a vacuum and in order to be able to work at all a number of basic
financial and organizational circumstances have to be met. As two
artistic directors of prominent Dutch residency programs have re-
cently decided to resign due to an ongoing excessive workload and
large financial and consequently structural uncertainties, Verwo-
ert’s call for an artistic practice to counter the high-performance
culture in the art world remains uncomfortably up-to-date.
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To take care
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In ‘Take Care’, curator Anthony Huberman's essay on how small art
organisations ‘behave’ differently to their larger institutional coun-
terparts, he signalizes how, in recent years, small actors around the
world have been taking risks with developing modes of work and
their behaviour as an institution, and by doing so have created a
meaningful context for proposing alternatives today.[11] Huber-
man argues that the historical role played by alternative spaces
became somewhat superfluous when commercial spaces and large
museums also began showing uncommercial work by uncommer-
cial artists. As a result, small art organizations were faced with “the
challenge [...] to behave differently” in order to be discernible from

larger institutions.[12] Huberman describes this as an attentional
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shift from what is done to how it is done, addressing in his essay
small art organizations involved in experiments with new institu-
tional and curatorial methods, initiatives that question accepted
logic and structures governing the art world, and alternative spac-
es propagating new ethics of behaviour or codes of conduct. What
surfaces for Huberman is an alternative curatorial approach that
embraces a more vulnerable relationship to knowledge and the
audience, one that is not entangled in a binary opposition of either
overtly didactic or anti-intellectual, but one that encompasses what
he proposes as the ‘'l Care'. This affectively-oriented curatorial ap-
proach joins both the spirit of Jan Verwoert's call and the experi-
menting smaller art organizations: “allowing learning to replace
teaching, camaraderie to replace competition, and the homage to
replace the explanation”.[13]

Similar to Verwoert's example of Koller, the position of these or-
ganizations in the larger whole plays a crucial role in Huberman'’s
argument as he implicitly situates them in a dynamic relationship
with the larger institutions. Within this relatedness their marginal
position is not only manifested as responsive and complementary
to the mainstream but also as taking a reflective and critical ‘me-
ta-position’ towards it — a position that only can be taken from a
certain distance and detachment; a marginal position.

In every interview | conducted with regards to my research into art
residencies, both artists and curators strongly emphasized the ne-
cessity of developing different modes of working — as well as ethics
of behaviour and codes of conduct — and the crucial role that resi-
dencies play in the development of these modes.[14] It's the periph-
eral position of art residencies and their specific relationship to ‘the
center’ that | wish to explore and probe in two case studies, taking
Verwoert's suggestion of turning our work from a marginal practice
into a practice of performing the margins as guidance.[15]
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LEO XIlI: questioning the conditions for artistic production
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Leo Xlll, a small-scale studio complex run by artists in Tilburg,
has existed for over 20 years, more recently offering temporary
residencies to artists as well. The residency programme focuses
on: "[..] young artists who dedicate themselves to a 21st-century
continuation of issues arising from the tradition of 20th-century
avant-garde”,[16] with the avant-garde ideal forming the concep-
tual framework within which the possibility to (re)think things
radically differently is probed and questions are addressed about
the role and social engagement of canonical autonomous art forms
today. Alongside its ateliers and guest studio, Leo XllI conducts a
programme of discussions, debates and symposia, focused upon
building a discourse with the perspective of the artist in its very
centre. In 2017, for example, guest curator Daniela Apice invited
Stella Lohaus, who has been running a renowned gallery in Belgium
for decades, to debate the conditions “for more involved forms of
presentation and representation of contemporary artists"[17] This
discussion, | posit, connects to a series of other discussions being
held in recent times. For instance, in 2016, a group of curators in res-
idency at Schloss Ringenberg explored current exhibition concepts
and models focusing on the difference between the curatorial ap-
proach and the artist method. Two years prior to that, within the
symposium, A Guest Studio As a Sanctuary in a Neoliberal World,
the “ingredients for the art world to preserve its own dynamics and
freedom” were reflected upon.[18]

