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CAMP as Art Centre
HATTORI Hiroyuki

(Director, Aomori Contemporary Art Centre)

In 2025, nearly 25 years after Aomori Contemporary
Art Centre (ACAC) opened its doors in 2001, reno-
vation of the facility began. The Exhibition Hall was
closed for a year until March 2026, and with galleries
at the centre unavailable, activities expanded beyond
its walls.

Renovation of the facility was crucial and linked
directly to contemporary societal concerns about care
and resilience. Recognising these works as an oppor-
tunity, this year’s Artist in Residence (AIR) adopted
‘CAMP’ as a running theme throughout its activities.
A camp can denote a literal encampment, a tem-
porary dwelling, or an evacuation site, and at times
signifies a subversive group or aesthetic perspective.
In an effort to create a site of new encounters and op-
portunities for mutual learning, we carried out three
different undertakings: the Invitation-based AIR,
the Open-call AIR, and the International Exchange
AIR.

'The Invitation-based AIR (SAIGAI Utopia) was
co-curated by SAWA Takashi. The program featured
ACAC Basecamp, a workshop that used evacuation
drills as one of its core frameworks. Participants
stayed overnight at ACAC under the premise that a
natural disaster had struck, then walked 10 kilometres
the following morning to the local evacuation centre,
Aomori City Gymnasium. The following week, the
same arena became the venue for Film Festival as a
Tent, a program that brought together film screenings
and discussions on natural disasters, along with work-



shops and a market.

For the Open-call AIR, we welcomed guest judge
IKEDA Kaho, and selected four artists - MAETANI
Kai, Atittayaporn SAENPO, TAN]JI Rie and Adi

Sundoro — from 868 applicants to participate in a

three-month residency program. As usual, the artists
explored Aomori, layering various encounters into
their creative processes. This year, however, the Results
Presentation was held at Aomori Citizen’s Art Gallery
inside the JR Aomori Station East Exit Building. De-
spite the limitations of the venue as a rented space, its
accessibility attracted many visitors to the exhibition.

Moreover, for the International Exchange AIR,
we began our collaboration with the Pier Arts Centre
(hereafter PAC) based in the Orkney Islands, Scot-
land, which we encountered through an open call.
Samantha CLARK, nominated by PAC, was invited
to stay at ACAC for approximately one month in
November during the Open-call AIR. DAITO Shi-
nobu is scheduled to stay in Orkney for one month in
March 2026.

In 2025, outdoor walking trails were closed for
extended periods due to bear sightings, prompting
ACAC to consider self-protection from everyday dan-
gers as an important issue. ACAC seeks to position
itself not only as an art centre, but also as a ‘camp’ that
welcomes diverse beings for care and resilience, estab-
lishing itself as a shared site for coexistence.
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(SAIGAI Utopia)

Aomori Contemporary Art Centre (ACAC) carried out renovations to its buildings during fiscal year 2025. This
meant that the Exhibition Hall, used for exhibitions and other functions, would be closed for a full year, until March
2026. Since we could not use ACAC’s facilities as usual during this period, we developed a programme to be held
both at ACAC and in downtown Aomori City, a programme which would allow for its own contours to be defined
and determined not only through the input of the ACAC staff, but also through the mutual exchange of knowledge
and opinions with local citizens and students, as well as artists and other guests of the centre.

In A Paradise Built in Hell (Japanese title: Saigai Yutopia [Disaster Utopia]), author and activist Rebecca SOLNIT
collects findings from interviews and research on communities that form in times of emergency, focusing primarily
on case studies from North America. Disasters are first and foremost terrible events which leave lasting scars on both
people and the environment. Solnit’s book documents how impromptu communities based on mutual aid arise in
such circumstances. We chose ‘(SAIGAI Utgpia) as the title of this year’s programme, but not to simply mimic the
book; rather, the added parentheses signify our belief in the importance of each of us thinking for ourselves about
what kinds of communities we consider to be possible.

In Japan, too, we do not know when or where our ordinary lives will suddenly become connected to disaster, as
demonstrated by the Great East Japan Earthquake, the 2024 Noto Peninsula Earthquake, and the frequent flooding
and heavy snows in various parts of the country. Under the framework of our Invitation-based AIR programme, we
invited curator SAWA Takashi to conduct the projects ACAC as a Base Camp and Film Festival as a Tent in conjunc-
tion with ‘(SAIGAI Utopia). The goal of these projects was to create spaces which would compel each individual to
consider ways of living and working together with other people in order to survive.

Aomori Contemporary Art Centre, Aomori Public University
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Scripts and Improvisation, Refinements and Hacks, Peacetime and Crises

‘Horrible in itself, disaster is sometimes a door back into paradise, the
paradise at least in which we are who we hope to be, do the work we

desire, and are each our sister’s and brother’s keeper.”!

Somewhere in the back of their minds, camping enthusiasts may
fantasise about a catastrophe where their gear finally proves useful. They
may even yearn for a rare opportunity to put mutual aid into practice.
Inspired by this idea, I organised an urban disaster bootcamp in Tokyo’s
Ota Ward in 2017 and 2018, seeking to combine an evacuation drill
with a camping gear showcase.

This programme format drew the attention of the Aomori Con-
temporary Art Centre (ACAC), and I was invited to collaborate on a
simulated evacuation shelter in an artistic setting in 2025.

Fittingly, the event took place in Aomori in the Tohoku region—a
land that has experienced major disasters, from earthquakes and tsuna-
mis to nuclear accidents, and whose Pacific coastline is threaded by a
long trail that invites people to walk through the post-disaster landscape
of recovery. Perhaps here we could embody the ideas expressed in 4
Paradise Built in Hell and Wanderlust: A History of Walking, two works by
the writer Rebecca Solnit, whom I deeply admire. With ACAC’s curator
HARADA Momomi and art coordinator OKURO Yuka at the helm,
we fleshed out a programme through informal yet vital conversations.

Neither a solo or group exhibition nor a residency workshop, the
programme felt more like an ‘evacuation drill as theatre’. The ACAC
(which was in the midst of renovation, with no exhibitions taking place
at the time), national highways and farm roads, and a disaster relief hub

SAWA Takashi

all set the scene. Viewers, artists, organisers and even museum staff took
on the dual roles of actor and audience, with all being struck by the fear
of a sudden disaster. Although we had prepared loosely scripted scenari-
os and an evacuation drill programme, our true aim was to create a space
where spontaneous decision-making, altruism, D.IY. skills, a hacking
mindset, humour and creativity could emerge. Could a simulated shelter
still shape a utopia?

‘Everybody’s spreading rumours. Afraid of things that aren’t there.’2

On 20 and 21 September, we held ACAC as a Base Camp, a free-entry
event limited to ten participants by reservation. This event consisted of a
one-night stay followed the next morning by a ten-kilometre evacuation
walk to the Aomori City Gymnasium, the city’s designated disaster
relief hub. The imagined scenario was as follows: a major earthquake
strikes Aomori’s city centre, access to the national highway is closed off,
and all visitors and staff at ACAC must spend the night together. In re-

ality, heavy rain, strong winds and bear warnings from Aomori’s natural

surroundings added unexpected drama, prompting frequent adjustments.

The programme consisted of the following activities:

¢ Introductions in a simulated blackout

One participant instinctively pulled out a handheld flashlight. I had a
good feeling about the night.

¢ Behind-the-Scenes Tour

9
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Simulating the restoration of power, we toured off-limit areas of ACAC,
including storage rooms, boiler rooms, fuel tanks, and power hubs. This
experience allowed us to reconsider what we should and shouldn’t have
in times of crisis.

e Talk by AIZAWA Kumi

Aizawa—an architect, film producer, disaster preparedness specialist,
and Managing Director of the Michinoku Trail Club—was among
those who ‘happened’ to join the evacuation group. Speaking about her
work, Aizawa shared how she expanded the ways she connects people
through print media, film, and trail networks following the Great East
Japan Earthquake. The conversation naturally led to participants sharing
their own experiences of disasters. The rain eased, and the wind picked

up.

¢ Dinner

We gathered around ACAC'’s spacious kitchen and dining table and
cooked curry using ‘leftover food’. Ideally, people would instinctively
divide roles according to their skills—but of course, things didn’t go
entirely smoothly. The staff quietly lent a hand in assigning roles and
making sure it didn’t turn into the clichéd scene of women cooking and
men talking.

¢ Finding a sleeping spot for the night

While staying together would have been ideal for a shelter setting, we
chose to divide the group, with men and women sleeping in separate
parts of the building. Fortunately, cardboard beds were ‘on hand’, along
with mats and sleeping bags. These makeshift beds were scattered
throughout the empty gallery space.

e Reading session
Some participants, restless and awake due to lingering aftershocks’,

CAMP

gathered quietly in the middle of the night, each bringing a book to
share for a reading session. What unfolded was an exchange of mem-
ories—one read aloud, another spoke about their book selection, and
another shared a firsthand account of the March 11 earthquake. The
wind died down, and stars began to appear.

e \Walking to the disaster relief hub

In a car-dependent suburban city, attempting an evacuation on foot
becomes all the more important. We walked the ten kilometers from
ACAC, which is nestled in the mountains, to the sprawling downtown
gymnasium. The highway, ‘cracked and strewn with abandoned cars’,
was ‘unsafe’. The sparse roads posed the real risk of bears, so we mapped
our route out carefully. Along the way, we took a break at a hot spring,
where the water provided respite for body and mind. Through the act of
moving—walking, performing light tasks, and bathing—the boundaries
between host and guest, speaker and listener, gradually dissolved. We all
arrived safely at the disaster relief hub.

On 27 September, we organised Fi/m Festival as a Tent, a free, no-res-
ervations event at the Aomori City Gymnasium. The program retraced

a century of disasters through film and was complemented by a library,

a free campsite, and various workshops. We hope that through the
combination of physical experiences, information drawn from words and
images, and the conversations shared with both friends and strangers,

a community of mutual aid came into being, even if only for a fleeting
moment.

The screening program comprised three parts. The first was a
segment in which archivist TOCHIGI Akira—who compiled the
Films of the Great Kanto Earthquake of 1923 archive, a digitally-compiled
collection of footage shot by ordinary citizens and curated by location
and theme—offered live commentary on the assembled films as a benshi
(silent film narrator). The second was a segment revisiting records of

10
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disasters in Aomori, as documented by a television broadcaster, and
presenting the gymnasium disaster preparedness functions. Finally, we
showed a screening of the documentary Voices from the Waves SHINCHI-
MACHI, produced by Aizawa, which was filmed in the aftermath of

the Great East Japan Earthquake and composed not of scenes of dev-
astation but of the expressions and voices of pairs of survivors (parent
and child, friends, spouses, etc.). All three films were selected precisely
because their scope includes recovery, which can serve as simulations for
accidents and disasters that could strike tomorrow.

‘It is arguable that the act and experience of repairing would give the brain
a more flexible and wide-ranging ability to adapt and apply things.’3

T once spent seven weeks in hospital, and it was a fresh, eye-opening
experience. Where else but a hospital, a battlefield, or a shelter do un-
connected strangers truly live together?

Disaster preparedness events can be organised anywhere, anytime,
and as often as needed —even in art spaces. A shelter, where people of
all ages, genders, nationalities, positions, and beliefs gather, is always
built from scratch. Bound together by only one thing—the experience
of profound shock—people forget their usual roles, and in responding to
an ever-shifting situation with quick judgement and resourcefulness to
make ‘here and now’ better, mutual aid and a kind of fraternity emerge.
Perhaps this is the essence of the ‘disaster utopia’. While it is vital to
learn from past wounds and carry forward the wisdom of the past, it
is equally crucial to ensure that such lessons do not ossify into dogma
or rigidity—something that seems to have contributed to the decline
of the camping boom. Shelters are not solely occupied by experts or
experienced survivors; some may arrive without particular expertise or
knowledge, while others are not formally recognised as members of the
community. The members are diverse, and so are their views. There is no
such thing as the ‘right’ kind of shelter, just as there is no such thing as

the ‘right’kind of disaster victim.

I believe that art both preserves and expands memory, sensation,
and value. Because it unfolds on a timescale distinct from that of every-
day life, understanding art takes time—yet this is precisely what renders
it so compelling. In disaster response and community-building, too, it is
essential to both trace memory and experience of the past, and remain
attuned to the ever-shifting present—continually questioning, reconfig-
uring, and bending notions of ‘correctness’. That this project took place
in the Hakkoda Mountains made its role in preserving and expanding
memory all the more significant.

1 Rebecca SOLNIT, 4 Paradise Built in Hell: The Extraordinary Communities That Arise
in Disaster, trans. TAKATSUKI Sonoko, (Tokyo: Akishobo, 2010), p.12.

2 ‘Day Two', Five Days at Memorial, Season 1, Episode 2, created by Carlton CUSE
and John RIDLEY (Apple TV+,2022).

3 AONO Fumiaki, NAOSU, (Sendai: sendai mediatheque, 2020), ».119.

(p-t.)

SAWA Takashi

From 2000 to 2010, he served as Director of the Image Forum Festival. He is currently
a freelance curator and has been involved in numerous collaborative curatorial projects
with institutions such as the Aichi Triennale 2013, the Aomori Museum of Art, and
the Nagano Prefectural Art Museum. His major projects include Urban Disaster Pre-
vention Boot Camp (IRON ISLAND FES, 2017-2018), Encounters with JAXA (2017-),
Tumaki — Eastern Film Promises (Kyoto City KYOCERA Museum of Art, 2023), Super
Draw (Haneda Innovation City, 2024), and What is Radiation? (Image Forum, 2025),
among others, which he has planned and produced.
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(SAIGAI Utopia) Timeline

3.21-4.7

SAWA Takashi stayed at ACAC

3.25

Interviewed Fire Prevention Division,
Aomori Fire Department

3.26
Walked from ACAC to Aomori City
Gymnasium for practice. (approx. 14 km)

3.27

Interviewed Hachinohe Art Museum and
Hachinohe Portal Museum “hacchi”

4.18

Interviewed sendai mediatheque

4.23

Interviewed Aomori City, General
Affairs Department, Crisis Management
Division

5.14

Interviewed Aomori Broadcasting Corp.
6.3-9.27

Held orientations for recruiting student
staff for the film festival. They subse-
quently participated in planning meet-
ings, preparations, and on-site operational

CAMP

mﬁmu—uoﬂﬂ

6.18

Interviewed Akita City Cultural Creation
Center

6.19

Interviewed GREEN HOUSE in Aomo-
ri city. Stayed overnight at ACAC Cre-
ative Hall (Lecture Room) for practice
8.21

Stayed overnight at ACAC Exhibition
Hall (Gallery A) for practice

9.1-9.29

SAWA Takashi stayed at ACAC
9.13-9.14

Exhibited a booth at the ‘Aomori Minna
no Bosai Fair’

9.20-9.21

ACAC as a Base Camp (pp. 13-34)

9.27

Film Festival as a Tent (pP. 35-57)
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Aomori Contemporary Art Centre (ACAC) is part
art centre and part residence facility, serving as a
base camp for artists who visit, stay, and then move
on to other places. In ACAC as a Base Camp, we
imagined a scenario in which ACAC had been af-
fected by some kind of disaster. The participants all
became players in this hypothetical drama, joining
ACAC staft, co-curator SAWA Takashi, and guest
AIZAWA Kumi as they held a two-day, one-night
campout and disaster evacuation drill.

[Timetable]
e Day 1: 20 September (Sat)

15:30-16:00 | Assembly

10 participants, along with 3 ACAC staff mem-
bers, Sawa, Aizawa, and photographer IWANE
Ai, braved the heavy rain that had been falling
since noon to gather in the lounge of the Exhibi-
tion Hall.

16:00-17:00 | Self-introductions

The ACAC staff were in the middle of introducing
themselves when the lights were turned off inside
the building. Pretending that a power outage

had occurred, the participants continued taking
turns introducing themselves and their individual
strengths as they passed around a portable lantern
that one of them had brought with them.
17:00-17:30 | Behind-the-scenes tour

ACAC:s technician led the group on a walk-

ACACR—AF x> 7 | ACAC as a Base Camp

through of the mechanical rooms, boiler rooms,
snow storage room, and other parts of ACAC that
most visitors never get to see, but which would
need to be checked in the event of an emergency
to verify the safety of the facilities.

17:30-18:30 | Talk by Aizawa Kumi

'The lights came back on as the group returned to
the lounge. The participants and staff sat in a circle
and listened to a talk given by Aizawa.
18:30-21:00 | Dinner

The 16 campers moved to the dining room of the
Residential Hall and cooked curry in small groups.
They were joined by TANJI Rie, one of the Open-
call AIR residency artists who was then staying

at the Residential Hall. After dinner, everyone
cleaned up together.

21:00-21:30 | Deciding where to sleep
Everyone gathered around the dining room table
to discuss how to make the sleeping arrangements.
The women decided to sleep in the Lecture Room
of the Creative Hall, while the men chose to
spend the night in Gallery A of the Exhibition
Hall.

21:30-22:30 | Getting ready for bed

The campers divided into groups and made their
beds, deciding amongst themselves how to appor-
tion the mats, the sleeping bags they had brought,
and the limited number of cardboard beds.

22:30-0:00 | Reading session

5

ACAC:s director arrived at the centre and joined
the camp. After moving to the Workshop Studio
in the Creative Hall, the group members talked
about the books each had brought with them.
There was a good variety of material, including
picture books, novels, essays, catalogs, and stacks
of photographs taken by one participant at the
time of the Great East Japan Earthquake.

0:00 | Bedtime
e Day2: 21 September (Sun)

6:00-7:00 | Waking up

7:00-7:30 | Breakfast

Everyone gathered in the dining room of the
Residential Hall to eat a breakfast prepared by
OGASAWARA Mutsuko, who works part-time
as a receptionist at ACAC.

7:30-8:00 | Preparation for departure

The campers put away their bedding and prepared
to depart ACAC.

8:00 | Departure from ACAC
The campers left ACAC for the Aomori City

Gymnasium under clear skies.

(e.s.)
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Contradictions Behind-the-Scenes

The Aomori Contemporary Art Centre (ACAC) has members referred
to as ‘technicians’, who are responsible for providing technical support
for exhibitions and other projects, as well as overseeing facility man-
agement. They are key contributors working behind the scenes, whose
expertise is considered essential to the realisation of ACAC’s wide range
of projects and to ensuring the centre’s safe and continuous operation.
During the ACAC as a Base Camp programme, participants were invited
to take part in a behind-the-scenes tour led by the technical staff, where
they visited areas normally closed to the public, including the mechani-
cal rooms and the snow storage room.

While leading a behind-the-scenes tour known as a ‘walk-through to
check the status of the facilities after a disaster’, I felt an indefinable
sense of unease each time I opened the doors to the mechanical rooms.
Stored inside ACAC’s mechanical rooms were potentially flammable
materials and tools used in past exhibitions, and even rubbish awaiting
disposal, all left in an area designated as a ‘dedicated non-combustibles
zone’ under Japan’s Fire Service Act.

ACACs technicians are also responsible for facility management
alongside their work installing exhibitions and events, and supporting
artists’ production. Shortly after I was appointed as a technician, and
was very new to the role, I was escorted to the mechanical rooms during
a fire safety inspection with little understanding of the situation. Con-

KINOSHITA Yuji

(Technician, Aomori Contemporary Art Centre)

fronted with a large number of items I had no recollection of having
seen, I received a stern reprimand from the fire officer—which I still
remember well. During the tour, despite it being two years after that
inspection, my mind still flashed back to that day.