In my opinion, precisely these kinds of debates, encounters, and the
knowledge production resulting from it form the potential quality
and meaning of a small residency program like this.[19] With a pro-
gram focussing strongly on the perspective (and needs) of artists,
Leo XllII adopts the kind of meta-position analogous to the small
art organizations Huberman wrote about, that were moving in re-
sponse, complementarity and critically reflecting on the more insti-
tutionalized circuit. Forerunner Bas van den Hurk believes that the
value of Leo XlII and similar places lies in safeguarding the realm
of the invisible and facilitating the space of time and care; exact-
ly the things that are so often lacking and that are under pressure
in the larger societal context and in the arts as well. “Space, time
and concentration precede and are conditional for public showing”,
he argues: “"Not everything can — and should — be made visible.
Invisibility contributes to focus. This is the value of the kinds of
places that we have to stand for"”, Van den Hurk says. It is these cir-
cumstances under which the counterforce Verwoert calls for, could
take shape: to eschew from saying either yes or no, to create one's
own standards and come up with something substantial answering
those new standards instead of adhering to normative ones.[20]
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DELTAWORKERS: a site-specificimmersion
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Deltaworkers is a field research based residency program in New
Orleans. Initiated in 2014 and run by curator Maaike Gouwenberg
and artist Joris Lindhout, Deltaworkers offers each year a tempo-
rary residency for artists to investigate and explore the south of the
United States.[21] Modeled after the Capacete residency model in
Brazil, founded by Helmut Batista, Gouwenberg and Lindhout invite
artists who in their ongoing practice show interest in the history,
stories and identity of the region.[22] The program has its base in
New Orleans at the shared Camp Abundance — hosting artists,
writers, and filmmakers — and encourages its residents to work
throughout the south.

The program offers communal living spaces, an assistant and an
intro- duction into the extended network they build up over the
past years — ranging from the University of Houston to Buddhist
retreats in the swamps and the local lively grassroots art scenes. The
philosophy is that the city itself becomes the resident’s studio; their
approach, however, is cautious: “Our residents cannot just start pro-
ducing right away, that would only bring clichés and superficiality,
the city is far too complex"”, says Gouwenberg; “an outsider doesn’t
get in easily. We took time and continue to develop a network and
make introductions. Often, work only arises (long) after the time
spent here, and that is fine". Residents are invited to give at least
one public presentation contributing to a series of public events at
the spot and other locations in the city, and on a regular basis, set up
collaborations with local parties as well.

Deltaworkers creates a framework, weaves connections and most
of all fosters a certain attitude towards the city, one of sensitivity to
local particularities as well as an awareness of agency as embedded
in an ongoing formation that all involved are part of. The program,
therefore, stimulates exchange, in encounters that are fed by being
consciously present, by looking very closely and precisely at, for ex-
ample, the representation of less privileged people — performing
an endoscopic gaze — reflecting upon our role on the ways they are
conducted. 'Site-specific practices’ are probed: precise and sensitive
working methods carried out in dialogue and reciprocity; testifying
to current concerns, arising in the field — right here, right now —
eventually calling for a reconsideration of the essence of site-spec-

ificity now.
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Substantiating hospitality & reciprocity
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Verwoert's call to abolish the ‘pressure to perform’, and the notion
of care that both Verwoert and Huberman put forth, resonate in
Van den Hurk's (Leo XIlI) appeal to protect time, concentration
and invisibility. The notion of care prevails in both the relationships
that individual artists initiate as well as the manners in which a
programme establishes connections to its environment. Both Del-
taworkers and Leo XllI operate in the margins, offering space to
artists, although each in quite different ways. Deltaworkers aims
to steadily establish a connection with New Orleans and the deep
South and as such Deltaworkers' hospitality is strongly based in the
specifics of the site, actively incorporating local histories and narra-
tives, whereas Leo XllI's guest studio, in turn, primarily provides a
safe haven from the institutional world. Yet, as Leo XllI's stance as
a program is increasingly more critical towards generally accepted
ways of working in the art world, the question becomes how future
artists-in-residence will relate to that position. Within the ongoing
reflection on the future course of Leo XIll, questions surrounding

the concept of hospitality became central.