A reading session, conceived for those assumed to be spending
‘a sleepless night due to the disaster’, followed the series of events in
the programme. During the session, one participant introduced the
book Danshari (decluttering) by YAMASHITA Hideko. What left a
particularly strong impression on me was a phrase they used—'a soft
earthquake’, as I recall. Through the state of their own untidy home, the
participant spoke about their thoughts on ‘safety’ as one of the elements
that constitute a home. Describing a cluttered interior as ‘a soft earth-
quake’ allowed us to associate the idea of how much the risk of injury
within one’s home could be reduced. At the same time, I thought it very
important to create clear escape routes—pathways that would allow one
to evacuate safely from a place that, in the event of a disaster, could no
longer function as a ‘home’.

Perhaps due to its nature as an art centre, ACAC appears to have
been designed with extremely limited space for storage. Rooms origi-
nally intended for other purposes have gradually been encroached upon
and repurposed as storage areas. This practice has now even extended
into the mechanical rooms. Beyond the mere issue of storage space, this
situation seems to reflect a broader contemporary condition in which
objects are easy to acquire yet increasingly difficult to dispose of. The
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cost of disposing of plasterboard, for example, can be equal to or even
higher than the cost of purchasing it. Ideally, such materials would

be discarded as industrial waste after each exhibition; however, in the
current climate of shrinking budgets for cultural institutions, this option
has become less feasible for ACAC.

The only solutions that come to my mind at this stage are rather
predictable: securing additional storage space, decluttering materials,
and making an effort not to hoard items. However, even if new storage
areas were to be established, this would merely be putting off the prob-
lem. Moreover, attempting to minimise the use of materials within the

CAMP

context of an Artist in Residence (AIR) environment, where creation
itself is the primary activity, inevitably gives rise to another contradic-
tion. While it is difficult to propose a fundamental solution under these
circumstances, this difficulty cannot serve as a justification for compro-
mising safety.

We have to confront the ‘soft earthquake’ taking place within
ACAC, and continue to consider ways to reconcile the ideals and reali-
ties of an art centre.

(p-t.)
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Prepare, Hike and Survive

At ACAC as a Base Camp, we invited AIZAWA
Kumi to speak about her practices to date.
Aizawa has consistently sought to maintain the
quality and continuity of human life through
connection. This is an edited excerpt from her

talk.

From an Architectural Background to Shin-
sai Regain Press

As an architect, I have designed many public
facilities, but the behind-the-scenes tour really
illuminated the need for more storage spaces.
Seeing the current state of the mechanical
rooms, I realised that this is what happens if
space for cleaning equipment or break areas
for staff is not considered at the design stage. I
found myself reflecting on the way architects,
myself included, often overlook these opera-
tional requirements.

When the Great East Japan Earthquake
struck in 2011, I struggled to think of some-
thing I could do. I believed that my architectur-

al design skills were not needed. Buildings and
houses had been completely wiped away, and,
for the first time, I realised that architects were
powerless when it came to the immediate after-
math of the disaster. It’s human lives that were
under direct threat. These events deprive people
of their everyday lives, instantly replacing them
with ones shaped by disaster. As I spent time
in the affected areas, and speaking to many
people, I encountered countless realities that
could never be fully covered by the mass media.
This experience inspired me to create a form
of micro-media in which readers could ‘see’ the
faces behind the stories, and I began issuing a
free publication, Shinsai Regain Press.
Circumstances in disaster-affected areas
continue to change as reconstruction progress-
es. Yet, before we realise it, disasters are oc-
curring again in different places. Many people
say, ‘I never thought I would become a disaster
victim myself’. However, while watching the
news, I saw an interview with a mother who
was a victim of the Kumamoto Earthquake.
She said she was prepared for disaster, so didn’t

CAMP

AIZAWA Kumi

panic. Her house had been damaged and she'd
evacuated to a shelter with her children. Yet,
she'd remained remarkably calm because she'd
prepared and knew where to evacuate and what
she needed to do. Hearing this, I began to see
that knowledge alone could serve as a form

of preparedness, and I shifted the editorial
direction of the publication slightly. Until the
project concluded in 2024, the publication ap-
peared four times a year, for a total of 47 issues.
In its early years, it had a circulation of 100,000
copies per issue.

Carrying Memory Forward: The Michinoku
Coastal Trail

Around 2015, I became involved in a
long-distance trail project, one of the recon-
struction initiatives led by the Ministry of

the Environment, and aimed at creating a

new flow of people along the Pacific coast of
the disaster-hit Tohoku region. As a regional
collaboration with four prefectures and 29
municipalities, the trail was designed as a single
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hiking route stretching over 1,000 kilometres,
from Hachinohe City in Aomori to Soma
City in Fukushima. As we delineated the trail’s
management plan, I became aware of the need
for a private-sector organisation to take part in
the project as a way to circumvent a potential
structural issue. This issue involved original
passion fading due to institutional turnover,
making it difficult to pass on the founding
vision and guiding principles behind the
project. Awareness of this challenge prompted
me to establish a new, non-profit organisation
called Michinoku Trail Club, and I took on
responsibility for its management as Managing
Director and Secretary-General. Today, the
trail attracts around 130,000 hikers each year,
creating a new flow of traffic—one that would
not have emerged without the trail itself.

As mentioned, I continued publishing
Shinsai Regain Press in the hope that people
would prepare themselves, even if only through
knowledge. Yet I also felt a strong sense of
being powerless—unable to fully engage the
people I most wanted to reach in a meaningful
way. Those hiking the trail, on the other hand,
often receive assistance from people in the var-
ious communities they pass through. What had
once felt like a distant disaster, something they
could not quite claim as their own experience,
begins to change into a personal concern when
a person—someone who has just shown them
kindness—shares their personal story directly.

ACACR—AF x> 7 | ACAC as a Base Camp

By repeatedly witnessing, with all five senses,
how older towns sit on higher ground, while
newer towns lie below, hikers are also able to
see, firsthand, what the coastal region has lost.
Visiting earthquake memorial facilities and
museums after the hike further deepens their
understanding of the disaster, as the sensations
they experience while hiking and the stories
they hear along the way are encountered again
as objective records. As more people hike the
trail, relationships with residents deepen, lead-
ing many hikers to return to the trail time and
again. In fact, the number of people choosing
to relocate to the area has grown. I believe that
hiking itself possesses a powerful capacity to
transmit lived experience.

Hiking Builds Strength for Life

My daughter also hiked the trail, carrying
everything she needed to survive in a single
backpack. The experience of living for two
months only with the contents of her backpack
alerted her to the unnecessary clutter that filled
her home. Long-distance hikers come to the
same realisation. As a result, they begin declut-
tering to live more simply. It is that simplicity
that turns out to be a source of resilience in
times of disaster. Since then, my daughter has
kept that backpack by her bedside. ‘If anything
happens, I'll just take this and I'll be fine,’ she
says, adding, ‘All T have to do is to survive in
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that very moment’.

Hiking the Tohoku coastline is not only
about learning about past disasters, but about
finding the strength to survive. Even hiking for
just one week can make a profound difference.
Most people begin by overpacking their
backpacks. But as they walk, they start to re-ex-
amine their gear and send unnecessary items
back home, leaving just the bare minimum
that is truly needed to live—and that process
of realisation is what makes the experience so
compelling.

(p.t.)

AIZAWA Kumi

Architect, editor, film producer, and consultant. Working
from an architectural design practice as a base, she is
involved in team-based creative production across a wide
range of fields, including the editing of magazines, books,
and newspapers; film production; regional art projects;
disaster relief; and intermediary support initiatives. She
founded the NPO Michinoku Trail Club and currently
serves as Managing Director and Secretary-General.
She also concurrently serves as a board member of silent
voice, the RQ Disaster Education Center, the Nature
Parks Foundation, and Mother Architecture.
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Aomori Contemporary Art Centre (ACAC) hosted Film Festival as a Tent at Aomori City Gymnasium,

an athletic complex which doubles as a new disaster relief centre for Aomori City.

The idea of the ‘tent’ (as a kind of temporarily constructed community)

stood here as a metaphor for the experience of watching films together in one place with many people.

In addition to film screenings, the festival featured talks, a library, workshop booths and delicious food;

the aim was to create a space where people could develop an awareness of the physical and

mental preparations that are only possible in times of peace. The film festival became more of a one-day-only community get-together,

as the hosts and participants combined their knowledge and experiences to break down the barriers between them as much as possible.

[Timetable]
¢ Film Screening Programme

A Brief Preface to Viewing

Films of the Great Kanto Earthquake of 1923

(15:00-16:00)

At the time of the Great Kanto Earthquake, films (then known as ‘motion
pictures’) had ascended to the throne of popular entertainment. But beyond
the spectacle, the idea of film as a medium for news and documentation

was beginning to take root. This meticulous archival footage depicts houses
crumbling among raging flames, victims gathering in public squares with their
remaining possessions on their backs, the perseverance of firefighters and
people working in rescue efforts, and efforts toward recovery. As the audience
browsed on the archival site accompanied by the commentary of TOCHIGI
Akira, they contemplated the examples set by their forebears and the lessons
they hold for disaster preparedness in the present day.

Past disasters in Aomori and the new disaster relief centre
(16:30-17:00)

Aomori City Gymnasium, Aomori City’s new disaster relief centre, opened
in 2024. In the event of an emergency, this complex will also serve as an evac-
uation shelter for a large number of people. Following a screening of the film
Past Disasters in Aomori Prefecture, KUBOTA Mana, the Gymnasium’s deputy
director, provided an overview of its facilities and led participants on a tour of
the stockpile warehouse.

Screening of Voices from the Waves: SHINCHIMACHI|
(19:30-21:30)

A sequel to The Sound of Wawves, this documentary film about the 2011 Great
East Japan Earthquake does not revolve around heartbreaking footage of
disaster-hit areas. Instead, it consists of conversations between closely related
victims of the tsunami such as siblings, couples, and fellow members of vol-
unteer fire brigades. Gathered by directors SAKAI Ko and HAMAGUCHI
Ryusuke in the town of Shinchi in Fukushima Prefecture, the footage shows
people using dialogue to recall their fading memories and renew their deter-
mination to persevere. Following the screening, we invited AIZAWA Kumi,
the film’s producer, to join us online for a Q&A session.
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¢ Additional Programmes

Shop supporting recovery efforts in Noto (12:00-16:00)

As a component of a seminar led by NOZAKA Shin of Aomori Public Uni-
versity, this shop formed part of a charity project supporting residents of areas
affected by the earthquake and flooding in the Noto Peninsula of Ishikawa
Prefecture in 2024. Students from the seminar travelled to the peninsula and
visited places like the Wajima Morning Market, selecting foods, drinks, and
handicrafts from the shops there to take back and sell at the film festival. The
shop also screened a film made by Town Management Organization Wajima,
which is involved in recovery efforts in Wajima City.

Concessions (12:00-)

For a relaxing break during the programme, refreshments were provided by
local café Antena Aomori, whose cyclist proprietor offered coffee and sweets,
and cotocoto kitchen car, which served up snacks, sweets and drinks prepared
with care.

Cardboard bed assembly workshop (13:00-14:00)

We conducted a cardboard bed assembly workshop, recruiting participants
from among the festivalgoers with the help of student staff. A total of 6 card-
board beds were assembled and later used as seating for the film screenings.

Commons library (12:00-18:00)

We distributed free newspapers and booklets on disaster preparedness
gathered from across Aomori and other localities, and displayed publications
recommended by the film festival staff and other event collaborators. Visitors’
eyes were drawn to this impressive body of materials gathered under one
roof, particularly the regional differences and creative particularities by which
knowledge of disaster prevention and records of past disasters are collected
and disseminated. In addition, we displayed texts written by each recom-
mender about their selected books, hoping to encourage visitors to engage
with the books from various perspectives.

Film Festival as a Tent 39

What-if dialogue

(Part1: 12:00-15:00; Part 2: 17:30-19:00)

For the workshop in Part 1, participants wrote down and shared potential
‘problems’ that could occur during disasters, as well as individual ‘strengths’
which could be used to address others’‘problems’. Part 2 was a game-style
workshop in which participants made groups to consider certain ‘questions
with no right answers’ which they might be confronted with during disasters,
based on past cases. This programme provided an opportunity for participants
of different ages and backgrounds to reflect on their mental preparedness

for disasters, as well as on the burden of decision-making in the face of
uncertainty.

Free camping area (12:00-18:00)

We opened a one-day-only free camping area in the green space next to
“Yoridoma’, the semi-outdoor covered area between the main arena and the
sub-arena of the complex. The outdoor goods store GREEN HOUSE con-
ducted a tent-pitching workshop for beginners, and also introduced various
outdoor/camping products that can come in handy during disasters.

(es)



13009

23514 | Site Map

N
1 2
31 K< | Yoridoma
<
A B, 3
4 &
I
%7 7Y~ | Sub-arena
o
g
= ©
Ad

TR RERMUG TS 2T —H A7) — T2 1) DS SR &
HRHRDFE LI L PRI

FehoZ 2 Friwhyy Fme

FEBINEY ay 7

7—F&KV ¥ 275G

R R—=WRyFHBNLTY—r¥ay T

IV ARATATTY—

b L i

V=7 b

N N R N S

A Brief Preface to Viewing Films of the Great Kanto Earthquake of 1923
Past disasters in Aomori and the new disaster relief centre

Screening of Vaices from the Waves: SHINCHIMACHI

Shop supporting recovery efforts in Noto

Concessions

Cardboard bed assembly workshop

Commons library

What-if dialogue

Free camping area

o R LN R AW

o



7 ML %% | Film Festival as a Tent




{
*

< ¥\
o, IV B ‘
45

7 ML %% | Film Festival as a Tent

4734y5&i1l\5.

i

ELTLi-)f;J:—) s

e er B, 5

L
a4
‘.
i

i




[MHENKINDNINS— ] IR K | iR

[ 40e ]

B (N —INAK A —&—)

o frEXBE[Zz<OnD]
(FRUSRIKTNIR—N NoNOo W)

o ANYAR-NUD LT mE M
[RHIA—-UN—3P VYOV R IHKERS
HoHRe R (BRHMIK ~o—ol)

B LRSI (M <=1 A< - R RY)

o By RIK U [ HIAm K © -0 © SR 1) B IR TS ik
LRl o] (Voo - voami)

o A0 BN OONH Q- K L I, 4l
T8 I R X s R 2 N TR S [ 4H o L B
(BHR Q) | (no —~4)

o KHEDHK M KECEER M [+ S M 46 46 (40 B iRl
T ] EEeSLSH o — < i)

o FH 28 5 (BRI N & — TS - S Hm)
o trunk[=INNNTV | BXKEoco— - com]
(Noas - NoNwi)

o HNHIZE[HTRAEBRINENDN

NO——-NOANW ]| (NO—— - NOo~NwWH)

o MHAKNZHR (4w 00D SR SR K]
(FREHE o~ <)

o REHEM [(NvURE 35 OM) VI U Qe
AN V] (EHrEEHIEL o o< i)

o IREMKMESS KR IE] rHE o< i)

o Zo OM<UWIENANDAMERM
[EENENDANMINENDIN] (No~—i)

o REVTDIHNOINHNLLE
[TRENDIHWMIAN] NN voco i)

o IRELDHNDAMSEYW]
(X | £oHB vowol)

o PRUSKIRYNIR—
[rrerdiIRY « R=R YN O 0o —]
(0 o —oolf)

o IRXEHPH o T HR I ER Au B 7 O T H K B
TN LSO 0o 0 R ] (IREHHIR o — < #)

o KH | M[I LRI
(VG o ——if)

K B R W (EIRE SIS N & —HEKE - I — = T — TR % — & —)
o KIFRPEH" GENERATION TIMES 8
[BEVIRTK] (EXH ~o—< i)

K- | (ERAIGE D N S —HrkE - %48 m)
o |TH R [T S0 1 Bt 4o o,
—ARRIPNRNS [KiEH | vmpk <]
(MEF ~o~ol)

ERXERHIN (EEEHIGE D N o —HEKE - §HuK)

o I XS0 S—IMNMSHSH V]
(REBEH o —oi)

o HHBHKL [HHEVRERSINw O Bk ik
AAR—g] (WRAR— 3 o o§)

o Kmuom f-4ofN’ HE4IE IER KM
[ HYIRY N A — K— RIS W HZHK fo 10
BN M+« ] (millegraph’ No—m i)

BRiek]

e HRNHIZE[H - RABKINENI N NoNw |
(No~w#)

o FHMMERIEN<BK=LTN
MBS =S ANIKERS - Qoo S - Qo)
(NoONN - NONSHF)

o HEKEDK [HCE TR INE NI
[€iC+w 0 Ht P DHh U || (No— oo i)




7 ML %% | Film Festival as a Tent

[EREKEEEERDRRN—RCN] V[ ELERLRDQ

X050 & K SSIBEE A

KEEN D ANN o [REKE RSN
DRARN—RYN| QELURQOQEANTYT
D N K Q A0 AR A0 1 &Y
HE PR ORIE L LA N—R
NUBRK LK B8 KE K
Mo (VR EREUEQOL W St M~
—AQ | VBRSO VI O

(BRI KBS K ETR NN IN—R YN
upsy

1) Qe £ L B A SR B Q& v
SRR R L REEGE QM D EER A 0 &Y
ALY JEEVED P S HEUVS
OQERRUIVERVSLLPIR” VK
EHEXKSORYNOERS O R BRER

WO 5RO R 505088 R
SOEKER I NN O — O (0108 80 1) AU
AT 0 O 9 S g’
BERKEABL RO~ R —~oan
HomumUER NN QEE QI Lo
BB 0e o nBRITSBMR O Y

WM SRHIRA O L S BRIK G EK 8K

BER= 1 801 Bl SQADREVERESS 5~
5. Q 2504R» 50 0 D& 1Q~UES S’ D&
O REOIRAIRUL A0 (s B QEKE
SRR s SR ERRQEY
R i) LEEKE SRR 0 L2
RRVIEOL L0 200 LAt P°
RRLEN Qir T HNCEKI P
D4 0 LR Lot RIT SRR
L8090 QH2-0 50 ) A" RIS a0

HET0RE 4248 5000 LT QR KN P N 4250

~J 40 5048 AU A0

i

BUELKOVERSIEQD W St &
I 0 R R O @~ 1) sQ W ER IS ) 5 )
[ O mEHESEE 0 5 Lo K
OHLAIQ KM Q0 SRHNG KRR
L4550 REIRRAOS S KB WIERDIE O 1 550
50T RRN DY N SIMEIG 4L 5 f5-0 Q 0

210 2 A4

iﬁn

h

HEL HrgEL” H.QefER

BRKUXSREIIRC 1 —R SHI
BROLRLAR HEELEOSRIWY
PRI WS — O SENRI TN <IN
NRAE LIRM O v 2 LIRER QIR
B0 RR-KHEN SETRHER L0
AP BN RE2-KEE SO
o 5 O LEPR W R S LEE S M

49




BOOK I

HYKEKY—RT—2EQQ LU
REXEER MERKEBLKKERE] 508
B K OYEXE LS SmESm R OHE
PUKEBIE Q40420 BIUEWIE QL 4
oo DM UREE QoI O NE
R St e 5 QI B KIE
SR INT N0 DHEI LR QB 0 L
~JES 5 6’

LR BRKEKXRGELEOSKLEE
S O IR FHRIKSRYR

BRI 420 LHIER L AIQAUAIE O §U a0 0”7

VS HEIEANT - RERITVFR PV~ LD
<0 R~ SOERRI AL~
BRI S-S 100 O (2 0 BRI ARNT L A0 -
ofﬁﬁbﬁ%bb@#kbﬁi&%ﬂﬁﬁ
SERRHeNT LW O (A0
REES ﬁ%@¢f:®%kb$lmtﬁb
O 5 0 admy S L -0fI1Q Q4

RIKIERNE Qi8z 12 4630~ Dm N m ik
BRI VB Q20 R ¢ RITKIER Wt oo o
L0 5 500 08 0420 WR &0 HrkEie

2N

Ei 2

SEIWT IRV OEMLORILK LR
VNoRS B RET ¢ e LU
HMEPERORDARR R0 5
AOBRATNNU 2 St 00 SN UHPREQ
<& L0 0" IR QI S0 QR
BRSSO PRI 0200 AN 145 O 2y
Soon) 0 g®

S K& R -ofb 3N

L_

Br £ LIS SU U
ROtk ik Q&S
W LD LV o HE SRS
D002 QL 0L 2 s
NEE  ERSEVERVIL
1N D LI NN QI R

o

20

25
B i QEERSEEL- T R

CAMP

ENERVENROLLAINLL R 54D
BN QLD MEE e ) R
DR O LIRS A B ERR KR

DIPOLEKERT RERI- QRIRGEH S
IR {00 — RIDEE 3 EER-H 0 O42° Qg
RTINS Y 543 5 i EREHRIE S~ Wi’

M SO B SHEE VIEKE SRR QS S
AR ALAORIRIC Y A0 QRO &I 5 R”
NS ROOBRKOULRDLIUERYPOS WIS
RV QO IRVERE Q0 QK
500 QREEQE L BRI WL 0
1) | FEUARHDRROT R O OREINT
KR QRALVIO Y S a4 5B O (Y S A

A 40 HU IS A0 O
NYRIN—F UKL TRESR—DNNKT— NG E
LS QP O O oo S RIRESHLHKE
ENTRLYNE— (B EHKEN—RN [Z=<—])
BRI~V KESKHK - Bk - BIR- ~NAYXE
LUEE MERY Ze<d—0RER v TREK
B EERDNXIN—RYN] & INT RSB EE A
0] SBEURQ0AI0L (15) OKEEEN—a
WK EREQ K VR R Y 5 00°

REKEXEHERDRIN—RTN

50

A Brief Preface to Viewing Films of the Great Kanto Earthquake of 1923

In this programme, film archivist TOCHIGI
Akira, who was actively engaged in developing
the Films of the Great Kanto Earthquake of 1923
archive, joined us to speak about the project
during the screening. The archive features films
that document the initial impact of the disaster,
as well as scenes of fire suppression, evacuation,
displacement and medical relief. The following
text is an edited excerpt of the talk.