Amongst others, the philosopher Jacques Derrida has written
extensively about the duality of hospitality. On the one hand, he
observes, hospitality implies a power to host and hence involves
claims to property, ownership and a form of self-identity. On the
other hand, unconditional hospitality implies opening the doors for
all guests, making everybody feel welcome and abolishing a sense of
ownership, self-control or self-identity.[23] For art residencies, the
question of hospitality is a reciprocal one, as it simultaneously re-
lates to the political frameworks of the art world in which they sus-
tain themselves, as well as to how they engage in relationships with
residents. How can art residencies provide an open space for others
to create whilst also taking a position in the margins? With Leo XIII
that led to questions like: How do we practice hospitality? Are there
boundaries to it? Can we even think of hospitality without address-
ing reciprocity? How does this relate to a kind of productivity we
favour? And subsequently is it reasonable to demand something
back from our guests and in what form? Ideally any request for a
contribution in any form whatsoever — reciprocity — would have
to be motivated by the nature and positioning of the program as
a whole. The same could be argued for the choice of residents as
well, as a 'good match’ between resident and residency can fuel and
sharpen the profile or expressiveness of the program in its entirety.
At the same time, such conditions are paradoxical to the nature of
hospitality, as they imply that the outcome of an artist’s visit is pre-



EALTERLDICLTHLL YT Y RT A7 LALGEOEELIIBIC
Lo TEgfF IO B IThiEhoh v, R EIFHESDERIC
DVTHERD, [FEBLLITYRBRAOLVW2YF VT ICk-
T7AIFLLFEORBAHFRBIN. HEVIEBRBAE-2YT
3%, AEIC. ZOLIBRRIGFRERYFAOREICE>TIEES
HThd, GE¥hdL, ZThIT—T1RAMDOBEICE>THDSHN
ZRED. LT YREBICE>THLILHFRIhTWRILE
RELTWADLHLTHS,

RREZVTFADZOZEXIE, LOTYREBICRLNBETT
B, 755 LICBF37—T4ALOERICBEWTLRESL
TW3, 74V 7Y FAFaAL—R—DRIV - TNT7T4VT 1E, &V
BWXRTIE, SB7—T4Rb - A4Y - LOTUYRBRETS (B
BHE) FREZUTAICOWT, HEIBENHERIREELVLHO
THY, TR HLRBYELTADDIRINBZRELLIRRTNS
[24], TAT7 T4y T DERICLDE. EBNEBEPRROB
DR ENICELINTUWIR—FRIEI—AYy NHBATBDAICES
TETETTI7RRALIKLESTVWBILY, RITHETOBEHE
BICEZ2HEMLBIEIPERATELVLAE | Bibld [Zhz
T3E5, EDLFITLT?] LYFrRTASSLAGHEENRICE
SHYBEL DA ? | LRbET2EZ LV, EERFELEIC, TAT7T4
YOV T Y REGR, BRELTEITTRL, ILICfTAELT
RATWS, 7—T41Rb - 4> - LT RERFENICETTS
EWSITALIE. ROBMZERIT,ITE (EKT3) 2LTHB, [Z
DEILEADLYIIAZTZION? HE. ZLTAEICEZTWSOH?
T=T4Rb - AV - LT RIG, BBRAET—FREVSEER
DMEEEEZBRA-. A—HLBEEPISOA—NILEHREERD
DOH?] [25], TEDESICLT, SHRBBERICELHNIRLLERE,
AL, BROSIBICZEENBHEWVWETLOH?] (26), 2D &S
ARV, AAEPHAREOLILRREZHEEL, HHEEZEVET
Eo—FANABREBRAZILIBERELTVS, ZTNICII[AD D
BELRBDEAIHD? FRMEFRPEWS, ZThZho&Elice-
THEMKLIIAZBH®RTID7255H07

T—T4RMDERHEEZER T S8, Deltaworkers D7 —4
ed—zvn—=713 HEHEWSEBZICHTFNICRET S, [
HhZERBRHYICHEBLADEWVWS LD, FFEELEROETEZD
LDEEZRDIEIEEV ], Tr—Tr—ILFERK, T—T /8-
JHE, b E ZENINAREANSBRICTIHER, (I
Canl % [l Can’t] THHL. HHWVITMBZILPIFHLALZLTH
B, ZOISLRENLBRZEEZBRZL2EHT3, COBS
ZZIFANBZL. T—TARL AV - LYTUVRBRTRAA
VWHRVLOFTHEBREZESAiEL. Bish-BRtoxE%:
B2HEERET S, WP MRE2—LEzT—T1RI2EH, #
EETHIILDEMS, BENLXLDEYL, KRMOBAATHEE
TRILERINTIEVOEARERALTEY, ZOLILEREED

conceived by the residencies.