On the Films of the Great Kanto Earthquake
of 1923 Archive

‘The Films of the Great Kanto Earthquake of
1923 archive presents twenty works, bringing
together footage from the immediate aftermath
and reconstruction periods, as well as films
produced after the event, depicting life before
the disaster. The website was designed to allow
viewers to explore the archive from various
perspectives, categorising these into filming
locations and scenes, including fires, collapsed
structures and rescue efforts.

7 ML %% | Film Festival as a Tent

The Great Kanto Earthquake struck 103
years ago on 1 September 1923. The quake was
caused by a fault shift in the Sagami Trough.
Because the quake occurred so long ago, and
the devastation affected the cities of Tokyo and
Yokohama, as well as the neighbouring prefec-
tures of Chiba and Kanagawa, some may think
it bears little connection to Aomori in the
Tohoku region. However, depending on how
one engages with the archive, the films may still
offer timely insights and enduring lessons, not
only today but for generations to come.

One notable aspect of the Great Kanto
Earthquake is that, although collapsed
buildings and tsunamis caused fatalities, fires
accounted for many of the deaths. Within an
hour of the quake, cameramen had already
begun heading into the disaster zones to docu-
ment the aftermath. Fires broke out throughout
Tokyo immediately after the quake, and it was
not until 10:00 a.m. on 3 September that they
were fully extinguished. Watching these films,
one cannot help but sense the determination of
these cameramen, documenting the unfolding

TOCHIGI Akira

disaster even as the scale of destruction re-
mained uncertain.

How the Great Kanto Earthquake Reached
the Nation—and Aomori

The Great Kanto Earthquake was a regional
disaster affecting the Kanto area, yet it became
widely known throughout the country. One
reason for this was the rapid development of
mass media at the time, particularly newspapers
and photography, which helped spread news of
the disaster nationwide. At the same time, film
became a mainstream form of entertainment,
and footage documenting the quake quickly
circulated throughout Japan. In fact, the Min-
istry of Education produced a feature-length
film, titled Kanto Taishin Tuika Jikkyo (Live
Reports on the Great Kanto Earthquake and
Fire), which began screening on 10 October
1923.The film was shown at eighty-six venues
across the country, including Hirosaki City on
22 November and Aomori City the following

day. Thus, the disaster became known nation-



wide through the medium of cinema.

But perhaps the most direct reason the
earthquake became known nationwide was that
many people from regional prefectures evacuat-
ed to their hometowns, raising questions about
how local communities should receive and care
for evacuees and others affected by the disaster.
Meanwhile, local authorities sought ways to
assist those who were living in Tokyo or Yo-
kohama but were originally from their regions,
and sent relief workers to aid them. This mutual
response is also cited as a reason the disaster
became a matter of national awareness.

According to statistics from the Tokyo
City Office, approximately 4,000 presumed
earthquake victims had arrived in Aomori
Prefecture by 15 November 1923. Aomori City
also reported that 620 people received aid at
Aomori Station, in addition to another 17,000
who were assisted there while en route to Hok-
kaido. In this way, the disaster in the capital
region came to feel close to home for people in
Aomori.

Learning from Films of the Past

'The website presents a range of visual records,
but one must view such historical footage with
due caution. It is important to understand,

at least to some extent, the context in which
the films were produced and consumed at the
time—including the restrictions and limitations
under which they were shot.

It has been said, for instance, that filming
under martial law was carried out under severe
constraints. Even if footage was captured, it
may have been difficult to screen publicly. In
fact, films of the Great Kanto Earthquake were
prohibited from being shown in Tokyo and
Yokohama—both under martial law—for a
minimum of one month following the disaster.
It is quite possible that those directly affected
by the earthquake never saw these films.

The contents of the archive are valuable
in many ways. I believe the films still offer
us something to reflect on, and may serve as
resources when thinking about disaster pre-
paredness today. Yet they are also shaped by the
historical conditions of their production. With

CAMP

that in mind, I hope we can explore how we
can make use of these films, while also learning
about the circumstances in which they were
made and distributed.

(p-t.)

TOCHIGI Akira

Film archivist. After serving as editor-in-chief of Monzh-
Iy Image Forum, he joined the National Film Center,

The National Museum of Modern Art, Tokyo (now

the National Film Archive of Japan [NFAJ]) in 2003

as a curator, where he was engaged in the collection,
preservation, restoration, and public access of films. After
retirement, he has been involved in the production of
NFAJ’s streaming platforms, including Films of the Great
Kanto Earthquake of 1923 and Film Is a Document, and
currently serves as Representative Director of the Japan
Association of Moving Image Archivists [JAMIA].

Films of the Great Kanto Earthquake of 1923
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Reflections on the What-if dialogue

An Experiment in Disaster Preparedness
Open to Creativity and Imagination

‘The What-if dialogue took the form of a
two-part workshop booth that encouraged
participants to imagine the ‘what-if” situations
they might face during a disaster and to help
them prepare for such moments through shared
knowledge and imagination.

In Part 1, participants were presented with
a hypothetical ‘what-if’ scenario and asked to
reflect on the potential challenges that might
arise, as well as on their own knowledge and
skills that could be of help to others. These
ideas were written on worksheets and displayed
on a shared board, allowing individual abilities
to be brought together and visualised. Through
this process, the workshop invited participants
to consider the roles they could play in an
emergency—as an extension of everyday life.

Part 2 was designed to take this process a
step further, moving beyond imagination and
into more realistic conditions. Real disasters
often unfold in unexpected ways, requiring

people to make a series of rapid decisions in
response to changing circumstances. In this
session, participants took part in a game-based
workshop in which they were prompted to
think about the choices they would make when
faced with a disaster, and to work toward iden-
tifying the most appropriate decision in that
particular moment.

In order to incorporate perspectives
grounded in reality that cannot be fully
grasped through imagination alone, we
invited Associate Professor NOZAKA Shin
of Aomori Public University, a specialist in
disaster sociology, to collaborate on the project.
Drawing on lessons from past disasters and on
Nozaka’s expert insights into the dilemmas that
arise when people are forced to make decisions
in situations with no single right answer, and
combining these with the art centre’s capacity
to foster imagination, the What-if dialogue took
shape.

The project aimed to create a space for
dialogue—a place where people could reflect on
how they prepare themselves to face disasters

and come to understand such preparedness as
an extension of everyday life. With its openness
to creativity and imagination, an art centre

has the potential to offer a unique setting
where people of different generations and back-
grounds can interact with one another on equal
terms. If this project has succeeded in opening
up even a small part of that possibility, it may
affirm the value of having brought the initiative
to life.

OKURO Yuka
(Art Coordinator, Aomori Contemporary Art Centre)

Interview with NOZAKA Shin (Associate
Professor, Aomori Public University)

Q. What was it like collaborating with Ao-
mori Contemporary Art Centre (ACAC) on
the What-if dialogue?

My biggest takeaway was the importance of
visual communication. In disaster mitigation
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and active transmission of disaster knowledge
(saigai densho), we often rely heavily on words,
but I reaffirmed the power of visual expression
in this project.

In Part 1, photographs and video footage
from past disasters made it easier for partici-
pants to imagine concrete actual situations. In
Part 2, cards with simple diagrams were used
to visually represent each participant’s circum-
stances and roles, which I felt helped facilitate
smoother and more active discussions.

I was also impressed by how naturally
participants—many of whom were meeting
for the first time—began speaking with and
listening to one another. I think this was partly
because of the range of generations involved,
with those in the middle-aged group often
acting as a bridge between them. While it
is essential to approach disaster mitigation
seriously, having the chance to participate more
casually—almost as part of a leisure activity—
can provide opportunities to become aware of
the diversity of perspectives and sensibilities
across generations. In this sense, the use of
various visual tools lowered the barrier to entry
and contributed to engaging people from a
wide range of age groups.

Q. How do you think this project can be

BOOK I

connected to everyday life?
We often say that disasters are an extension of
everyday life. However, the chaos of evacuation
and life in shelters is clearly different from
ordinary circumstances. Recognising this gap,
believe it is important to first understand what
disaster situations are like from the perspective
of disaster mitigation, and then to re-examine
everyday life with that understanding in mind.

Rather than forcing disaster mitigation

practices into daily routines, we should focus on
learning what actually happens during disasters
and then, from there, reflect on our everyday
lives. In Part 2, for instance, participants
suggested ‘asking neighbours for help’. Even
small actions—such as greeting a neighbour
when putting out the rubbish—can shift how
we relate to one another. I feel this kind of ev-
eryday awareness plays a key role in connecting
disaster mitigation to daily life.

Q. How do you see the intersection of art
and disaster mitigation?

Many people mistakenly assume that disaster
mitigation requires finding a single correct
answer. While the overarching goal is to save
as many lives as possible, no one can know in
advance what the right choice will be in every

CAMP

situation. Some disaster researchers suggest
that instead of seeking a single ‘correct’ answer,
we should think in terms of a ‘constructed’
one—an answer that is formed through cir-
cumstances and relationships. In an emergency,
there is no predefined solution. Rather, those
present must assess the situation, communicate
with one another, and work together to arrive
at a response that makes sense in that moment.
In this respect, the process of engaging with
uncertainty and continuing to think through
situations that have no single answer seems
closely aligned with art.

One of the difficulties of disaster mitiga-
tion lies in the moment when people reflect
on what they could do based on experiences
and records of past disasters. Bringing those
events closer to themselves and relating them
to their own lives can instead give rise to a
sense of despair, revealing how difficult it may
be to survive or make a difference. The medium
through which one reflects on oneself may
differ, whether through artworks or disaster
records, but the underlying question we must
continue to explore remains the same: how to
transform this sense of despair into hope.

(p.t)
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Timetable for What-if dialogue PART2

session1 ‘On a September night, an earthquake strikes and the power goes out.
You are told that a tsunami will arrive in 10 minutes. Your family has previously
agreed that in the event of a disaster, we will evacuate to the designated school
shelter.” Groups are set as families, and cards describing individual roles and
situations are distributed. While fully taking on your assigned roles, share within
the group what you felt and what actions you would want to take.

Assoc. Prof. Nozaka introduces past disaster cases and key perspectives to consider.
Hold a family meeting and discuss evacuation rules for emergencies.

Each group shares the evacuation rules they came up with.

Feedback from Assoc. Prof. Nozaka

(Break)

session2 ‘Four days have passed since you began living in the evacuation
shelter. Every night, a baby cries repeatedly. The mother is doing her best to
soothe the baby, but the crying does not stop, and the people around them
seem annoyed. Everyone is sleeping together in the gymnasium of the ele-
mentary school being used as a shelter.” Groups are set as people staying in the
same shelter, and cards describing individual roles and situations are distributed.
While fully taking on your assigned roles, share within the group what you felt
and what actions you would want to take.

Assoc. Prof. Nozaka introduces past disaster cases and key perspectives to consider.
The four people staying together in the shelter discuss possible solutions.

Each group shares the solutions they came up with.

Feedback from Assoc. Prof. Nozaka
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In Place of an Afterword

Aomori Public University, which houses the Aomori Contemporary Art
Centre (ACAC), is designated as both an emergency evacuation site and
a shelter.*1 Twice a year, ACAC staff participate in emergency disaster
drills led by the university. However, a university—as an educational in-
stitution—and an art centre operate under different conditions. ACAC
bears responsibility for the safety of resident artists and the many visi-
tors who pass through its doors. Even as it works in coordination with
the university, the art centre itself must also consider how it can prepare
for disaster. And while we often associate the word ‘disaster’ with natural
calamities, we are increasingly forced to reckon with man-made crises,
including armed attacks and nuclear disasters. In such times, what kind
of space might an art centre become? With this question in mind, I
would like to reflect on two programmes hosted by ACAC in Septem-
ber 2025, from the perspective of one member of the organising team.
'The first day of ACAC as a Base Camp unfolded under a string of
unforeseen circumstances, including severe weather with strong winds
and heavy rain, the art centre’s Exhibition Hall surrounded by scaffold-
ing and construction materials due to renovations, a prefecture-wide
black bear sighting alert, and a power outage staged as part of the evac-
uation drill. As these factors mounted, the programme moved forward
with a sustained sense of tension. After relocating to the Residential
Hall, everyone worked together on the evening meal from preparation
to clean-up. Participants organised themselves into groups, with each
person contributing where they could. Light conversation gradually
loosened the atmosphere, and a pot of curry came together quickly and
smoothly. After the meal, we discussed sleeping arrangements and team

HARADA Momomi

(Curator, Aomori Contemporary Art Centre)

groupings. Although the organisers had prepared for various scenarios,
the insights of AIZAWA Kumi—who has reported from and supported
disaster-affected areas, mainly in the Tohoku region—left a profound
and lasting impression. In particular, her reminder that women face a
high risk of sexual violence in evacuation shelters, and of the importance
of not acting alone, brought my own growing sense of comfort sharply
back to reality. In real disaster situations, people would not be able to
maintain the same atmosphere of harmony around a shared meal.

At a late-night reading session in ACAC’s Creative Hall, the group
shared books and photographs, and we listened to one another’s stories.
One participant took the opportunity to show photographs taken in
Hachinohe City, demonstrating that even within Aomori Prefecture, the
impact of the 2011 earthquake disaster varied between Hachinohe City
and Aomori City. The gathering of people of different ages, genders, and
places of origin created an intimate space for personal exchange, and be-
came one of the programme’s most memorable moments. The following
morning brought clear autumn skies, and together we walked from the
forest surrounding ACAC, through fields and farmland, to the Aomori
City Gymnasium downtown. Participants later submitted reflections on
the overnight experience, noting how they valued the depth of commu-
nication with others and how it informed their own preparedness and
ways of thinking.

One week later, at the same gymnasium, we held the Film Festival
as a Tent event. Using the format of a screening programme, the aim
was to provide a forum for a broader audience to think about disaster.
With support from individuals and organisations both on and off
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campus, and with Associate Professor NOZAKA Shin and student staff
involved once preparations commenced for the event, we were able to
realise a project of a scale and breadth that ACAC alone could not have
achieved. While film screenings formed a central component of the
programme, various booths and stands were also set up, creating a lively
venue brimming with many activities. In addition to visitors who came
specifically for the festival, others stopped by while visiting the gymna-
sium, giving the feel of a one-day market with people constantly coming
and going.

One memorable moment for me occurred during the Q&A after
TOCHIGI Akira’s film screenings, when an audience member asked
about records of the killings of many Korean and Chinese people fol-
lowing the Great Kanto Earthquake. The question brought into focus a
hellish aspect®2 of disaster that the phrase ‘disaster utopia’ alone cannot
convey, revealing that we had not directly addressed how discrimination
that permeates everyday life can, in moments of crisis, lead to acts of
murder. In the book A Paradise Built in Hell, Rebecca SOLNIT sheds
light on the inherent potential of ordinary people by gathering numer-
ous examples of spontaneous mutual aid that emerge in times of calam-
ity. Yet, alongside these accounts, the author also confronts the issue of
killings rooted in discrimination. Solnit traces how, in the aftermath
of Hurricane Katrina in New Orleans, African Americans were killed
by racist vigilantes, considering the responsibility of media outlets that
disseminated discriminatory narratives, and showing how a lot of people
in power, by accepting such accounts at face value, contributed to the
loss of human life.*3

Through these two programmes, we worked to make participation
more accessible, bringing together those who might not ordinarily be
drawn to emergency drills and those with lived experience of disaster,
while acknowledging the wide range of experiences in between.
Looking back on this experience, my focus has tended to centre on
the hellish aspects of disaster rather than on utopia. And yet, the more

closely one looks at that hell, the clearer it becomes that building a
utopia is necessary. ACAC is, of course, not a specialised institution for
disaster response and preparedness. Still, as an art centre that has long
supported expressions grounded in individual lives and served as a place
for encounter, I hope it can continue to create spaces where each person
can think for themselves, and to organise projects that give voice to
small stories so often lost within broader narratives. Could such efforts,
in times of crisis, help plant the seeds of utopia and prevent further
human-made suffering?

1 Aomori Public University is designated by the city of Aomori as a temporary evacu-
ation site, except in cases of large-scale fires or volcanic activity. It is also designated
as a facility equipped with indoor shelter space where evacuees may stay for a certain
period following a disaster.

2 'The book was originally published in English as 4 Paradise Built in Hell and appears
in Japanese under the title Saigai Yutopia (Disaster Utopia).

3 Rebecca Solnit, 4 Paradise Built in Hell: The Extraordinary Communities That Arise in
Disaster, trans. TAKATSUKI Sonoko (Tokyo: Akishobo, 2010), pp. 366-396.

(p-t.)
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Aomori Contemporary Art Centre, Aomori Public University
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JLBI
s AL LT KA OELERR B Z D NO AL 2551 2 KL DM, FEH-TV 2,
* B e2y LE) 2B &, BIAHIC L5, 702U BB ATy T4 RV ML OB 2 0o BuE# 2 &,
AR BES AV MR R T TR
ARV PVR=POBER > KR ISA =¥ v v TRIL T,
KEER (ACAC): OY. | N (ACAC): S.T. | JIHBE (ACAC) : H.M.
s FIRE AR I =¥y v TREL T2,
A—Hv A nAes | ISR tm. | R X URIER ONEASE T &, FHBF. 7V —- =ve2)ipt.
TRABES, R+ 7 =7~ (Art Translators Collective) - m.y., b.c.

Notes
« In principle, personal names are presented in the order and format customary in each person’s culture.
* Color plates were photographed by MAETANT Kai, except for the image on p.27 [top];
photographs of activity snapshots and events include images by other photographers.
« Titles of art works, exhibitions, events and books are written in Italic.
« The authors of the event reports are indicated by their initials at the end of each texts:
OKURO Yuka (ACAC): O.Y. | SETOU Tomo (ACAC): S.T. | HARADA Momomi (ACAC): H.M.
« The translators of all texts are indicated by initials at the end of each texts:
Ethan SAMES: e.s. | TSUJII Miho: t.m.
Penguin Translation (KATO Kumiko, KIM Woohyang, TERAOKA Yoshiko, Kellie NISSEN): p.t.
MORIMOTO Yume, Ben CAGAN (Art Translators Collective): m.y., b.c.
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That Which Emerges Only in Extremis
IKEDA Kaho

(independent curator / guest judge)

This year, the Artist in Residence (AIR) program

was titled ‘CAMP’. As well as referring to spaces for
temporary residence or technical training, this word
also denotes a group with particular shared sensibilities
and depth — encompassing a subversive aesthetic
sensitivity historically cultivated among minority
groups. To provide some background, there was the
unusual circumstance that renovation work at Aomori
Contemporary Art Centre (ACAC) meant that the
Results Presentation would be held not at ACAC’s own
Exhibition Hall but at Aomori Citizen’s Art Gallery,
which can be accessed directly from Aomori Station.
Running through the year’s AIR program were the
perspective that these conditions imposing a temporary
relocation were understood as an opportunity rather
than a constraint, and a focus on the collectivity and
shared experience that can only emerge in such a space.
The artists responded to the conditions by proactively
developing participatory programs to accompany the
exhibition of their results. Accordingly, while I would
usually discuss both the exhibition and the program, I
will first examine how each artist connected their own
practice to Aomori’s history, culture, environment, and
daily life.

MAETANI Kai has used the self-portrait to depict
himself while exploring his relationship with others
and the environment, and he took his work forward by
traversing the Tsugaru Peninsula on foot. Fragments of
a range of landscapes, including temporary living spaces
erected during days of camping, were scattered in the
exhibition space. Where Maetani captured the relation-
ship between subject and landscape through movement
of the body, Atittayaporn SAENPO and TAN]JI Rie
looked to the strata of culture and life behind the land-
scape.

Originally from the northeastern Isan region of
Thailand, Saenpo has attempted to connect the north-
east of Thailand with Japan’s Tohoku (which also means
‘northeast’) region, using the relationship between in-
sects and humans as a departure point for her practice.
The artist has exhibited works involving the body to
interrogate vanishing ecosystems and cultures, looking,
for example, at Tsugaru’s traditional Mushi Okuri (‘see-
ing off the insects’) ritual, and the presence of migrant
workers carrying Isan’s insect-eating culture with them
to Japan.

Okinawa-based Tanji, on the other hand, looked
to intimate scenes of daily life for inspiration. Research
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centred around the city of Misawa and the village of
Rokkasho allowed Tanji to trace memories of life root-
ed in the land. She used clothing and daily necessities
gathered during her stay to reconstruct a temporary
private living space, quietly giving visual form to the
fragility and endurance inherent in everyday life.

Adi Sundoro’s practice expands this gaze upon
private life into a more social dimension. Adi is a
printmaker, focused on the relationship between the
waste produced by daily life and personal information,
reexamining the boundary between the private and the
public. For the exhibition, he humorously highlighted
social and cultural differences between Japan and Indo-
nesia.

The only participant to have joined the program
through the recommendation of an external organi-
sation rather than the open call, Samantha CLARK,
directed her attention to changes brought about by the
accumulation of time and action through research cen-
tred on water, and a collaborative approach to repetitive
drawing. The repetition of small creative acts served to
evoke the water cycle that has shaped Aomori’s grand
topography and landscape over a vast period of time.

I'would also like to take this opportunity to touch
on the overall exhibition space. It is worth noting that
the temporary relocation from ACAC to an urban gal-
lery environment meant that the works coexisted within
the space, rather than being partitioned into individual
exhibition spaces for each artist.

It is also noteworthy that a diverse program saw
daily events throughout the exhibition period, to
accompany the works. As well as performances and
artist-led workshops, there were also curator-led tours.
The activities were by no means limited to the exhibi-
tion venue, with events unfolding at various locations
throughout the city. There is inherently a great deal of
overlap between an AIR program — whereby artists
temporarily stay to create work — and the idea of a
‘camp’. However, this year’s AIR went beyond simply
exhibiting works, placing a greater emphasis on shared
experiences — making it a clear embodiment of those
shared characteristics.

Examining the relationships among the artists, and
the concurrent relationships with others involved, there
certainly was a sense of solidarity that could only have
come from the extraordinary circumstances this year.
This solidarity was also evident in the exhibition space,
and expressed in the endeavour to connect with society
through the events program. While the qualities that
emerged during a challenging time are symbolic of this
year, they also suggest the potential to develop a new
way of doing things at ACAC that takes those qualities
forward and builds on them.



T 8B4 LT 4 | Program Timeline

2
Feb. 2.17-4.13
rrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrr Z3EHAR | Application Period
3
Mar
4
Apr
I?/Ia 5.27-28
y 77777777777777777777777777777777777 e FHHEA | Screening
6 ° 6.11
Jun BERERBSCTEBERE
; ”””””””””””””””””””””””” Determination of Invitees by Education and Research Board
Jul
8
Aug.
"""""""""""""""""""""""""""""""""""""""""""""""" BIBR
9 MAETANI Kai
Sep. #7ERARE | Residency Period
— 9.16-12.19
10
Oct
o — 11,2
Nov 11.15 — 11.4-13 =032y
’ B EEREX P e HR
_ BRESREHME AR [EEICA3]
M7 —FARE b=7 Exhibition Workshop
IKEDA Kaho x installation period MAETANI Kai
Resident Artists Talk o Becoming a Photograph
{ 11.14-29
BRESEM
11.18-21, 25-28 —| Exhibition Period
FaL—9—-v7—
*——
—————————————————— Curator Tour ------------------ 11.30-12.1 ------ 1129
12 i NTF—=TV R =2
EIENEE e
Dec. Exhibition BIA R $< R3]

dismantling period

T T4V R—= 2 R—

--- Atittayaporn SAENPO ------------ooooo ]

#EHAR | Residency Period

— 10.6-12.1

Performance, Talk

MAETANI Kai
Walk, Sleep

11.21

XALiEER, #HE
TTFayFYR— 2 R—
[PFAy 5P R— 514 F A2 ]
Cultural experience and cuisine

Atittayaporn SAENPO
L Thai Night with Atittayapornys%

o— 11.28

TTFAvIvR—2 R~
IRNTF—T R
Performance

Atittayaporn SAENPO
Live Performance

TANJI Rie
e | Residency Period

- 9.16-12.8

77422 FO
Adi Sundoro
i E#AR | Residency Period

— 10.7-12.7

———————————————————— e

Hert-o53—o
Samantha CLARK

11.3
7—=0av7 HEHARS | Residency Period
777777777777777777777777777777777777777777777777777 ~ 77—-“4.;(‘/“] T 10.31-12.5
.16, 23 F—F U RY A AR
BE2 T—5vay7
FHavi Workshop
A7 YA TOIERAE Adi Sundoro
Exhibition Open Studio & — 11.13
p TANJI Rie Artwork-Making Workshop LOFv—T—9av7
Off-Site Presentation Herto5—
o 11.22 ERRIERTREEFRERRE
¢ .
A p
Ty . 11.24 Lecture,Worksho .
FEYR s ayT Samantha CLARK Collaborative
= . A Class with Aomori Prefectural
[EB{DEAEIH L, s FT A AL ceceeeccnccicenneeeanaaaao- @3- Aomori Chuo High School -~
EADEBETED] [FV N &TFA—FyF LN FT7E 1
Workshop | FvsvI—sravT) L 11.30
——  TANJI Rie Workshop ITF—TUR
Seeking the record of memory, Adi Sundoro gy,
tracing the memory of record Print & Fry—Kitchen Lithography [kAES
and Gorengan Workshop
Performance

Samantha CLARK
returning the waters
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MAETANI Kai

7.8 FUIGAVI=T 4T Online meeting

8.5 FVIGAVI=T 4T Online meeting

8.27 XA IrE VKL Online meeting with YAMAGAMI
FUTGAVI=T AV T Tomonori

9.16 ACACH|# Arrival at ACAC

9.18 TeHItE VKL Meeting with YAMAGAMI Tomonori
I—F 4 [fig] ffig.1]

9.20-21  ACACR—AF ¥ ¥ & Participation in ACAC as a Base Camp [fig-2]
[fig.2]

9.25-27  FEPEAAT [fig.3] Walk around the Tsugaru Peninsula [fig.3]

9.27 7 ML ST Participation in a screening of Voices from
T2 B0 2z HrHbmy ) 8 the Waves: SHINCHIMACHI at

Film Festival as a Tent

9.28 ACACOBHEFFD ARV T Participation in Aomori Contemporary
2 Photo Club’s event

10.1-9 R B AR AT [fig.4] ‘Walk around the Tsugaru Peninsula [fig.4]

10.15 IH2—A XA VP R, Site visit to the Fmr. U-STYLE Bldg,;
HHRE LM 22520 visit to When the Cosmos Bloom at the
USSR+ Aomori Museum of Art

10.21 AR Online meeting with IKEDA Kaho
FTGAYI=T AV T

10.22 JNH LK AT %5 TH [fig.5) Summit ascent of Mt. Odake, Hakkoda

Mountains [fig.5]

10.23 [BEEES awEeH il Visit to TANAKA Takamitsu’s residence

10. 25 FHoaxEr Xvol.11 Participation in Creative Commons vol.11:
AR — R MATSUMOTO Kazuya “Listening to
r 2 EC 12

11.1-2 V—rvay 7 I5EHIZRD) Workshop Becoming a Photograph

11.5-9 BRHEX Y5V —AT Night-time production in Gallery A,
TR S Cig.6] Exhibition Hall [fig.6]

11.29 NI F—=<Y A&I—2 Performance & talk Walk, Sleep
ML RS

12.2 7T AVFRLIkC Visit to Roppongi Crossing 2025 at Mori Art
TAARKRZayy > 720250 ) Museum with Adi Sundoro
it

12.18 B & K liig.7) Bonfire [fig.7]

12.19 RS T Completion of AIR

fig.1

fig.4

fig.5

fig.6

fig.7
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Atittayaporn SAENPO

8.17 FIAVI=T UV T Online meeting

10.3-5 SR, I RLICHRAE Stay in Mie and Gifu

10.6 ACACHI#. Arrival at ACAGC;

D CIEES S W first site visit to the exhibition venue

10.7- FARED 129 D Collection of Plastic bottles for creating a
Ry MR M VEY [fig1] sculpture [fig.1]

10.8 H AR HR 1 T o Bk Research visit to Aomori Prefectural
[fig.2] Museum [fig.2]

10.10 BATIT RS RS A A BL Research visit to the Laboratory of
B L HUEEF 2228 T o B Environmental Entomology, Faculty of

Agriculture and Life Science, Hirosaki
University

10.14 THTNEEES T T Research visit to Junior Chamber

WU [fig.31, AN e C International Goshogawara [fig.3]; first
[H1) LRI Lfig4] encounter with the “Mushi” at Aiuchi
Shinmei Shrine [fig.4]

10.16 (RPN Performance video shoot around the
N7 F—= v AWML Sukayu hot spring area [fig.5]

[fig.5]

10.21 MREOHAIZZFIL Visi to the rice field of Mr. and Mrs. Izumi
NI F—= 2 ADWGHE. for performance video shooting; online
AR meeting with IKEDA Kaho
AVGAVI=T AT

10.23 HANETHNOHAIET Performance video shoot in a rice field in
N7 F—= ADOWG G Goshogawara [fig.6]; research visit to Aiuchi
tfig.61, HH PN 4F- T 0 HiLbt Youth Association

11.13 ZAFAPD A= 2—R i Tasting session of Thai Night menu [fig.7]
[fig.7]

11.21 [7 74y 2¥R—= Thai Night with Atittayaporn s Z
R4 F A ML)

11.22-25 KPICHEAE, TAIRA / Artist- Stay in Osaka; Participation in AIR
in-residency Program vol.17 A/ Artist-in-Residency Program vol.17
(F:fit : TRA-TRAVEL) | IZ2lIL.  organized by TRA-TRAVEL and hosting
THAWEE Ay 2~y L2 L% Of Rice Fields and Grasshoppers:
LYo~ Rt While Making Som Tam

11.28 TTAY RN K= LV R— Live Performance by
NI F—=V A Atittayaporn SAENPO

12.1 HAERE T Completion of AIR
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fig.6

FHAYA TANJI Rie
7.18 FITGAYI=T VT Online meeting
9.16 ACACH# Arrival at ACAC
9.18 VY Ah—2fh 5, Car rental; visit to Aomori Prefectural
TR AR Library
9.20 TR 2o R A R Visit to the permanent exhibition room of
JNH EH 1125 P A7 S 5 O S the Aomori Air Raid Materials; visit to
il Hakkoda Mountains Snow March Disaster
Museum
9.21 ZIRIEHFLZESR Y Y — F [fig.1] Research at AIR FESTIVAL 2025 in
Misawa Air Base [fig.1]
9.28-29 =RV Yy—F Field Research in Misawa City
(UIER RS &M &) (Yokawame Community Relocation
Monument, etc)
9.30-10.17 V447 v ay 7KDY Visit to second-hand shops (dozens of
G ARV BT 227) locations across Aomori Prefecture)
10.4 RA—=R g AT Visit to Noodle House Marumiya
(Z ) [fig.2] (Misawa City) [fig.2]
10.8 — FE K e Mg.3], Visit to ICHINOHE Minoru’s residence
FHRPEHBIcCy—2rvays [fig.3]; workshop site visit around Aomori
DT R, Station
10.11 IVIIRATARY T —IC Participation in the Misawa Cross Guide
B (Z ) [fig.4] Tour (Misawa City) [fig-4]
10.14-15 N7 & B+ ZiEe Field research in Rokkasho Village and
VY —F (SRS, Kamitousan area (Misawa-shi Memorial
NyitEMPRe Y 2—7 k) hall for Forerunners, Rokkasho Visitors fig.4
Center, etc.)
10.18 V&I —RH) Rental car return
10.21 AR Online meeting with IKEDA Kaho
FVIAVI=T 4V T
10.28-31 1Rt v Mg [fig.5] Photography of the the constructed set for
the artwork [fig.5]
11.8-10  BEHCA D31 [fig.6] Affixing of wallpapers to plywood boards
[fig.6]
11.14 [Hz—A XA V2T Installation of the constructed set at the
PRl M [ig.7] Fmr. U-STYLE Bldg. Ifig.7]
11.16 J[H—A X4 I T Off-Site Presentation of the constructed set
Vet AR at the Fmr. U-STYLE Bldg.
11.21 U — 2 ay P Workshop venue preparation
11.22 V—rvays Workshop Seeking the record of memory,
[EBCDEARIML. tracing the memory of record
EH(DEB(RTED)
11.23 [H2—A XA VI T Off-Site Presentation of the constructed set
Ty MR at the Fmr. U-STYLE Bldg.
12.8 AR T Completion of AIR fig.7



7T4-A>F0 Adi Sundoro

7.25 FIAVI=T UV T Online meeting

10.7 ACACH)# Arrival at ACAC

10.11 FHRBES LD~ vy Participation in Aomori Port Cozy Living
20 Market

10.12 RN N | Visit to Student Festival of Aomori Public
[fig.1] University [fig.1]

10.14 BHREACH Y 2=, Visit to Aomori Prefectural Archives;
RSN WA site visit to the exhibition venue

10.15 A=A &4 w3 i Site visit to the Fmr. U-STYLE Bldg.

10.16 R SR R SR [ig.2] Visit to Shinwa Sangyo Co., Ltd. [fig.2]

10.20 PRt AT S 1o C Scanning of shredded paper at Shinwa
YaVyX—KALD Sangyou Ltd. [fig.3]

A X ¥ [fig.3]

10.21 TNV RIS Production with students from Aomori
P —2 v DA Ll Elfg.4], Public University (APU) NEBUTA
WHAERIKE AV T4 Production Circle. [fig.4]; online meeting

I—T4V with IKEDA Kaho
11.3 F—=TVARY F& Open Studio & Artwork-Making
ey — 2 > 2 v 7 [fig5] Workshop Ifig.5]
11.10 RS AL AR Installation of the shredder press by Shinwa
VaVy R—TVARE Sangyo Co., Ltd. at the exhibition venue
[fig.6] [fig.6]
11.16-23 U —2 ¥ av 7 ifilfig.7] Workshop preparation [fig.7]
11.24 V—r¥ayF 7V &754  Workshop Print & Fry—Kitchen
—FXvFUINIITTL Lithography and Gorengan Workshop
IVIHVI—rTay ]
11.27 BRI A Visit to When the Cosmos Bloom at the
IEFE ISR -1 Aomori Museum of Art

12.2 NS P e oS ¥ Visit to Roppongi Crossing 2025 at
[ARAKRZ ey > 720251 | Mori Art Museum with MAETANI Kai

12.5 BATIT v > 27 AR A Visit to_flyleaf and liner at Hirosaki
TR ) Museum of Contemporary Art

12.7 e T Completion of AIR
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Samantha CLARK

8.21 ACACLE T - 7—Y - ¥ Z— Online interview with ACAC and the Pier
LD, 2Dk, TmZ T4 Arts Centre; participation in the program
NDBMBVEE was later confirmed

10.31 ACACH|# Arrival at ACAC

11.1 i core—4r 2% Starting of drawing at the Creative Hall
B4 Cfig.1] [fig.1]

11.4 JEBE Y e i ig.21, Site visit to the exhibition venue [fig.2];
BRI H RS SR T meeting about a collaborative class with
WEZEDIT L E DY Aomori Prefectural Aomori Chuo High

School

11.10 Fa—A4 Y DT D Checking of the table for a drawing at the
W F = v 7 [fig.3] exhibition venue [fig.3]

11.13 FHHREAHFHRPRELS2TO  Collaborative class at Aomori Prefectural
FEHERSE, ARk T Aomori Chuo High School; collaborative
HHRATKRBERED drawing with staff from Aomori Public

Fw— 4> 7lfig.4] University who had come for a safety
inspection [fig.4]

11.14-29 W EELBROERIL., &Y T Commitment to drawing at the venue as

Fwa—4 > Zilff lfig.5] much as possible [fig.5]

11.26 T IR UL AT SN Visit to When the Cosmos Bloom at the
=SS I ICEIE - N Aomori Museum of Art; research visit to
1% 7 it TV Y —F Sukayu hot spring

11.30 NI F—=v A [R>S Performance returning the waters

12.2 R, A MR T O Research visit to Lake Towada and Oirase

Y Y —F [fig.6] Gorge I[fig.6]

12.5 ACACTDMAERT, Completion of AIR; travel to Tokyo
HHEA~BH)

12.5-10  HUGUISHRAE Stay in Tokyo

12.11 I Return to Orkney

fig.6
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List of Works

MAETANI Kai

1.