The duality of hospitality is not only questioned by residencies but
is also expressed in the practices of the artists in the programme.
In a broader context, Finnish curator Taru Elfving noted that in re-
lation to the (international) hospitality art residencies provide for
today, a certain form of reciprocity is desirable, something needs
to be given back in return by the guest.[24] Elfving argues that as
the self-evidence of international mobility and exchange is under
pressure — such as Europe becoming more and more inaccessible
for people outside — and also the environmentally harmful effects
of flying can no longer be ignored, we cannot but ask: If you do, how?
How to tackle reciprocity within a residency? Interestingly, Elfving
considers a residency as a place and a time, but even more as an act.
The act of critical positioning of the artist-in-residence, by asking
(and acting upon) such questions as: “What do these engagements
do? Who and what do they serve? Can they have any local impact or
global effects beyond value production in the sphere of the inter-
national art world?"[25] And: “How do they foster transformative
encounters between practices, people and places across diverse
boundaries?"[26] The questions point towards a position that goes
beyond the unilateral relations of the tourist or researcher, solely
consuming experiences and excavating sources. So what could that
entail? What does reciprocity mean for the respective roles of guest
and host?

Where the temporary stay of the artists is concerned, Maaike Gou-
wenberg of Deltaworkers is reacting critically to the idea of reciproc-
ity: “Bringing something, instead of taking, doesn’t change the very
nature of the unequal relationship”. Like Verwoert, Gouwenberg
points out the need to free ourselves from the binary framework,
neither 'l Can’ or 'l Can't’, nor taking or bringing, but transcending
these limited choices. Embracing this perspective gives way to look
for reciprocity within the invisible encounters that the residency
stimulates and to explore the nature of the relationships that are
established. All the artists | interviewed expressed a strong aware-
ness of the complexity of being a resident, the possible cultural dif-
ferences, the need for dialogue in those unknown places and that
the question of how to relate to these aspects forms the very core of
what it means to be in residence, and can only be met with a learn-
ing attitude.[27]

The issue of reciprocity is a legitimate one, it has been raised but
not yet resolved. As on the level of the individual artists it seems
best manifested as an interested attitude, fostering open encoun-
ters, I'd like to argue for a shift in thinking about where reciprocity
could best be substantiated; a shift from the single focus on the re-
lationship between the individual artist and the environment to —
also—that between the residency program and its direct and wider
environment. In the case of Deltaworkers, the long-term presence
of its initiators results in an extensive network of long-term rela-
tionships on site, both in and outside the arts; the gathering of im-
pressive knowledge of the beloved region; as well as the fostering
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of a working method that deserves to be considered seriously and
enables researchers to get a finger on the pulse of art right now. Fo-
cused hospitality, careful working methods and relevant discourse
can bring about forms of reciprocity that benefits the specific site
as well as the professional scene.

ARTHHIL, BiFohadle, EHNTHIIL

Marginal, connected and ground-breaking
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Art residencies might often be marginal in a geographical sense, re-
mote from the centre, but they are not exactly positioned in oppo-
sition to it, on the contrary.

As artist-in-residence programs aim to support artists in their pro-
fessional development, these programs are closely connected to the
artist's functioning in the art world. In their diversity and versatil-
ity, it is precisely these relatively small players in the bigger infra-
structures of the contemporary art world, that are invaluable sites
for production and more. In correspondence with Anthony Huber-
man's how, Deltaworkers and Leo XIII provide valuable examples of
the development of new modes of working and new institutional
models, that will likely resonate in the larger context. Experiment-
ing with alternative ways of making, presenting and relating, as well
as the discourses build upon it, bring about critical reflection and
knowledge production. Precisely from their specific peripheral po-
sition, these places prove to be of great value for ecology as a whole.
Instead of at the bottom of the hierarchy, residencies might best
be seen alongside other institutes, or maybe even as the beating
heart of the entire art ecology. Because their concerns are current
and poignant, as are the experimental ways of giving them shape,
it is important for these practices to be able to continue to devel-
op according to their own motives and conditions. This needs to be
further appointed and described — first of all by the organizations
themselves —in order to ensure their resonance in the larger whole
of art and society.
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Verwoert and Huberman called for counter-practices made pro-
ductive though immanent motivations. It is in this light that we
can conclude that art residencies occupy a unique position. Being
integral parts of the larger ecology of the art world, they offer open
and reflective spaces for the development of other methods of
working as well as institutional models. It is exactly because these
programmes function interacting with the larger whole — respon-
sive, complementary, critical and actively creating other possibili-
ties — that they achieve their potential for innovation. Performing
the margins, in between the already defined contours of other insti-
tutes and modes, might be the only place to do so. It is an important
(dis)position and it is also an ambiguous one in which counterbal-
ance is offered to dominant views and values — by demarcating the
limits, and being subject to its operational (funding) mechanism at
the same time. Nowadays that is not without threat. A vital ques-
tion is where the necessary societal support can be found, and may-
be even more, where within the art ecology itself? Support for the
position, for the work, and for the fundamental contribution of art
residencies.
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muring of the Artistic Multitude (2015), in which he argues that the global-
ized artworld is an ideal area for economic exploitation.
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academy St. Joost in Den Bosch.