Practice for a living

Mixed Media Installation (Branches,
photographs, video [8 min. 29 sec.], stone,
signboard)

In cooperation with
OGASAWARA Mutsuko
TANAKA Takamitsu
MAETANI Asami
YANAGIYA Koutoku
YANAGIYA Fumiko
YAMAGAMI Tomonori
KOSHIYA Hideki
Supported by

T1AS % i 5
EfROOOTIERE

Atittayaporn SAENPO

1 have seen grasshoppers hang themselves.
2-1.

Video [20min. 40sec.]

2-2.

Photographs (Printed on satin fabric), Video,
[6 min. 3 sec.]

2-3.

Photograph (Printed on satin fabric)

2-4.

Sound Installation (Fabric, sound of
grasshoppers moving inside plastic bottles,
grass)

2-5.

Storytelling Paper:

Grassy Diary in Japan

2-6.

Sculpture (Plastic bottles, tape lights,
emergency lights)

In cooperation with

- SATOH Takamichi (Aiuchi Youth
Association)

- MAETANI Kai

- Artittaya PRAMANGKATA

- Decha TASAKO

- Sutasinee KOTKUNTHA

- Mallika KAENAKHA

- Manaporn ROBROO

TANTJI Rie

3.

Backscape, to hold and be held
Printed on wallpaper, wood, and
daily goods

In cooperation with

ANDO Takafumi

- ICHINOHE Minoru (School-Community
Coordinator)

URASAKI Eri

- KURASHIMA Emiko

SAKAMOTO Wataru (CROSS x ROAD)
SATO Kazuo (NOODLE HOUSE
MARUMIYA)

SATO Kazumi (NOODLE HOUSE
MARUMIYA)

SATO Mari (NOODLE HOUSE
MARUMIYA)

- TEMMA Yukino

- MIKAMI Sora

IIDA Katsuko

Adi Sundoro

4-1.

Oily Marks Memorabilia

‘Wax stencil on oil-absorbent tempura paper
4-2.

There’s Something Wrong with My Stack
Shredded paper block, used printed paper
473.

Seeking into the Folds #2
Carbon-transfer print on ready-made
Croquete wrapper

4-4.

Data Wilderness #3

Offset print on food-grade paper

Samantha CLARK
Confluence

5-1.

Drawing (Paper, ink)

5-2.

Water offerings (Bottles, water samples from
Orkney and Aomori, gold leaf)

In cooperation with
- Visitors to Confluence (Northlight Gallery,
Stromness, 2023)

- Students of the Art Course, 3rd Year, Aomori

Prefectural Aomori Chuo High School
- Visitors to this exhibition
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- IZUMI Natsuki In cooperation with

- IZUMI Megumi Shinwa Sangyou Litd.

- OYAMA Takahide (Aomori Prefectural APU NEBUTA Production Circle
Museum) ARAYA Mimi

- SUGAHARA Ryohei (Faculty of Agriculture IMAMURA Naomichi
and Life Science, Hirosaki University) ODA Taishi

- KAWANAMI Takenori (Junior Chamber KON Yuri
International Goshogawara) TAKEMURA Masato

- SASAKI Yasuyuki (Junior Chamber NAITOU Mu
International Goshogawara) MAITA Tsuyoshi

- SHIMAYA Masataka (Junior Chamber YAMAGUCHI Asaka
International Goshogawara) IIDA Katsuko

- TAKAHASHI Keita (Junior Chamber KOSHIYA Hideki

91

International Goshogawara)
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Landscapes, Photography, and
Those Who Dwell Within Them
HARADA Momomi

MAETANI Kai’s residency was centred around a
twelve-day walk along the Tsugaru Peninsula. Between
25 and 27 September, he departed from the Aomori
Contemporary Art Centre (ACAC), following the edge
of Mutsu Bay to Kanita Station. He set out again from
Kanita Station between 1 and 9 October, passing Cape
Tappi, often described as the edge of the Honshu main-
land, then heading south along the Japan Sea before
returning to ACAC. With roughly twenty kilograms on
his back, carrying only the bare essentials for living and
filming, such as a tent and a camera, Maetani set off

on his journey, wondering what kind of place Tsugaru
might be and how his expression could emerge within
and through Aomori. As he spent his days walking

and camping, his attention gradually turned from
producing work to becoming more attuned to his own
way of living—and to the lives of those who inhabit the
peninsula.

In the exhibition, using fallen branches gathered
from the ACAC grounds and a structure constructed
from them, Maetani presented photographs of the
people and objects he encountered along his journey,
including images of himself. The four-legged frame-
work drew inspiration from the weather-beaten, DIY
huts Maetani saw along Mutsu Bay, as well as tents
that were pitched and disassembled every day. Each
branch bore a different texture and aura. These nuances,
which would otherwise go unnoticed in nature, emerge
precisely because they are brought to the white cube
space of the gallery. Upon closer inspection, it became
apparent that the photographs were attached to the
frame, gently bending to follow the contours of the
wood. These were test prints developed late at night,
after Maetani transformed the ACAC exhibition space
into a darkroom and dried the photos directly on the
branches. In the corner of the gallery, a video quietly
captured Maetani going about his usual routine, making
coffee, reading, and sleeping inside the structure he'd
assembled outdoors.

Looking back on his residency, Maetani’s approach
was far from linear. Rather than moving along a direct
path, from research to production and presentation, he
looked at it with openness, allowing chance encounters
to shape his path. The large-scale photograph stretching
across the gallery wall captures Tanaka-san, whom
Maetani met on his walk. According to Maetani,
although Tanaka-san struck up a conversation, his thick
Tsugaru dialect rendered most of it incomprehensible.
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Still, the image he took lingered with him—its quiet

strength only becoming clear later. After returning to
ACAC and printing the photograph, Maetani enlisted
the help of a longtime Tsugaru resident and interpreter
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and set out to deliver the print to Tanaka-san in person.
By chance, Tanaka-san was at home and, as soon as he
received the photograph, he began recounting the same
story he had told before—about his health condition,
being unable to walk due to illness, undergoing surgery
after transferring to another hospital, and eventually
making a recovery. Before leaving, Maetani took anoth-
er portrait of him, and they went their separate ways.

When working with the photographic medium, it
is impossible to overlook the inherent power dynamic
between the photographer and the subject. Maetani has
long been aware of this and, perhaps because of it, has
often turned to self-portrait as a method. This time, too,
he was reluctant to casually photograph and exhibit the
people and landscapes of Tsugaru as a passing outsider.
This prompted him to walk, to place himself within the
landscape, and to approach Tanaka-san not simply as an
artist, but first as a fellow human being. This attitude—
of testing what kind of expression could arise from the
encounter—was also reflected in the exhibition itself.
'The rough, stripped-down feel that permeated the ex-
hibition space seemed to trace the marks of his ongoing
search in a space without clear-cut answers.

During his residency, Maetani explored the idea of
photography as performance, experimenting with ways
to involve others in the creative process through two
events. One was a workshop that brought participants
together to slowly form a collective way of working. The
other was a performance in the form of a staged photo-
shoot, enlisting the participation of ACAC staff and the
audience. Both events planted the seeds of possibility,
laying the groundwork for future explorations. Rather
than treating photography as a solitary act, Maetani
began by engaging his own body and gradually inviting
others into the process. This residency offered him a
chance to reflect on his practice to date and take a new
step forward.
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How to Shift the Centre of the Map
SETOU Tomo

Before coming to Aomori, Atittayaporn SAENPO
visited Mie and Gifu Prefectures to see friends from
her hometown of Isan, Thailand, who were working as
migrant labourers, seeking better employment oppor-
tunities abroad. Saenpo is still based in Isan, which is
in northeastern Thailand, bordering Laos to the north
and Cambodia to the south. The region has long been
marginalised politically and socially within Thailand’s
centralised government, with the people there often
being labelled as ‘backward’. Challenging this reality is
the fundamental driving force behind Saenpo’s creative
practices.

In her hometown, Saenpo’s grandmother once
described the sight of grasshoppers gathering on rice
plants as ‘the grasshoppers are hanging themselves’.
Inspired by those words, Saenpo created the installation
1 have seen grasshoppers hang themselves. for this exhibi-
tion. Today, however, wild grasshoppers have declined
dramatically, likely due to the heavy use of pesticides
and large-scale development. In 2023, Saenpo began
grassy diary, an art project with a view to searching for
the vanished grasshoppers. Following her initial phase
of the project in the Isan region, Saenpo was prompted
to make Aomori the destination of the second chapter
after learning about mushi-okuri, a traditional ritual in
the Goshogawara region in which people perform rit-
uals that pray for pests to be warded off the farmlands,
allowing for a good harvest. Villagers walk through the
village carrying a straw sculpture called a mushi before
hanging it from a tall tree to offer prayers. Saenpo
noticed a visual similarity between the hanging mushi
and the image of the ‘hanging grasshoppers’.

At the centre of the installation hung a sculpture
made from plastic bottles shaped like 7ushi and covered
in countless holes. The detail came from one of Saenpo’s
friends who lives in Mie Prefecture and uses plastic
bottles with air holes punched into them as makeshift
insect cages when collecting grasshoppers for food.
Behind the sculpture was a large window covered with
wooden panels punctured with openings, once again
incorporating the holes. Drawn from the decorative
walls installed over the windows of the Aomori Station
East Exit Building, where the exhibition was held, the
ornamentation was inspired by the light of the Nebuta
lanterns. Saenpo also hung a green mesh fabric—the
colour of grasshoppers—over the panelling. She then
created a sound installation, allowing viewers to listen
to the crackling, restless sounds of grasshoppers moving
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inside plastic bottles while looking out at the city
through the green mesh.

Grasshoppers are not the only things that have
disappeared from Isan. Many young people have also
left because of poverty, scattering across Thailand and
abroad in search of work. Saenpo sees the expelled
mushi as stand-ins for these migrant workers. She
turned herself into a ‘tree’ by wearing the sculpture on
her head and performing across Aomori. The sculpture,
connected with plastic ties, could be folded up and
carried once the ties were cut. Mushi in Goshogawara
remained hung on the same tree, watching over the
village for a full year, while Saenpo’s mushi were never
allowed to settle.

I sometimes wonder: why do these mushi have no
wings, hands, or feet? They can look like a snake or a
dragon—and in this context, those images are not unre-
lated. The video work facing the sound installation be-
gan with a scene in which countless grasshoppers flew
out from a Naga—a serpent deity of water and harvest,
worshipped in Thailand, especially in the Isan region.
It is also understood to be a dragon king in Buddhism.
Crops are highly dependent on water, so it makes sense
that creatures living near water become symbols of
fertility. Perhaps, the people in Goshogawara saw the
mushi as a dragon or a snake, since the flooding from
the Iwaki River and its tributaries was an everyday
threat.

In the installation, the meanings embedded in
grasshoppers in Isan and the images derived from them
were brought together, in a collage-like manner, with
the mushi of mushi-okuri ritual. As Saenpo herself
observes, Aomori and the Isan region are like twins,
each located in the northeastern part of their respective
countries’. Seen in this light, the relationship between
the two regions appeared to have emerged not by
chance through the artist’s residency, but rather with a
sense of inevitability. I believe grassy diary continues to
connect the Isan region with other places in a similar
way. This practice can be understood as a form of resis-
tance to a Bangkok-centered geopolitical framework,
redrawing the map with Isan as its origin. In Aomori,
when Saenpo thought she ‘saw grasshoppers hanging
themselves’, this might have been the moment she
placed the very first pin on a map—a map only she
could see at the time.
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When the Everyday Comes Apart

OKURO Yuka

“See you later!”
“Welcome back!”

Inside Aomori Citizens’ Art Gallery, standing in
front of a photograph showing the doorway of a house,
a young child chatted cheerfully with their mother. The
home in the photo was, of course, not their own, but
even a child so young could easily imagine it as some-
one’s front hallway.

TANJI Rie has been working on projects where
she uses everyday objects gathered at the sites of her
residencies to reconstruct the private spaces of people
living in different regions. These temporary living spaces
are then photographed and printed as wallpaper. What
were once familiar scenery in someone’s daily life resur-
face as something that belongs to no one, yet remains
strangely recognisable to us all.

Okinawa-based Tanji began her research in
Misawa City in Aomori, focusing on the presence of
U.S. military bases as a shared feature between the two
regions, both of which are socially and geographically
distant from the capital. After frequent visits and
conversations with its residents, she came to realise that
the locality of the region could not be fully understood
by focusing solely on the military base. Tanji later
expanded her scope of inquiry to include areas such
as Rokkasho Village in Aomori’s Kamitousan region,
engaging with the community through document- and
map-based research as well as field interviews. This
approach allowed her to gain deeper insight into the
current state of the region and the everyday lives of its
people.

Alongside her fieldwork, Tanji invited To-
hoku-born individuals now living in Tokyo to share
photographs of their living spaces. She wandered
through second-hand shops, gathering everyday objects
that matched those seen in the images shared. The
objects in these shops are steeped in the realities of local
life, laying bare what was once essential and what had
been left behind. For Tanji, the act of collecting was
less about gathering things and more about tracing the
contours of lived experience. The photographs displayed
in the exhibition documented this research process,
serving both as a record of Tanji’s daily life and as a
layered accumulation of the time she spent engaging
with the region.

Tanji’s work makes visible the process through
which the everyday changes and morphs. At Aomori
Contemporary Art Centre (ACAC), she used the
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household items collected, reconstructing the images
into temporary structures before photographing them
and turning them into wallpaper. Using personal spaces
as a starting point, Tanji gradually strips them of their
individuality, and transforms them into an anonymous
scene of daily life. This process mirrors how private
lives can be severed from their original context in times
of disaster or war, but retold through the memory

of others. The final image, rendered as wallpaper—a
material that cloaks private spaces and is inherently
replaceable—suggests that everyday life is not fixed but
is easily reshaped by external forces.

The uncertainty of the everyday extends to the
structures supporting the exhibit itself. The framework
bracing the wallpaper references the shapes of houses
Tanji saw during her research in Aomori; however, they
appear as unstable frames, lacking walls or a roof, and
evoking the fragility of the foundation upon which
daily life rests. Furthermore, the set pieces from the
reconstructed living space were moved to an off-site
venue separate from the main exhibition. This tempo-
rary space highlights how everyday life is not anchored
to a single place but is sustained through relationships
with others and its surrounding environment.

Tanji places little importance on the accuracy of
these reproductions. The original images were included
in the final exhibition, but arranged to avoid direct
comparison with the wallpaper—likely a choice intend-
ed to bring the process of transition to the foreground,
where the everyday slowly transforms into something
else.

The relationship between what supports and
what is supported—wallpaper and structure, the set
of living space and the exhibition space, centre and
periphery—shifts under changing circumstances. Tanji’s
work reminds us that what we see as firmly fixed in the
everyday is, in fact, temporary; it is formed through our
ties to others and the places we inhabit.

By virtue of its intimacy, the everyday is hard to
grasp objectively. We live within the threads of personal
habits, shared routines, and social conditions, thus mak-
ing it difficult to observe with any sense of detachment.
This layered complexity resonates with Tanji’s working
method, itself shaped by overlapping processes and
multiple perspectives.

Tanji is less concerned with faithfully replicating
someone’s daily life and more interested in reimagining
it within a new setting and circumstances. There is
a quiet insistence throughout her work that, while
attuned to the fragility of the everyday, she refuses to
lament it, instead offering it as something that can
always be reassembled.

(p-t.)
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Tracing the Stains that Soak Through Paper
OKURO Yuka

Jakarta-born Adi Sundoro began his ongoing project
exploring personal data practices and privacy concerns
after an experience in his home country, where,
upon buying gorengan (Indonesian fritters), he found
the deep-fried snack wrapped in paper containing
someone’s personal information. Adi, whose practice
is rooted in printmaking, deliberately chooses paper
as his primary material, incorporating its functions—
communicating information, wrapping and protecting
objects—into the very structure of his work. During his
residency, he produced four works and led a workshop,
using humour to highlight the differences in how per-
sonal information is treated in Indonesia and Japan.

In previous works, Adi printed reconstructed
images assembled from personal information found
on gorengan wrappers, which were then folded into
packaging before being arranged into layered configura-
tions. He further developed this idea in the work Data
Wilderness #3, presenting an iteration that used paper
and personal information found in Japan. For this proj-
ect, he focused on a practice that is widely observed in
Japan: the shredding of printed documents containing
sensitive personal information. With the cooperation
of Aomori-based Shinwa Sangyou Ltd.—a company
that collects and resells used paper—Adi scanned the
shredded residue gathered at the facility, extracting text
fragments to build new visual compositions. These were
printed onto greaseproof paper, then collaboratively
folded into bag-like forms by local participants and
students. Although viewers could not handle the final
work, the paper was chosen with great care following a
slow, careful process where various samples were tested
for texture and sheen. Building on the format of his
earlier works, Adi adapted the material and design to
reflect the Japanese context, drawing out cultural dif-
ferences between Japan and Indonesia in how personal
information is handled.

1In Seeking into the Folds #2, Adi turned his attention
to the form of wrapping itself, taking inspiration
from the distinctive shape of the paper used to wrap
croquettes. The surface of the work bears a pattern
transferred from the base of the packaging formed
by overlapping gorengan wrappers. Though the shape
serves to wrap food, the gorengan wrappers are made
from paper originally intended for printing. By focusing
on paper as a material, the work offers a lens through
which to consider the different functions of paper,
across and beyond its intended uses. The work was
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also installed using the gallery’s movable walls, taking
advantage of their layered arrangement. Adi’s ability to
view the immediate environment not as a constraint,
but as a productive starting point, left a striking impres-
sion.

‘The installation There’s Something Wrong with
My Stack consists of a cube-like structure made from
compressed shredded paper. Adi discovered the pressed
blocks during his research at Shinwa Sangyou, coming
to regard them as a symbol of how personal data is
handled in Japan. This led him to commission the
company to reproduce one for the exhibition. The stacks
of paper at its base are printed with information related
to the artist himself, and include identification docu-
ments such as a passport and his own signature. The
two exposed stacks prompt us to consider how personal
information might circulate through public space once
it becomes visible.

In Oily Marks Memorabilia, wax and stencil are used
to create oil-like markings on blotting paper. While in
Aomori, Adi encountered Nebuta sculptures crafted by
Aomori Public University NEBUTA Production Cir-
cle. The wax-drawn lines, which reminded him of grease
stains left by fried food, were adopted as a visual motif
underpinning this project. Yet the process was far from
simple: wax requires careful heat control and a delicate
hand. Assisted by the students, Adi repeated the
experiment many times. Drawing on impressions that
lingered with him—clusters of stink bugs at ACAC, the
signage of a roadside pachinko parlour—this final work
distilled the memory of his two-month stay into a quiet
close.

Adi’s work and artistic approach do not seek to
criticise or establish a hierarchy between how personal
data is handled in either country; rather, they illuminate
their social and cultural differences.

His ability to draw weighty themes into everyday
acts of collaboration, combined with the flexibility
he shows in responding to his surroundings, reflects
his commitment to presenting these differences with
a sense of humour. What lends this playfulness its
substance—and gives it its persuasive power—is his
exacting attention to materials and the persistent exper-
imentation that underpin his artistic approach.

(p-t)
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What Confluence Yields
SETOU Tomo

Samantha CLARK is based in the Orkney Islands.
The islands lie off the northern coast of mainland
Scotland. Despite their high latitude, there are days of
relative warmth, while at other times ferocious winds
sweep through the archipelago with such force that
they shape the very growth of trees. Just as the heavy
snows of Aomori profoundly influence the lives of its
people, in Orkney, nature and human beings are closely
intertwined. Clark states that what exists there is not

a ‘landscape’ but a ‘land-water—cloud-air-scape’—a
condition in which we are not simply observing nature,
but are immersed in—and shaped by—the environment
it creates. Among these elements, Clark is particularly
drawn to water.