LYNVTARI—T 172019 E FFa Ak
AEREE—T —TARb - AV - LTV ROBEK
Res Artis Meeting 2019 Kyoto Document

Creative Encounters: Reimagining Residencies



o5 | LYNT4RI—=FT 4720195 #B FFa24>F | Res Artis Meeting 2019 Kyoto Document

LYV TARI—T4 72019748
RIEHNEE—T—T4Rb - A - LT ROBEAEL
Res Artis Meeting 2019 Kyoto

Creative Encounters: Reimagining Residencies

2019%2A6H—-8H February 6 to February 8,2019
2% R#f=ilitr 42— 3h Venue: Kyoto Art Center

and other locations

SEL : 174% Participants: 174
ShNE &uis © 30D [E & i Countries [ Regions: 30

54



EFLT14ARHya¥ | Main Discussions

o1l AIRDZE{LD7=%HIC | Context for Change
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Over the last few decades, arts residencies have grown rapidly. The
pioneers of AIR programs from different countries discussed why
and how that has happened, and what external factors have influ-
enced this development.
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Moderator:

Sarah Gardner

Secretary and Board Member, Res Artis (Australia)

Speakers:

Mayumi Yamamoto

Chief Program Director, Kyoto Art Center (Japan)

Anupama Sekhar

Director, Culture Department, Asia Europe Foundation (Singapore)
Taru Elving

Artistic Director,Contemporary Art Archipelago (Finland)
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Keynote speech: The changing world situation
and the role of artist in residence
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What can art do to counter the challenges faced by contemporary
civilization with advanced technologies such as artificial intelli-
gence? The panel proposed approaches with art, including a virtual
reality artist-in-residence program that directly addresses science
and technology.
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Experienced directors of unique residency programs in Japan gave
presentations. Based on the historical background of the develop-
ment of arts residencies in Japan, they exchanged opinions in regard
to the characteristics of AIR programs in Japan from a European
perspective.
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Moderator:

Mami Odai

AIR Director, Sapporo Tenjinyama Art Studio (Japan)
Speakers:

Yuichiro Yoshida

Program Director, Kinosaki International Arts Centre, (Japan)
Wataru Shoji

Producer, PARADISE AIR (Japan)

Junpei Mori

Director, PARADISE AIR (Japan)

Heidi Vogels

AR Platform NL Coordinator, TransArtists, DutchCulture
(Netherlands)

Marie Fol

Board Member, On the Move (Netherlands)
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How can arts residencies impact society? After presenting case
studies—such as a project in Rikuzentakada established in the
aftermath of the Great East Japan Earthquake and a practice in the
suburbs of West Java, Indonesia that engages with local residents—

participants engaged in discussion.
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Moderator:

Yuki Asakura

Research Officer, Cultural Affairs, Japan Government (Japan)
Speakers:

Teiko Hinuma

Secretary General, AIR Network Japan,

Program Director, Rikuzentakata Artist in Residence (Japan)
Arie Syarifuddin

AIR Coordinator, Jatiwangi Art Factory (Indonesia)
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Video Presentations : New Residency Typologies
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In the arts residency field, which has been rapidly expanding and
changing in recent years, how can we roughly categorize different
programs according to their characteristics? Participants discussed
the latest trends and future prospects for the field through online

presentations and a real-time question-and-answer session.
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Speakers:

Jean-Baptiste Joly

Former Founding Director and Artistic Director,
Akademie Schloss Solitude,

Res Artis Honorary Board Member (Germany)
Anna Lovecchio

Curator of Residencies,

NTU Centre for Contemporary Art (Singapore)
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Through a series of short, informal presentations, seven practi-
tioners introduced their projects that are representative of a new
wave of residencies. including one run by an artist collective, a no-

madic program, and the combination of a corporation and residency.
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Speakers:

Petra Johansson, and Davor Abazovic

Artistic Leader and Operational Manager
Producer, Art Inside Out (Sweden)

Maayan Strauss

Director, Container Artist Residency (USA)
Wataru Shoji

Producer, PARADISE AIR (Japan)

Drew Bennett

Creative Director, Facebook Residency (USA)
Mkrtich Tonoyan

Artist, President, Akos Cultural NGO (Armenia)
Cai Liyuan

Curator, LUXELAKES: A4 Art Museum (China)
Neta Meisels

Co-founder, Hamiffal (Israel)
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The Res Artis Steering Committee and other members of the team
organized a hands-on workshop for those who recently started
new residency programs or wish to set up one. Through interactive
discussion, the participants thought about residency structures, de-
veloping a clear mission statement, finance, publicity, and effective

artist engagement.
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Facilitator:

Maryam Bagheri

Res Artis MENASA Cluster Coordinator (Iran)
Vincent Liew

Res Artis Board Member, Artist (Singapore)

o8l =42AL YT R | Workshop: Microresidencies

TA/ALIT YRRy I = IR202FE DL Y LT A RARFR S %
FoMFICREAEBICK> TR INT, T—T AR EHICK B/
BLEAIROMRARYFT—5, HRADTAI7EL STV REEEDDL
BAT3I1EH. Artist-run Alliance &y F7—2%, AIREINT—
TAR M LDBRRMESRIEL, T1RHyavZEBLTZ DR
HEFEVELE,

The Microresidence Network is an international network of small-
scale, artist-led AIR programs established by Tatsuhiko Murata at
the 2012 Res Artis conference in Tokyo. In addition to introducing
the organizers of such microresidencies from around the world, this
session also included input from people from the Artist-run Alli-
ance Network and artists who have participated in AIR programs,
and explored the possibilities of this new residency model through

discussions.
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Director, Youkobo Art Space, Honorary Board Member

of Res Artis (Japan), Co founders of Microresidence Network
Antti Ylonen

Waria Artbreak (Finland)

Mkrtich Tonoyan

ACOSS (Armenia)

Hirofumi Matsuzaki

Studio Kura (Japan)

Gideon Smilansky

Director, Artis-Run Alliance (Israel)

and more.
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Workshop: New Website Training for Res Artis
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Ahead of the launch of the new Res Artis website designed by NOW
DIGITAL, participants learned from the website development team

how to utilize the website and maximize the effect of posting

information.
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Communications and Operations Manager, Res Artis
(Germany/Netherlands)

Tony Youssef

Lead Experience Strategist, NOW Digital (Australia)
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Archiving the outcome of an arts residency is a challenge faced by
many organizers. Dividing outcome into short-term, mid-term, and
long-term types, the panels together with the participants explored
creative approaches to archiving.
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Facilitator:
Mami Odai
AIR Director, Sapporo Tenjinyama Art Studio (Japan)
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Diversity, equity, and inclusion are indispensable for running arts
residency programs. However, the reality is that imbalances as well
as structural barriers hinder us from incorporating these principles.
The session participants discussed in a workshop format how to
remove these barriers and build environments that reflect the will
of artists.

77V T—4%—:

Lisa Hoffman

Alliance of Artists Communities T/ €774 7 T4 Lo X —
(F7AYUH)

Facilitator:
Lisa Hoffman

Executive Director, Alliance of Artists Communities (USA)
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This session introduced the latest trends surrounding the evalu-
ation of residency programs, and discussed what evaluating and
being evaluated brings together with the attendees.

EFL—4—:

Lea O’Loughlin

Res Artis A RIEE

EiEE

Marianne Magnin

Cornelius Arts Foundation £ (/1 ¥V X)

Diane Isabelle

Council of Art and Letters in Quebec 7RV 7 LV %2 — v —
(HF%)

Moderator:

Lea O'Loughlin

President, Res Artis

Speakers:

Marianne Magnin

Boad Chair, the Cornelius Arts Foundation (UK)
Diane Isabelle

Program Manager, Council of Art and Letters in Quebec, (Canada)
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Steering Committee:

Lea O’Loughlin (Res Artis President)

Eliza Dawson (Res Artis  Executive Director)

Sarah Gardner (Res Artis Secretary)

Vincent Liew (Res Artis Board)

Tooraj Khamenehzadeh (Res Artis Board)

Birte Gehm (Res Artis Communication Manager)