During her residency, Clark worked with partici-
pants to create a drawing by marking a series of small
white circles on a large roll of paper approximately 1.5
metres high. As these ink-drawn circles accumulated
on the black paper, a great river gradually emerged. The
work first took shape in 2023 in Orkney’s Stromness,
and by the time the roll of paper was mailed to Aomori,
a river was already running across its surface. The draw-
ing in Aomori began as if a baton had been passed, and
for the two weeks leading up to the exhibition’s open-
ing, it was worked on solely by Clark. Inside Aomori
Contemporary Art Centre (ACAC)’s Creative Hall, the
work unfolded quietly over hours at a steady, unbroken
pace, Clark’s hand moving without hesitation as she
drew the circles. As Clark explains it, the drawing
serves as a way for her to attend to the present moment.
At the same time, the act appears to be sustained by its
refusal to project thought into the future, but the con-
tinuous act of drawing feels like a full sprint, propelling
one forward while shaking off the weight of the past. In
this sustained manner, hundreds of thousands of circles
were drawn by Clark’s hand in the centre of the paper,
extending over roughly six metres. The circles, forming
a narrow stream, became a guide for future participants.
Following a collaborative session with students from
Aomori Prefectural Aomori Chuo High School, the
piece was brought to the Aomori Citizens’ Art Gallery,
where it was finally opened to the public for collabo-
ration. Inside the gallery, Clark also installed a narrow
shelf large enough to hold small glass bottles, inviting
visitors to take one, collect water from a location of
their choice and bring it back into the gallery. Over the
course of the exhibition, the bottles that accumulated
were displayed on the shelf with those Clark had
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brought from Orkney. Together, these two works were
titled Confluence.

When the exhibition opened, Clark made herself
present in the gallery whenever possible, working on
the drawing while talking with visitors. Rather than
explicitly asking people to take part, she offered a gentle
push on the shoulder of those lingering in hesitation.
She also lent an ear to visitors’ thoughts. Some came
bearing small bottles of water, others brought gifts for
Clark, and some returned to the gallery with friends.

The work Confluence expresses many facets of water.
The small circles drawn by visitors across the width
of the paper converged with the stream in Stromness,
eventually becoming a single vast river. Its image evokes
the great power water carries, whether as individual
raindrops or as a surging torrent. Lining the shelf
were many small bottles of water. The day after the
exhibition closed, Clark presented rezurning the waters,
a performance in which the bodies of water collected by
visitors were poured back into the water basin near the
Exhibition Hall at ACAC. Just as the human body con-
tinuously absorbs and expels water, a body of water that
accumulates in one place eventually shifts elsewhere.
The bottles of water that had occupied the gallery until
the day before the exhibition’s closing quickly merged
with the pond water, becoming indistinguishable from
one another.

'The gathering of circles and the bottles also make
visible how people who may never have met—and may
never meet again—were briefly present here, drawn
together by a shared intention. Shortly after arriving
at ACAC, Clark explained that the human eye is com-
posed of water in the same ratio as the ocean; therefore,
we see the world through the lens of the sea. Listening
to her musings on water brings one’s awareness to the
depth of our connections to others through this shared
substance. When considering the divisions unfolding
across the world, such watery connections may seem
too slippery. Yet the fleeting moments of connection
sparked by Clark’s work leave behind a quiet but certain
memory, one that can still stand alongside the over-
whelming realities of the world.
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MAETANI Kai

Born in Ehime Prefecture in 1988, Maetani now resides
in Kanagawa Prefecture. In 2013, he received an MA in
Fine Art from the Kyoto University of the Arts. He works
primarily with photography, which he uses as a means to
transform and affirm his own behaviors. He also engages
in artistic collaborations and archival photography as a
member of the shared studio ‘Yamanaka Suplex,’ as well as
the artist groups ‘Kisoji’and ‘ARCHIVES PAY.
https://www.kaimaetani.com/

Selected Solo Exhibitions

2023  + A lintérieur de Portrait de famille, Maison de la
culture du Japon & Paris, Paris, France

2019 * Kapsel, FINCH ARTS, Kyoto

2018  * One Night Stand, SHIBUHOUSE, Tokyo

Selected Group Exhibitions
2025 Touching the Valley, YOKOSUKA ART
VALLEY HIRAKU, Kanagawa
* Voices, Galerie Aube, Kyoto University of the
Arts, Kyoto
2024+ In The Basement, TALION GALLERY, Tokyo
2023 + ART SANPO 2023, various venues, Imabari,
Ehime
* PUSH FOR CREATION (P4C), PILE, Kanagawa
2022 Subversive Bodies: Art, Gender, and Media,
The 5th Floor, Tokyo
2021+ Light of My World, Former Ginrin Building, Kyoto
* Salt of the Blood, LEESAYA, Tokyo
2020« Tbe Analogical Mirrors, Yamanaka Suplex, Shiga
* Great Kyoto 2020 in Kyotango,
Asamogawa Community Hall, Kyoto
2019 Roppongi Crossing 2019: Connexions,
Mori Art Museum, Tokyo

Selected Residences

2021« Tokyo Arts and Space Research Residency
Program, Tokyo

2018« Kyoto: Re-Search 2018 in Kyotango, Kyoto
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(KULTX Collaborative Space Eff)
T—TAANT Y ARV, a—Vr—v, &4

Atittayaporn SAENPO

Born in 1999 in Roi Et, Thailand. She is a contemporary
artist whose practice explores the structural systems of
society, particularly in Isan. With a focus on satirical art,
her work interrogates social norms and highlights issues
usually overlooked or deemed “normal.” By immersing
themselves in local communities, she creates art that reflects
the realities and complexities of daily life in these areas,
transforming everyday observations into thought provoking
narratives. These explorations manifest across various forms
such as multimedia installations, video art, performance,
new media art, sculpture, and photography.
https://atittayapornsaenpo.wordpress.com/about/

Selected Solo Exhibition
2022 * SUBRAANG, KULTX Collaborative
Space, Khon Kaen, Thailand

Selected Group Exhibitions
2026  * Beyond the Line, ‘S.O.E. Sound of Era 2025’
S8.0.E. Art festival, Mailie Gellery, Khon Kaen,
Thailand
2025 * CAO CAO: Translocal Performance Lab 2025:
Jakarta Indonesia, Djakarta Theater, Jakarta,
Indonesia
2024+ Assume Art Performance, collaborative project of
KULTX collaborative, Blurborders performance
Art,performance art bergen and Khonkaen
University, KULTX Collaborative Space,
Khon Kaen, Thailand
* Art on farm 2024, Jim Thompson Farm, Korat,
Thailand
* Kupper Art Fes 2024, Art Show case, Adlib
Holtel, Khon Kaen, Thailand
* Kenduri Seni Patani 2024 (Kenduri Seni Patani
Art festival), Sapa cafe, Patani, Thailand
* One Tribe AL NAL 2773, Collaborative
Exhibition of Lost JigSaw Collective Laos,
KULTX Collaborative Space and Five Points
Art Space, Khon Kaen, Thailand
2023+ S8.0.E. Art festival, Khon Kaen, Thailand

Other Activity

2024  Artist Assistant of Muang-Koi-Jaroen-
Raww, Artist in Residency Program by Kultx
Collaborative Space, Khon Kaen, Thailand
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https://rie-tanji.com

ELER

2023 - [&3BIEZ 0 H 5G], RENEMIA / Luft shop.
R

2022 - Mk | #8451, gallery rougheryet. (i

EBIN-TE

2024 <+ LAY A AR SRR T A R, DR

2023« IBRARBRSA 2 Z T ). Gotemba Apartment Store.
It

2022 < TREDRAW TRAGEDY]. Kiinstlerforum Bonn,
R A

2021 +[SICF22). A 84T vak—v, KL

EFRLIT L RE

2025 -« Katsurao AIR. ffi /5

2024 + ARCUS Project0 Eb& 7—7 4 Ab - 4> -
VIFYATa T T A, KKk

EHAIyTarI—o

2024 < 'YAWN YARD | (Bl&tt v ig e nv 2,
e e——

2020 o+ [RF 7 v 7 v—A905 ) GIREUSD# R £ 4h)

BLEM
2023 « THIFZDS X FlH-L4 x> - azb—IH]],
TR AT 22 Wk — & Pl

TANJI Rie

Born in Fukushima Prefecture in 1983, based in Okinawa
Prefecture. In 2009, she received an MA in Sculpture from
the Environmental Design Major of the Graduate School
of Formative Arts at Okinawa Prefectural University of
Arts. Using the everyday spaces within buildings as a motif,
she uses found objects such as construction materials and
household items to create assemblage pieces which serve as
temporary structures examining the relationships between
people and things, or between people and the environment.
At the same time, she is concerned with the structures born
out of social dynamics and the personal events that such
structures obscure, creating works which attempt to shake
up people’s perceptions of objects and sense of place.
https://rie-tanji.com

Selected Solo Exhibitions

2023+ Familiar Scenery, RENEMIA / Luft shop,
Okinawa

2022« Temporary / Fragment, gallery rougheryet,
Okinawa

Selected Group Exhibitions

2024« Pavillion Kousou, Nakijinson Central Public
Hall, Okinawa

2023 * Beyond the Timberline, Gotemba Apartment Store,
Shizuoka

2022 + REDRAW TRAGEDY, Kiinstlerforum Bonn,
Bonn, Germany

2021 < SICF22, Spiral Hall, Tokyo

Selected Residencies

2025 <« Katsurao AIR, Fukushima

2024 < the ARCUS Project Artist-in-Residence Program,
Ibaraki

Selected Commissioned Works

2024 + YAWN YARD (Kashiwabara Hands, Designed
by Schemata Architects)

2020 <+ HOTEL ANTEROOM NAHA
(OKINAWA USD Ltd.)

Stage Design

2023 * La Voix Humaine by Jean
COCTEAU, directed by WADA Nagara and
performed with ARAKAKI Nana, NAHA
CULTURAL ARTS THEATER NAHArt,
Okinawa
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www.instagram.com/asundoro_

EhER

2026+ ['Seeking Into The Folds|. The Print Center.
TATGTNVIAT TAV N

2019 - lBualan Tkan; Narasi-narasi yang Terseret Arus]
Kedai Kebun Forum, ¥'=2' ¥ ¥ v &,
AYFATT

EBIN—-TB

2026 + ISound of Era (S.0.E), Festival by KultX
Collaborative|, VF—Y X—=— a—Y/F—,
KA

2025 « ['Art Hotel, Indonesian Creative Showcase .
OVERGROUND. i)

« [7 =P+ % 1w % 2025, presented by

Sewu Satu Gallery and Artsphere Gallery] .
JIExpo. ¥ X ANV R AV AT T

2024 -« THHEE SO 77— Fwy =7 b
(F974 A 7T ELTEN, IR O L5
NNV E SOF o NE ALy =

EhAIYTarI—o

2025 <+ FEBMIT —PAR—ADTOT = I
[TGORENGAN Bureau (Good, Organized,
Responsive, Engaged Neighborhood Citizen
Bureau)]. Museum of Modern and Contemporary
Art in Nusantara (MACAN), &% 1)V &
AYFATT

ELZHE

2025  *'The Print Center 4 #5100 7 =27 v -
(729 7)

2022 cUOB RAYTAV T« F T« H+ £ ¥ —=2022
IARTY Y a KT —7 4 AR E
A FATT)

Adi Sundoro

Born in Jakarta in 1992. Adi Sundoro (Asun) completed
his Fine Arts Education studies at Jakarta State University
(UNJ) and Bandung Institute of Technology (ITB) at the
master’s degree. His passion for printmaking has resulted in
a combination of various printing techniques that are often
presented in unconventional format or even expanded. In
his works, Asun often utilizes the principles of printmaking
as an expression in seeing the daily phenomena around him,
ranging from daily trivial issues to social politics. He is a
member of Grafis Huru Hara, a printmaking collective.
www.instagram.com/asundoro_

Selected Solo Exhibitions

2026 ¢ Secking Into The Folds, The Print Center,
Philadelphia, USA

2019  * Bualan Ikan; Narasi-narasi yang Terseret Arus,
Kedai Kebun Forum, Yogyakarta, Indonesia

Selected Group Exhibitions

2026 Sound of Era (S.0.E), Festival by KultX
Collaborative, Udon Thani and Khon Kaen,
Thailand

2025 * Art Hotel; Indonesian Creative Showcase,
OVERGROUND, Fukuoka

e Art Jakarta 2025, presented by Sewu Satu

Gallery and Artsphere Gallery, [IExpo, Jakarta,
Indonesia

2024« Iida Kaido Kikitori Art Project & Short
Residency (Collaboration of HIROTA Midori
and Grafis Huru Hara), Parlwr / Nowa Shinsakae,
Nagoya

Selected Commissioned Work

2025« Children’s Art Space Museum MACAN;
GORENGAN Bureau (Good, Organized,
Responsive, Engaged Neighborhood Citizen
Bureau), Museum of Modern and
Contemporary Art in Nusantara (MACAN),
Jakarta, Indonesia

Selected Awards

2025 + Winner of 100th Annual International
Competition by The Print Center, USA

2022+ Bronze Award Winner of UOB Painting of The
Year (Category of Established Artist), Indonesia



Fer e s5—2

G2 =BT BT AT VT —F 4 AP, T4 R —,
F—r=—fhBOR. 2% Lol X4 F Iy 7 REHRE
BUSIPIS U7ef B 2 013 2. Lhb i, KeZoitfices
J2EOCHERGERERE A RS 2RTIOLLT, B#
DHRLL TV, LD ERKEZ, R, Fa—(f2 7 4v
ARV —vay, g ALZEHTOEAREEGHICE X
O, BUE A AR L BB 72 & FIEARPE IC D » T
ATV,

https://www.samanthaclark.net/

EhER
2023 -+ [Confluence]. Northlight Gallery, AFw A% A,
A2y bR
+ [Undulations . Birch Tree Gallery, =7 4> 37,
AaybIVF

2020 -« The Clearing |, E7 - 7 —> + £ ¥ X —,
AMRLBAAL ATV

2010 Coalesce: Drawing from the Natural History
Collections). ZF AV NFTRFE, ZF 4R,
AayhTUEF

FhIN-TR

2026  * I'The Northern Isles] ., The Scottish Gallery,
TTAYNT Ay b TN

2025  + [Making Waves—Breaking GroundJ. Bowhouse.
Fife In Orcadia, " A ¥ )V 227 49> a -
THAFI— ZF4YNF, Ay IFVF

2023+ [Orcadial, Brown’s Gallery, 1> ¥ 7 4 A,
A2y bV

* [Drawing inJ. An Tobar, Tobermry, ¥V,

AaybIVF

2022 - [Research + Practice] . A XV * AT 4y a -
THFI—, ZF4Y AT, Aay IV F

ELZHE

2023 WAXNV AT 4T 2 T AT I— v /a A=}
I AMEHE (A2y b5 F)

2021 AN NV AT AT 2 T AT I=TI4VT L
VMWD ay B ORYEAT 47 D5 B 3507 B 5 b
) (Aay b5 F)

EAHAR

2021  +[Treading Water], A2» b7 ¥ FEN.KHH S
D FNEAE T

2020  + ['The Clearing: A Memoir of Art, Family and
Mental Health], v > K, Little, Brown

Samantha CLARK

Visual artist and writer based in Orkney whose work
responds to the islands’ dynamic natural environment of
wind, sky and sea. In particular, the element of water has
become a focus of contemplation that reveals the deep
interdependence and impermanence of the living world. Her
practice encompasses writing, drawing, installation, video
and permanent works in the public realm, with painting,
and the meditative quality of repetition as her primary
current focus.

https://www.samanthaclark.net/

Selected Solo Exhibitions
2023+ Confluence, Northlight Gallery, Stromness, Scotland
* Undulations, Birch Tree Gallery, Edinburgh

Scotland

2020+ 7he Clearing, the Pier Arts Centre, Stromness
Scotland

2010 = Coalesce: Drawing from the Natural History
Collections, Edinburgh University, Edinburgh,
Scotland

Selected Group Exhibitions

2026  * The Northern Isles, The Scottish Gallery,
Edinburgh, Scotland

2025 * Making Waves— Breaking Ground, Bowhouse,
Fife in Orcadia, Royal Scottish Academy,
Edinburgh, Scotland

2023+ Orcadia, Brown’s Gallery, Inverness, Scotland

* Drawing In, An Tobar, Tobermory, Isle of Mull,

Scotland

2022 * Research + Practice, Royal Scottish Academy,
Edinburgh, Scotland

Selected Awards

2023 = Royal Scottish Academy MacRobert Trust Art
Award for Painting, Scotland

2021  * Royal Scottish Academy William Littlejohn
Award for excellence and innovation in
water-based media, Scotland

Selected Publications

2021  * Treading Water, commissioned by the National
Library of Scotland

2020 *The Clearing: A Memoir of Art, Family and
Mental Health, London, Little, Brown
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Workshop
MAETANI Kai Becoming a Photograph

Date: 1-2 Nov (Sat-Sun), 10:00-17:00
Venue: ACAC Exhibition Hall, Outdoors
Number of participants: 8

A0 TORERLS O DT =2 2175
Tethlc, AT LG RP M5 7cv—2 %L TSI LIHE)
TR 2 HIfEL 7o, B2 > TH DU TH s v 7K —
My —b 2%, ACACOEIMA THEE L 7o Wil e — 2 Ur,
MEAGHY 2B, BURL I AT 7 4 v 22 YT
LAA=Y 2 ERTIE TS, ILHE—ATOTHHV—
ISt BIALBME O2ANTOTIIH DLk, B
IS ERITIR2 IO N2 B RBEINIC AN 2 0MEs

TWwotz, (HM)

Maetani gave a talk on his previous output and this year’s
residency, then collaborated with the workshop participants
to create new photographic works using the physical bodies
of the participants. These works included self portraits the
participants took after walking to the edge of a building with
their eyes closed; selfies taken together with a chosen object
on ACAC premises; and photographs created by exposing
developed negative film to light and overlapping the
participants’ bodies over the existing images. What began as
individual tasks soon evolved into pair work between Mae-
tani and each participant until, by the end of the workshop,
a space was created in which the roles of photographer and
subject became fluid and interchangeable between the group
members. (H.M. | e.s.)
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Workshop
Adi Sundoro
Open Studio & Artwork-Making Workshop

Date: 3 Nov (Mon), 13:00-16:00
Venue: ACAC Creative Hall (Workshop Studio)
Number of participants: 8

ACACHEMEMD — 2L 17 T4 D ARY F AR—A
PABAL. S CISHIEL 7ML AL R D HUD L2 2 47
AF2LEBIC BB T 23—y 2IERLE LS ICHIET
BYV—rvay X e il V=Y ay TR TF4D
FHFAYBRSNIKD A= 2P b MF LTIV T
DERICBALBS, AV FAYTIH T AHA RO
RHED B E SO T MEREBMADERTFE 2D T
WL 72572, (O)

The section of the ACAC Creative Hall used by Adi as his
studio space was opened to the public. While Adi intro-
duced his previous works and his activities during this year’s
residency, he conducted a workshop in which participants
helped him produce components to be used in his future
works. During the workshop, Adi and the participants
folded and glued together paper featuring Adi’s designs into
the shape of wrappers for gorengan, an Indonesian fried food,
while chatting about topics such as the handling of personal
information in Indonesia and the origins of Adi’s artworks.