Hirono Kanata (Supervising Director of Culture and Arts Planning,
City of Kyoto)

Kumiko Katsura (Assistant Director of Culture and Arts Planning,
City of Kyoto)

Mayumi Yamamoto (Kyoto Art Center Chief Program Director)
Mami Katsuya (Kyoto Art Center Program Director)

Project Team (Japan):

Mami Odai (Sapporo Tenjinyama Art Studio AIR Program Director)
Yuichiro Yoshida (Kinosaki International Arts Center Program Director)
Wataru Shoji (PARADISE AIR Producer)

Junpen Mori (PARADISE AIR Director)

Kumiko Katsura (Assistant Director of Culture of Arts Planning,
City of Kyoto)

Mami Katsuya (Kyoto Art Center Program Director)

Mei Toma (Kyoto Art Center Art Coordinator)

Noriko Mizuno (Kyoto Art Center Art Coordinator)

Advisors (Japan):

Markus Wernhard (Director of Geothe-Institut Villa Kamogawa)
Charlotte Fouchet-Ishii (Director of Villa Kujoyama)

Teiko Hinuma (Secretary General of AIR Network Japan,
Rikuzentakata AIR Program Director)

Stage Maneger: Yohei Sogo (RYU)

Sound Operation: Kota Uematsu

Lightning Operation: Kosuke Ashidano (RYU)

Archival Team Coordination: Yoshitaka Shimada

Photo: Yuki Moriya, Takuya Matsumi

Video: Yoshitaka Shimada, Song Gi Kim, Tatsuki Katayama
Interpreter coordination: Aya Aoshima

Interpretation: Aya Aoshima, Yuki Itai, Kanoko Tamura

Design: Yusuke Mimasu (Yusuke Mimasu Design)

Support Staff: Etsuko Amada, Masahiko Oe, Mitsuko Oe, Mari Ohara,
Michiko Murayama, Michiyo Sawada, Keii Wang, Bronte Wiltshire
Organized by Kyoto City, Kyoto Art Center, Res Artis Foundation,
the Agency of Cultural Affairs, Japan Government

Subsidized by Embassy of the Kingdom of the Netherlands
Supported by Goethe-Institut Villa Kamogawa,

Villa Kujoyama - Institut fran¢ais du Japon, Union of Kansai Government,

Kyoto City University of Arts, AIR Network Japan
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Evolution to Adaptation:

The Future of International Arts Residencies
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It's hard to believe that only a year and a half ago we gathered to-
gether in the culturally and artistically rich city of Kyoto, watching
the snow fall outside the Kyoto Arts Centre as we commenced our
2019 Res Artis conference. Over 130 colleagues were seated close
together from more than 30 different countries around the globe.
We were hugging, shaking hands and practising in-person interna-
tional exchange in all its glory.

Fast forward one year and the necessary travel bans and physical
distancing regulations brought on by the COVID-19 pandemic make
the privilege of our experience in Kyoto seem like a distant dream.
By our very nature of facilitating quality international and national
arts and cultural exchange, the field of arts residencies has been one
of the hardest hit arts sectors.

The title of our conference in Kyoto, Creative Encounters: Reimag-
ining Residencies, was timely. We discussed the way arts residency
models have historically been shaped by external factors - things
like climate change, technology/Al and humanitarian crises. In the
first panel discussion Context for Change we learnt an acronym for
external factors shaping arts residency models today: RESPECT —
Rights and Rules; Environment; Society; Politics; Economy; Culture;
and Technology. This pandemic has impacted all of these external
factors and is already forcing an accelerated adaptation and evolu-
tion of the field as we collectively develop mechanisms and tools
for survival.

During the Kyoto conference we recognised our existence in the
‘sharing economy’, and the influence of phenomena such as natu-
ral disasters, diplomatic tensions, political crises like Brexit, Black
Lives Matter and race relations, humanitarian crises, new technol-
ogies, Al and start-ups. We presented case studies of ‘new wave'
residency models like nomadic, corporate, AirBnB, no fixed address,
counter-productive and revitalisation of spaces and communities.
Speaker Jean-Baptiste Joly presented his research on residency ty-
pologies and predicted a future with more residencies attached to

existing cultural programs and institutions.