(OY.]|es)
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Lecture, Workshop
Samantha CLARK

Collaborative Class with Aomori Prefectural Aomori

Chuo High School

Date: 13 Nov (Thu), 8:55-12:45
Venue: Aomori Prefectural Aomori Chuo High School
Number of participants: 16

FEMGRFN AN TERE R T - 10 WD ICAS OE,
F—r ==t HERT < THIRIZDOOTOVIF ¥
—®ATotc. 2L T2, 3R RZ ML T, BT X3 o LRy
PO PEELRPS, Fu—A v 7 oFlifE2Ti -7,
ARFRRENE, AIEIGENC R 254 74 7 DT R R
=¥ ay T efiote, MiEEDIFEGIETHRZIE U2
LR REFEC(Hb2ES e b B —4 v 7 TRE RO
NEHETLEZE~NDAREHESICOVLTOEENE LS
iz, (ST)

Clark conducted a class for 3rd-year students in the Fine
Arts course. The class began with a lecture on Clark’s pre-
vious works, the Orkney Islands, and water, which is one of
her major themes. Next, during the 2nd and 3rd class periods,
Clark and the students produced a collaborative drawing, occa-
sionally pausing to view their work from the upper floor of the
atrium. During the 4th class period, Clark led a workshop on
effective writing techniques for artistic activities. Among the
feedback received, one student reflected on the freedom they
felt working with others to produce a collaborative artwork,
while another was amazed by how the participants— their
own lives being deeply connected to water—seemed to depict
the flow of a great river through their drawing. (S.T. | es.)
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Talk

IKEDA Kaho x Resident Artists Talk
Date: 15 Nov (Sat), 13:00-16:00

Venue: 1st Floor, Former U-STYLE Building
Number of participants: 14

SHOWHNERE Y AMREAER OWMHHERIKIc L =24
RY MR Ef #5iFE TR AR~ AC LY D55 DR
TEHITEIC DWW T O DY, P TR6HICEETIVVEF
=T VLRSS E 2 T ot TV YR T =T VT, b
Kb vy 7y ARGEROWAE T 7> L, EREORTE2HET
EHOH I HIIZD0TOMe» IR H Y. KHh b 3h
RO VER 2 6% F T B IC > W THB M HR S,
eno~oIEE R, P—2 RS T, OY)

A talk event was held featuring the 5 resident artists and
guest judge Ikeda. In the first half, each artist talked about
their residency experiences and the works they produced. A
roundtable discussion and Q&A session with all 6 partici-
pants followed in the second half. The roundtable developed
around the artists’ responses to questions from Ikeda and
the audience. Ikeda asked if and how the artists’ actual
residencies ended up diverging from the original plans they
submitted during the application process, while an audience
member asked about the influences the artists had on each
other’s works during their stay. (O.Y. ] es.)
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Exhibition

TANTJI Rie
Off-Site Presentation

Date: 16 Nov (Sun), 23 (Sun), 13:00-16:00
Venue: 3rd Floor, Former U-STYLE Building
Number of participants: 8

HNTEST A OHERF 2 G LI GEHZLLIC, 20
FT 022 2 s L 7e By b —E 2 KB L 72, 0%
BEBML AR5, i*;‘%w@u%4wwaw"&a‘f$
W feH a2 J o TG S L 7e X B, IR IR R T —
W TR, E%’K‘Kiﬁfﬁ)émﬂ%ﬂ/\&/}f/%mEéTﬁﬁ
TlE. oDy MG LBERIC Y L TIRIRL T
D, S0 EWEtiEkT AL T HOMIH2HEOR
Tl S R IEA B2 AR S # DR L 72 o T, (OY)

Tanji presented part of a series of sets reconstructing
locations and spaces captured in photographs of everyday
scenes of people living in the Tokyo metropolis. Based on
the original photographs, Tanji collected everyday items
from second-hand shops and other locations in Aomori Pre-
fecture, using them to construct and exhibit fictional foyers,
tables lined with bottles of saké, and other scenes. These sets
were photographed and printed onto wallpaper for display
at this year’s exhibition venue, the Aomori Citizens’ Art Gal-
lery. The structure of the presentation — requiring movement
between the venue where the physical sets were located and
the venue where the printed wallpaper works were exhibited
— was intended to evoke the uncertainty and transience we

encounter in our daily lives. (OY. | es.)
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Tour

Curator Tour

Date: 18-21 Nov (Tue-Fri), 25-28 Nov (Tue—Fri),
13:00-13:45

Venue: Aomori Citizens’ Art Gallery

Number of participants: 7

ACACO#ZEA Ly 7 2L RN L MM HEE T2
Y7 =, SMEROERBHLWE PO EY —F,
[CAMP| LW T —==IDW0WTRE, Tul T L0 MMHP
VER DHWEY K=t B YU Fe P2 A &y 7 Ll L7
GRS PR ST, 2R TIEMICET2EMICEZTD.,
e BB TR L Tc L2 B A SO LMo, MEiB L
LR L 22 o7z, (OY)

The ACAC curatorial staff conducted guided tours of the
artworks displayed at the exhibition venue. As participants
walked around the gallery, they conversed with the curatorial
staff responsible for planning the programme and supporting
the artists’ productions, learning about each artist’s works,
anecdotes from the residencies, and the programme theme
‘CAMP. Participants were able to get immediate answers to
their questions about the artworks and share their impres-
sions as they enjoyed viewing each piece. (O.Y. | es.)

XALTEER, FHEE
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Cultural experiences and cuisine
Atittayaporn SAENPO
Thai Night with Atittayaporn *Z

Date: 21 Nov (Fri), 17:00-22:00
Venue: Sumibi Marufuku
Number of participants: 30

LY R— DR, %4 - 4 —> i ORIE bR R L T
ARV ACACH LR WHIEREAIC = VT 2Dl 1D
YL 7RO R 2 ML 7c, EETED DY 224 Fl
JW Ay 24 EFORPFIL 7e Ny 2O FEB TS, 4 —
YOF =T Ay 7 RIS RN 1o 3
LITF, B, 7 F AMRIEBL T, 2y F—E26 25Eh
BAY = OYIFHER XA D BRI U Tce KE SR BL 36
R AR, T—T 4 AMLHIGA DD ERTL T2
(ST)

This event showcased the cuisine and culture of Saenpo’s
home region of Isan, Thailand. 7 dishes were prepared with
the cooperation of Sumibi Marufuku, an izakaya pub not
far from ACAC. Starting with authentic Isan cuisine, the
event offered a diverse range of flavours including fiery som
tum, Japanese-style pad thai, and deep-fried grasshoppers
— a typical snack in Isan. In addition, Saenpo shared stories
from Isan folklore, producing an image of Thailand through
music, Video work, and text in her own idiosyncratic style.
The attendees could enjoy eating and drinking while getting
to know the artist in a relaxing atmosphere. (ST. | e.s.)
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Workshop

TAN]JI Rie
Seeking the record of memory, tracing the memory of record

Date: 22 Nov (Sat), 10:00-16:00

Venue: 2nd Floor, Former U-STYLE Building and around
Aomori Station

Number of participants: 5

THE2GLIGE] 2T, Lol ks 2
hZhoilEe ROl 2{HbEIV—r Y ay 72 %Ei. &
ME DR -7 FHE LD EBIEL. BEICEOb R
Resam L cif, 2ok, FHRIGOWEEE 2.
2 R &R Mne, BHICG > TORHHMPHL 7. HH
DERESLLICOVTHIEHLL, ML OHFE ICh-Tcb 0%
By LT MBI B e 2R o226, WEAEN 2
DL S TR TRODE TR L 2572, (OY)

In this workshop, the participants walked together around
Aomori City, using ‘photographs of the everyday’as starting
points for conversations meant to bring together their
individual memories and recollections. After carefully taking
in the details of the photographs they had brought, the
participants shared with each other the memories that the
photographs aroused in them. Later, as they walked through
the city — mainly around the shopping district in front of
Aomori Station — they searched for everyday items that ap-
peared in their photographs. As they talked about the city and
life in Aomori, seeking items from each other’s daily lives, the
participants turned their thoughts towards the others in the
group, allowing them to re-examine the familiar city streets

from slightly different perspectives. (O.Y. | es.)
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Workshop

Adi Sundoro

Print & Fry—Kitchen Lithography and Gorengan
Workshop

Date: 24 Nov (Mon), 9:00-15:00

Venue: 2nd Floor, Former U-STYLE Building
Number of participants: 6

RIEZ D BMF 2o L Ty F> 9757 2
W T v R—trv—1r B3 eRTIDI 27—~ Z
NZENWBFFAL 22, BT R At Ol 2 i
WA BHITEL f2o LT HHERAF L Tyl
Bea s M POEONE TV Y LAY FAY T O
T e ERISREL., ZMELETWRb 7. 77 1 O
HIEDFA PR THZMME, 2L TV 2L T,
TN D CRER O FZBIAREZEL Cith 28 4L
o1z, (0OY)

Employing ‘kitchen lithography,’ a printmaking technique
using materials found in the home, each participant designed
and created a ‘self portrait/representation’ out of greaseproof
paper used for wrapping fried food. After this, the group
cooked and ate several types of gorengan, an Indonesian fried
food, including vegetable, banana, and tempeh versions.
Through paper and printmaking — the materials and foun-
dations of Adi’s artistic expression — along with gorengan,
participants had a firsthand opportunity to experience the
artist’s creative practice, which revolves around the theme of
personal information. (O.Y. | es.)
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Performance

Live Performance by Atittayaporn SAENPO

Date: 28 Nov (Fri), 19:00-20:00
Venue: 2nd-3rd Floors,

Former U-STYLE Building
Number of participants: 15

WL eA vy A2 v —y ay (Ry AN 20 %
R 2 BRI TERRAT AT A=~ A%t 0T,
KIS B8y ZRKEG DI 2T 0 52 1
R O TS ORI e e SRS 2 BB L 72,
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BAEY PR THS72h, Y R—LIEME PG LTz, 5T

Saenpo reproduced I have seen grasshoppers hang themselves.,
the installation piece she created during her residency,

as a physical performance. Inspired by the sight of the
grasshoppers bred at her family home as they gathered in the
sunlight, the performance developed around small sources
of light shining in the silent darkness. Saenpo also tied her
performance to Tanji’s work, which was on display at the ex-
hibition venue, and incorporated everyday scenes of migrant
labourers from the Isan region living in Japan as important

elements. Following the roughly 30-minute performance,
visitors shared their impressions with Saenpo as they toured
around the venue. (S.T. | es.)
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Performance, Talk

MAETANI Kai

Walk, Sleep

Date: 29 Nov (Sat), 16:00-18:00
Venue: 2nd-4th Floors,

Former U-STYLE Building
Number of participants: 25
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Maetani, having just walked all the way from ACAC, went
straight up to a small room on the 4th floor of the venue
building to conduct this performance. With the sun setting
and the room growing darker and darker, ACAC staff
exposed negative film to light, projecting the filmed images
onto Maetani’s body in sequence. As these images from his
travels around the Tsugaru Peninsula were projected onto his
body, Maetani spoke about their contents and his memories
of the journey. After the performance, he held a talk with
OKUWAKI Takahiro (curator, Aomori Museum of Art) as
his interviewer. (H.M. | e.s.)

3004

dINVD

su0doy WA | {—3k A Ak

INTA—TVR
Y=Y r5—r DREZIRT)
HE | 11 H30H [1]9:00-10:00

2% | ACAC 7v vy, B AT —v
ZmE# | 11N

Performance

Samantha CLARK

returning the waters

Date: 30 Nov (Sun), 9:00-10:00
Venue: ACAC Lounge, Outdoor Stage
Number of participants: 11
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During the exhibition period, Clark asked visitors to bring
small bottles of water with them to the venue, which were
used to construct a participatory installation piece. On the
day following the end of the exhibition, she conducted a
performance in which she poured the collected water into
a basin outside ACAC Exhibition Hall. Amid the sound of
drizzling rain, Clark and the participants poured the water
from the bottles into a single container. Next, Clark poured
the water inside the container into the basin. Where does
water come from? Where does it go? The participants spent
the quiet time pondering water’s eternal flow.

(ST.|es.)
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Curators’ Notes

A Camp in Continuity
HARADA Momomi

Within this year’s Artist in Residence (AIR) pro-
gramme, I was responsible for the Invitation-based AIR
(SAIGAI Utopia) and for the residency of MAETANI
Kai in the Open-call AIR. SAWA Takashi, co-curator
of (SAIGAI Utopia), would ride through Aomori City
on the road bicycle he had brought with him whenever
time allowed.Maetani, for his part, carried large packs
and travelled alone on foot around the Tsugaru Penin-
sula. Although undertaken separately, their movements
during the residency bore certain resemblances. More-
over, as Maetani’s stay began in September—the month
in which ACAC as a Base Camp and the Film Festival
as a Tent were held—I remember these two AIR pro-
grammes as forming a single continuum.

During his residency, Maetani participated in
nearly all events organised by Aomori Contemporary
Art Centre (ACAC). One of these was the one-night,
two-day ACAC as a Base Camp. On the first day,
AIZAWA Kumi spoke about walking long distances
with only what is necessary for living packed into a
backpack. On the second day, participants walked
together the ten kilometres from ACAC to the city
centre. For Maetani, who would later circle the Tsugaru
Peninsula on foot while camping, these experiences may
have served as a form of research or rehearsal. Listening
both to Aizawa—who is involved in the management
of long-distance trails—and to Maetani after he com-
pleted his twelve-day journey on foot, it became evident
that while their accounts were compelling, much of
what they described can only be grasped through the
act of walking itself.

‘There were also moments that prompted reflection
on the framework of AIR. Although exhibitions are not
formally required as outcomes, the Open-call AIR at
ACAC often becomes structured around them. Given
the brevity of the residency period, much of that time
tends to be devoted to preparing for the exhibition;
once it concludes, participants return to their respective
locations. Maetani also took part in the final exhibition.
Yet his residency did not appear to treat that presenta-
tion as its endpoint. This may have stemmed from his
prior experiences in AIR programmes, which led him,
on this occasion, to attempt a different approach.

'The Invitation-based AIR sought to create situa-
tions of collaboration and to open a space in which each
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individual might reflect on disaster. While Maetani’s
residency overlapped in certain respects with the Invi-
tation-based AIR, through the act of walking itself he
came to attend to his own life and that of others. There
were also moments that suggested participanting artists
were rethinking how to engage with AIR itself. For me
as 2 member of ACAC’s staff, these four months be-
came a period in which I, too, was prompted to rethink
AIR as an institutional framework.

(t.m.)

Weaving Relationships
in the Field of Coordination
OKURO Yuka

Over the past year, in working with the three partic-
ipants in planning and production, I found myself
attentive not simply to the outcomes of their projects,
but to their distinct approaches to engaging with
others—within processes of making, residency, and
collaboration.

What-if dialogue was a programme within the
Film Festival as a Tent that sought to create a space for
dialogue on disaster among people of different gener-
ations and background. Working alongside Associate
Professor NOZAKA Shin of Aomori Public University,
we engaged in sustained discussion about how to draw
out participants’ imagination and how such reflection
can be connected to everyday life. On the day of the
workshop, a range of proposals emerged in response to
hypothetical situations. Referring to past disaster cases,
Nozaka articulated practical challenges and, drawing on
lessons from the past, offered what could be done in the
present in a supportive spirit. In the midst of imagining
distressing circumstances and the despair such imagin-
ing can produce, I felt as though I witnessed a moment
in which a quiet light of hope was kindled for those
living in the present.

TANJI Rie, who participated in the Open-call
AIR, was attentive to engaging with the everyday lives
of others. Her research took as its point of departure a
shared condition between Okinawa, where she is based,
and Aomori: the presence of United States military
bases. As her interviews accumulated, however, she
progressively rendered the differences between the
two regions more pronounced. Tanji accepted these
differences and continued to direct her gaze toward
the daily life of each place. This stance is reflected in
her description of the act of collecting daily necessities
based on photographs of other people’s living spaces
as ‘embracing the other.’ Rather than consuming
photographs as documentary material, she allowed her
own body to mediate a reflection on the daily life of
their owners. Her method of production maintained a
consistent commitment to carry the everyday lives of
others with care.

Adi Sundoro devoted sustained attention to the se-
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lection of materials and techniques and to decisions of
composition. His careful management of each stage of
production, refining its precision, might at first appear
to limit the involvement of others. In practice, however,
he opened the process and actively created occasions for
collaboration. During his residency, he took pleasure

in sampling fried foods and treated the conditions of
the facility as characteristics to be incorporated into his
work. It may be that this flexibility in appreciating daily
life allowed space to remain within his meticulously
structured practice for the participation of others.
While rigorous in production, he related to others with
the ease of a friend; in this balance, one could observe

a concrete demonstration of how such positions might
coexist.

What the three shared was not a tendency to
subsume others within their own frameworks, but a
willingness to pause and continually recalibrate the
terms of their relationships. For more than twenty
years, Aomori Contemporary Art Centre (ACAC) has
welcomed temporary residents to this site. How, from
here onward, might relationships with people and with
artistic production continue to be formed in this place?
At this juncture marked by the maintenance of the
facility, as I reconsider my own footing as a coordinator,
the attitudes of these three participants have left a
tangible point of orientation.

(t.m.)

Toward a Provisional Future

SETOU Tomo

While the artists were in residence in Aomori, I found
myself frequently checking astrology and other forms
of readings. In spare moments I would turn to my horo-
scope. When it declared a day of love, I would reread
the past and the present alike, thinking that perhaps
love had already ignited in a given scene, or was quietly
taking shape before me. In doing so, I was assigning
new meaning to time that had passed, or was passing,
almost unconsciously; and what future ahead I desired,
or not, momentarily. I had thought of fortune-telling as
a means of predicting an unseen future. Yet I found my-
self beginning to think—without knowing whether it
was in fact true—that they might also constitute a kind
of wisdom: a way of reinterpreting the past and the
present, and of contemplating the future one desires.
When Atittayaporn SAENPO arrived in Aomori,
she already held a clear conceptual destination: a
re-narration of the Isan region. I was unsure how to
receive this. Would the residency risk becoming a
process of gathering material merely to substantiate a
conclusion already formed? At a certain point, however,
I realised that Saenpo’s approach resembled that of
fortune-telling. By reinterpreting and connecting
the seemingly disparate cultures of Aomori and Isan
through the lens of the ‘hanging grasshoppers,’ she en-
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acted a practice that resists the geopolitics surrounding
Isan. Her project was less an insistence on a prede-
termined conclusion than an attempt to draw toward
herself a future she could genuinely wish for.

The forging of connections between distant lands
also materialised in the collaborative project with the
Pier Arts Centre (hereafter PAC). The Orkney Islands,
where PAC is based, are home to the Neolithic set-
tlement of Skara Brae. Among the artefacts excavated
there is an object known as ‘Buddo,’ a small anthro-
pomorphic figure carved from whale bone and incised
with markings that resemble eyes, a mouth, and a
navel. During a visit to the Stromness Museum, where
it is housed, Antonia Thomas, archaeologist based in
Orkney noted affinities between this figure and human
representations found in Jomon-period artefacts in Ja-
pan. Though not an official interpretation, the resonance
is compelling. One is tempted to imagine a narrative
in which lands once inhabited by peoples who shared a
common sensibility before the Common Era might be
reconnected through culture once again.

Moreover, Samantha CLARK, who was invited to
Artist in Residence (AIR) upon PAC’s recommenda-
tion, produced drawings linking the people of Orkney
and Aomori. The selection of partner institution and
artist alike was, of course, the result of rigorous selection
process. Yet one cannot help but sense something akin
to fate.

Or perhaps this is merely a matter of reinterpreting
the past and the present as in fortune-telling. However,
might rereading reality in this way, and attempting to
draw the future closer, be one way of surviving a state of
emergency? Considering the activities of the artists who
gathered under AIR 2025 ‘CAMP,' which was initiated
in response to the constraint that the Exhibition Hall
could not be used due to major renovations, this does
not seem entirely mistaken.