We often talk about residencies within a changing world. The speed
of change unleashed by this pandemic is exceptional, however the
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resilience and adaptability of the residencies sector can more than
meet this challenge. From change and adversity comes opportu-
nity. Already many artists in residence and arts residency centres
are learning to adapt to their new environments by way of incor-
porating digital programming or providing stay at home research or
studio residencies, and we have seen a rise in local, national and re-
gional exchange. Some of these new business models and practices
are not just temporary fixes, but are pilot projects incorporating a
hybridity that will ensure sustainability of individual arts residen-
cy organisations and the broader field. Indeed, the entire definition
of what exactly constitutes an ‘artist residency’ might well shift in
the near future and we are all an integral part of that redefinition

process.

In person contact for residencies remains important. There is a fun-
damental need in humans to connect, examine, understand and
contextualise the unknown. There is also little to compare with the
total immersion that comes with physically uprooting oneself from
the familiar and openly embracing the unknown. However, this new
landscape brings with it a new flexibility and augmentation possi-
bilities. Technology allows us to create deeper and longer connec-

tions as well as different experiences.

A research partnership between Res Artis and UCL has begun to
map the new arts residencies landscape by way of a three-part
survey that examines the immediate, medium-term and ongoing
impact of COVID-19 on the international arts residencies field. The
first survey received 1, 132 responses from 774 artists and 358 arts
organisations world-wide. Initial results show a snapshot of the
state of the sector in May 2020, revealing that more than half of re-
spondents’ planned residencies were either cancelled or modified
as a result of the pandemic, with 9% of arts organisation respon-
dents reporting that they had been forced to close down indefinite-
ly. The effects of cancelled residency activity are not just artistic,
but extend to areas of artist housing, mental wellbeing, motivation
and inspiration, intercultural understanding and community en-
gagement. When asked if aspects of residencies could take place
online, the majority of respondents agreed, but at the same time
40% of respondents believe that for residencies in-person experi-

ence is essential.

On the first day of the Kyoto conference we heard a keynote speech
titled The changing world situation and the role of artists in resi-
dence by Seiichi Kondo, Chief Manager of Kyoto Arts and Culture
Foundation and Former Commissioner of the Agency of Cultural
Affairs in Japan. Kondo-san encouraged conference participants to
open their minds to the role artists in residence could play in prob-
lem-solving and using lateral and creative thinking to brainstorm
across different sectors. Arts residencies are literally life-changing
experiences — not only for artists, but for communities and individ-
uals who encounter them. As we move forward towards developing
solutions it is critical that residency providers remember the voices
of artists and keep their input central to creative recovery planning
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and the development of new residency models. The relationship be-
tween artists and residency organisations is symbiotic, each relies
on the other for nourishment and creative inspiration. Arts residen-
cies reflect the world around us, they engage diverse communities,
safeguarding creative expression and development. Perhaps more
than any other arts sector, the residencies sector bridges intercul-
tural understanding and acts as a pathway through which a wide
range of other social, political and economic benefits can be created.
Right now they continue to provide support and opportunity to art-
ists, and when the COVID-19 pandemic subsides, arts residencies
will play a critical role in the re-emergence of national and interna-
tional exchange. Arts residencies are our future.
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Is a Co-Director ACME Studios and President and Res Artis Board of
Directors. Working with international artists and liaising with gov-
ernments and foundations to maximise their investment in London
cultural residencies. A vital part of her role is to build strong and
sustainable relationships between residency funders, visiting art-
ists and a wide cross-section of communities both within and be-
yond the cultural sphere. Holding an MA in Contemporary Art from
Sotheby’s Institute of Art London and Bachelor of Visual Arts from
the University of South Australia her previous experience includes
working with The Royal British Society of Sculptors, The Florence
Trust, Tate, Gasworks, Cubitt Artists (United Kingdom), MoMA
(United States) and Adelaide Central Gallery & Studios (Australia).
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is the Executive Director of Res Artis focused on fundraising, pub-
lic profile and strategy for the organisation. Eliza served on the Res
Artis Board of Directors from 2012 - 2016, including a 2 year term
as Vice-President from 2014. For the past years Eliza worked as
Arts Residencies Manager at Asialink, Australia’s largest and most
long-standing artist residency program in the region. Eliza has di-
verse experience in the arts industry, having worked at a range of
local and international institutions and organisations including
Christie's auction house in London, The lan Potter Museum of Art
and Artbank. Eliza speaks intermediate level Indonesian and holds a
MA Art Curatorship and BA Creative Arts, both from the University
of Melbourne.
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