(t.m.)
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Open-call AIR Overview
(excerpt) /
Open Call and Selection

Programme Overview

This year’s Open-call Artist in Res-
idence (AIR) is intended to provide
people involved in a wide range of
cultural and artistic pursuits — including
artists, curators, and researchers — with
an opportunity to engage in creative
activities while residing at Aomori
Contemporary Art Centre (ACAC).
Residents will conduct research, create
artwork, hold various events, and
eventually present their results, all while
receiving continuous support from
ACACs curators, technicians, and staff.
The activities of the residents will also
be made available to the public through
our website and program catalogs. The
results — which may consist of artwork
exhibitions, performances, workshops,
presentations of research or production
processes, or other formats — will be
presented at this year’s presentation
venue.

The residence period consists
of a core period lasting for 52 days
(51 nights) from 11 October to 1
December, 2025, during which the
participants will, in principle, reside
at ACAC. If desired, participants may
reside at ACAC for a maximum of 92
days (91 nights) from 15 September
to 15 December, 2025. Please select a
residence period appropriate for your
desired activities.

Due to scheduled renovation work
at ACAC, the venue for the 2025 Re-
sults Presentation has been moved from
our Exhibition Hall to the Aomori Cit-
izens’ Art Gallery inside the JR Aomori
Station East Exit Building, although
participants will still be able to use
the Creative Hall and Residence Hall
during this year’s programme. ACAC’s
Exhibition Hall — an enormous, 6-me-
ter-high horseshoe-shaped space sur-
rounded by the natural environment of
the Hakkoda Mountains — has always
had a considerable influence on the
creations produced by past residents.
However, since the facility is located
far from the heart of Aomori City, it is
not easily accessible for many citizens.
The art gallery which will be used as
this year’s venue is on the 4th floor of
a building occupied by a large number

of retail establishments, with windows
looking out over the city center. The
artists will be forced to find ways to
work around the constraints imposed
by the architectural differences between
the Exhibition Hall and the art gallery.
But we consider the new forms of
communication that will emerge from
such challenges to be another unique
aspect of this year’s program.

Each year, the AIR program is
given a different title, but these titles
are not themes intended to prescribe
the contents of the participants’ activ-
ities. Rather, you should think of the
programme title as just one clue when
conceptualizing the activities you plan
to engage in during the residency. For
ACAC, 2025 will be a period of main-
tenance, a period of restoration and care
meant to ensure the continued use of
the facilities in the future. This year’s ti-
tle, ‘CAMP”, is an English word which
carries several meanings: a temporary
place of shelter; a place for conducting
training in specific skills; a group shar-
ing a given sensibility or doctrine; and
the name of a subversive aesthetic style
historically shared by various minority
groups. ‘CAMP’ represents the nature
of ACAC as a place for artists to gather,
stay, and confront their own expression
while isolated from the comforts of city
life; at the same time, it is also a means
for surviving states of emergency and
exception.

In 2025, this same ‘CAMP’ concept
will also act as the framework for
Invitation-based AIR events, as well
as for an additional AIR by an artist to
be recommended by our international
AIR partner. This year’s Open-call AIR
will be very different from past years,
but we hope you can develop activities
that take advantage of these unique
circumstances and help you discover
new perspectives.

Open Call and Selection

The participating artists were selected
through a selection process attended by
the Director, curators, and an art coor-
dinator of ACAC, as well as guest judge
IKEDA Kaho. Following approval by
the Education and Research Board of
Aomori Public University, four partici-
pants were officially confirmed.

Application period: 17 Feb—13 Apr
Selection dates: 2728 May

Total number of applications: 868 (770
from overseas, 98 from Japan)



IKEDA Kaho (guest judge)’s
Commentary on the Selection

Due to the renovation of ACAC’s
Exhibition Hall, the Aomori Citizens’
Art Gallery in downtown Aomori City
will instead serve as the venue for the
Results Presentation of the 2025 Artist
in Residence (AIR) programme. This
year’s artists will push the boundaries of
their creativity as they respond to the
atypical spatial restrictions and the new
connections that will come from locat-
ing the venue in the center of the city.

This year’s programme title, ‘CAMP,
was proposed by ACAC’s curatorial
team as ‘a reference, not a requirement,’
a clue to help guide the artists as they
expand on and develop their ideas. It
was put forward as a concept which
carries multiple meanings: a place for
temporary shelter or for training; a
community or cooperative group; a
subversive aesthetic.

During the selection process, in
addition to the two criteria stipulated
by the curatorial team (the significance
of the artist’s project for their own ca-
reer and for ACAC’s 2025 program), I
emphasized the following three points:

1) The connection between Aomori
and the artist’s previous practice; 2)

a positive perspective on the division
between the production and presenta-
tion spaces; 3) collaboration with the
citizens of Aomori City in order to take
advantage of the downtown location of
the presentation venue.

Creative responses to the title CAMP’
were not required but were positively
evaluated.

Joining from the second screening,
I treated every application sincerely
and impartially, adding my comments
to each one. During consultations with
the curatorial team, I took the time
to discuss and exchange ideas with
them until I was satisfied. As a result,

I believe we were able to select just the
right people for this year’s ACAC res-
idency, in terms of the mutual benefit
for both ACAC and the artists’ careers.

Even among the applicants who
did not make the final cut, there were
numerous distinctive proposals from
which we judges learned quite a lot.
Of these, one which impressed me
was a submission from Israel tying the
title ‘CAMP”’ to the issue of Palestine
in an earnest attempt to respond to
the situation there. While considering
this proposal, I shared the importance
of assessing the artist based on their
personal stance without regard for
their nationality. It was very beneficial

to have open discussions with the
curatorial team about the question of
how applications like this should be re-
ceived, taking into consideration factors
such as the artist’s choice not to accept
sponsorship from the Israeli Embassy,
or the possibility of ACAC expressing
its own position on the issue.

There are many other proposals I
would like to mention, but I will have
to omit them here. I will only add that
some proposals were turned down due
to regulations at the new venue regard-
ing noise — something which likely
would not have been an issue at the
previous location. In this light, I feel it
is important to acknowledge the impact
brought about by the change in venue.

This year’s AIR is taking place in a
different environment from past years,
which is precisely why I believe it can
build new relationships between the
artists, the curatorial team, and the
citizens of Aomori, and provide more
opportunities for all of them to ‘get
involved’in the production process. I
myself am not only involved in artist
selection as a guest judge, but also aim
to actively ‘get involved’in the program
itself; and I hope to witness the changes
and realizations that the resident artists
bring about together with everyone
else. This kind of mutual involvement
naturally reveals itself, even during the
screening process, and over my many
careful discussions with the curatorial
team, I sensed a collaborative response
that went beyond a mere process of
selection. As an extension of this, we
have decided to share the writing of
this year’s commentary between all the
members of the curatorial team, rather
than making my voice the only one. I
hope that doing so will evoke the mul-
tilayered nature of the selection process.

IKEDA Kaho

Independent curator. Since 2016, she
has been researching collective and
DIY cultures that have developed out
of indigenous cultures and social con-
ditions, with a focus on Southeast Asia.
She has an interest in interdisciplinary
curation that combines forms such

as exhibitions, performing arts, and
educational programs. After gaining
experience as a curatorial assistant at
Mori Art Museum, she began working
independently in 2023. She is also

a program co-director of the shared
studio Yamanaka Suplex, and a guest
curator at the Art Center BUG and
the “Rokko Meets Art 2024 beyond”

art festival. Recent major exhibitions

and learning projects planned by Ikeda
include: “BUG School 2024: Feeling
Cities with Wild Sense” (BUG, 2024);
“Learning Soil Together!” (Yamanaka
Suplex, 2024); and “Go Alone? Arrive
Faster? Aim Further? Die Together?”
(Yamanaka Suplex, 2024).

Comments on the selection from the
director, curators, and an art coordina-

tor of ACAC are available here.
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International Exchange AIR

Overview

Programme Overview

Since 2016, Aomori Contemporary Art
Centre (ACAC) has partnered with
overseas Artist in Residence (AIR)
host organizations for exchanges of
artists and curators. In 2024, ACAC
put out an open call for new partner
organizations with the aim of building
new international networks. In 2025,
we implemented a collaborative AIR
exchange programme with one of these
new partners, the Pier Arts Centre
(hereafter PAC). The participating
artists were selected through a nomina-
tion and interview process conducted
jointly by both organizations. DAITO
Shinobu and Samantha CLARK were
selected to be dispatched from ACAC
and PAC, respectively. Daito will reside
at Linkshouse, a residential facility
managed by PAC, for approximately
one month beginning in March of
2026. ClarK’s residency coincided with
ACAC’s open-call AIR programme,
with Clark participating in the Results
Presentation exhibition that concluded
the open-call AIR.

Open Call and Selection for a
Partner Organization
We are seeking an organization based
outside Japan that can collaborate with
ACAC on an equal footing to imple-
ment an AIR exchange programme
between April 2025 and March 2026.
Next year (2025), ACAC will partially
suspend the use of its facilities due to
repair work. As a result, the residency
and creative activities of the AIR
programme will be conducted at
ACAC, while the final presentations
will take place at a satellite venue in
Aomori City, where more people can
attend. It is precisely because ACAC
has until now provided artists’ with an
environment for living, creation, and
presentation in an integrated facility
combining Residential Hall, Creative
Hall, and Exhibition Hall that next
year(2025)’s initiative will bring a new
dimension to the AIR programme.
We look forward to encountering
organizations that can share new
perspectives and resources as partners,
while exploring alternative approaches

that are possible precisely because of
this maintenance period.

Application Requirements

a) Organizations based outside Japan
that are involved in artistic and cultural
activities (no specific genre required).
b) The organization must be able to
recommend artists based in its home
country to ACAC and accept artists
recommended by ACAC into its resi-
dence programme.

¢) If selected, the organization should
be able to communicate and discuss
with ACAC to build a better collab-
oration framework, and be capable of
making flexible decisions considering
both parties’ circumstances.

Application Period:
6 Sep—30 Nov, 2024
Total number of applications: 11

About the Pier Arts Centre

The Pier Arts Centre was established
in 1979 to provide a home for an im-
portant collection of British fine art do-
nated by the author, peace activist and
philanthropist Margaret GARDINER
(1904-2005). Based in Stromness, one
of the main towns on the mainland of
the Orkney Islands on the north coast
of Scotland, the Centre operates an
Art Gallery and Museum, home to the
permanent collection and a programme
of year round exhibitions and events.
The Centre also manages the residency
facility ‘Linkshouse’in Birsay on the
north west coast of the mainland. The
permanent Collection includes works
by major 20th Century artists Barbara
HEPWORTH, Ben NICHOLSON
and Alfred WALLIS, amongst others,
as well as contemporary art by Sean
SCULLY, Eva ROTHSCHILD and
Olafur ELTASSON. The Collection
also includes local artists including
Sylvia WISHART and Stanley
CURSITER. Although small, it is
regarded as one of the finest collections
of the period in the UK. A Recognised
Collection of National Significance

to Scotland, key works are regularly
loaned to prominent exhibitions around
the world. The Pier Arts Centre is also
a member of Plus Tate, a programme
that allows the exchange of ideas and
skills with a network of visual arts or-
ganisations across the UK. Throughout
the year, the Centre hosts a diverse
range of exhibitions and events, pro-
viding opportunities for public learning
and engagement with the arts, while
also acting as a focal point for the local
artistic community by supporting artists

in various ways throughout all stages of
their careers.
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About the Delegate Artist

DAITO Shinobu

Visual artist born in Aichi, Japan in
1993. Her practice involves walking,
dancing, and drawing as ways to
explore, perceive and interpret human
lives from landscapes. Her recent exhi-
bitions include solo exhibition Shiseido
Gallery The 18th shiseido art egg Shinobu
Daito Exhibition ‘Sleepless Nights’, SHI-
SEIDO GALLERY, Tokyo, 2025, Solo
Exhibition Stomped and Beaten Paths,
Tokyo Arts and Space Hongo, Tokyo,
Contemporary Art in Nishio ‘Unsmooth
Gestures’, Nishio city, Aichi, 2023, Zhe
Vision of Contemporary Art, The Ueno
Royal Museum, 2024.
https://daitoshinobu.wixsite.com/
shinobu-daito

Comment by DAITO Shinobu
I will spend the month of March in the
Orkney Islands, Scotland—a place I
might never have come across had it not
been for this opportunity. In preparation
for the journey, I am researching the
history of lighthouses that connect
Scotland and Japan.

For some time, I have been inter-

dINVD

ested in streetlights as symbolic motifs
that both illuminate human activity
and delineate territory. Lighthouses,
by contrast, function as coastal and
national infrastructure, marking borders
and guiding navigation. What kinds
of landscapes lie at the origins of the
lighthouses built in Japan? And how
does the beam of a lighthouse cut
through the Scottish air? Through this
stay, I hope to draw closer to the par-
ticular texture of light that illuminates
human activity.

Situated on the outer edge of
Scotland, Orkney is a region shaped
by strong winds and limited daylight,
an environment that seems well suited
to wintering. While turning inward,

I hope to remain physically open to
people and places, allowing this stay
to move gently between reflection and
connection.
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Year One of the Partnership between
ACAC and the Pier Arts Centre
SETOU Tomo

Since 2016, Aomori Contemporary Art Centre
(ACAQC) has developed a partnership programme with
Artist in Residence (AIR) organisations based overseas.
Located in a place where large gatherings are difficult,
ACAC considers documenting its activities and sharing
them nationally and internationally to be just as im-
portant as operating the programmes themselves.

Over the years, we have pursued a range of ap-
proaches, including reciprocal artist exchanges, one-way
hosting or sending artists and projects developed within
the framework of our Invitation-based AIR. For this
international partnership, our aim was to establish an
ongoing relationship through an exchange with an
organisation capable of offering artists a level of human
and financial support comparable to that provided by
ACAC’s Open-call AIR programme.

Following an open call, we selected the Pier Arts
Centre (hereafter PAC) as our partner. While located
far from major urban centres, PAC has sustained a ro-
bust programme both as an art centre and as a residency
facility. It also shares with ACAC a rich archaeological
history and a distinctive natural environment. We
believed that these commonalities would form a strong
foundation for programme developments.

In late June 2025, while discussions were underway
regarding the artists to be exchanged, I travelled to
Mainland, Orkney—home to PAC—for a site visit.
Flying from London to the Scottish port city of Aber-
deen, I stayed overnight before heading on to Kirkwall,
the largest town in Orkney. When I stepped off the
plane, an intense wind nearly knocked me over, forcing
me to brace myself and close my eyes. “The weather’s
been calm lately—you were just unlucky,’ said Andrew,
the curator who met me at the airport, as we made our
way first to the residency facility, Linkshouse.

Along the road stretched fields of grazing sheep,
with the sea visible beyond. Behind Linkshouse lay
the Atlantic Ocean. It was immediately clear that
the natural environment surrounding artists working
here differed greatly from the wooded forest setting of
ACAC. Inside the large house, Linkshouse contains
private rooms, a dining kitchen, a living room area, and
three studios. From each room, the windows frame the
surrounding landscape like a painting. Looking out
from the comfort of the interior at the wind sweeping
across the outdoors, I was reminded of the large
windows installed in each private room of ACAC’s
Residential Hall.
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‘The word “Pier” in the name Pier Arts Centre re-
fers to a quay where ships dock. True to its name, PAC
is housed in a historic waterfront building converted
from a former harbour structure into an art centre. At
the time of my visit, the programme included collection
and temporary exhibitions, a small exhibition revisiting
the life of a painter who contributed to the postwar
reconstruction of Stromness, and an exhibition of works
by people who had migrated from Ukraine to Orkney.
In these programmes, one could clearly see a balance
between engagement with international contemporary
art and a strong commitment to the local community.

In fact, PAC is surrounded by a vibrant cultural
community. For example, the artist collective MOTI,
comprised of emerging and mid-career artists, organises
discussions addressing challenges faced by individuals
while also planning exhibitions and offering mutual
support. There is also the Orkney Japan Association
(OJA), which connects Japan and Orkney through
cultural activities, and Soulisquoy Printmakers, a print
studio that provides workspace for artists and runs
workshops for the public.

On my final day, the weather was bright and clear,
as if the strong winds of my arrival had never happened.
Late in the morning, I stopped by the home of Ruta
of OJA. The house, standing by the small harbour of
Stromness, opened directly onto the sea. Sitting outside
and sharing tea, I listened with other artists and neigh-
bours as the printmaker Megumi spoke of feeling stuck
and weighed down in her practice. In that moment, I
sensed a gentle network of people connected through
culture, and felt reassured that even when visiting artists
from Japan encounter difficulties, someone nearby
would be there to support them.

In about 2 month, DAITO Shinobu will undertake
a residency at PAC. How Orkney at the end of winter
will appear to her remains to be seen. Beyond this
year’s exchange, we look forward to continuing our
partnership with PAC, sharing both the rewards and
challenges that arise from our shared environments and
learning from one another.

[1]1 She works as an artist under the name of BARRINGTON
UENOYAMA Megumi.
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Confluence: How waters and

human energies come together

Laura BENNISON
(Capital Projects Manager, the Pier Arts Centre)

Despite being 5238 miles apart the Pier Arts Centre
(hereafter PAC) in Orkney, and the Aomori Contem-
porary Art Centre (ACAC) have more in common than
all of us expected.

ACAC(at the northernmost point of Honshu
island in Japan) has a strong record of international
collaboration delivering their Artist in Residence (AIR)
programme for a decade now. This is the first year that
they have partnered with PAC in Orkney.

Discovering connections and building a partnership
between the two art institutions has been a rewarding
and uplifting experience over the last ten months. At
the centre of the partnership has been a shared belief
that an investment in artist’s time benefits us all with
their potential to show us the world and our societal
challenges through a different lens. Reaching out across
oceans to another island with mutual admiration and a
shared belief in the power of art has felt like a small yet
valuable act of resistance against what can feel like an
increasingly fractured and divided world.

Orkney started 2026 with an unusually heavy
amount of snowfall bringing the islands to a standstill
for five days. It seems fitting that Aomori has the
highest amount of snowfall anywhere in Japan. Despite
their rural locations both ACAC and PAC place
excellence in contemporary art as their core mission and
pride themselves on their International outlook and the
global connections they forge.

The distinctive architecture of both PAC and
ACAC are important pieces of art themselves which are
determined by the dynamic natural environment they
sit within. While ACAC sits in the foothills of the
Hakkoda Mountains with the Mutsu Bay to the North,
PAC is nestled in a natural harbour on the waterfront
in a converted quayside building originally built in the
18th century. Both galleries utilise their unique loca-
tions and their outside space to display further works
from their commissioned works and collection: PAC
features a Barbara HEPWORTH sculpture on the pier
itself, and sculptures enliven the forest around ANDO
Tadao’s building in Aomori.

In June 2024 ACAC'’s curator SETOU Tomo
visited PAC and was welcomed by Orkney Japan
Association (OJA) who continue to strengthen
these connections. PAC has a history of Japanese
collaborations; in 2022 we hosted a touring exhibition
The Rock Cycle—featuring work by Glasgow based
artist Ilana HALPERIN alongside Yamaguchi artists
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NAKANO Yoshihisa and SUZUKI Keijiro (curated

by Scotland-based Naoko MABON). In addition to
exhibitions and talks by Japanese artists such as KON-
DO Takahiro we regularly host events to share Japanese
cultural practices in Orkney such as film screenings,
woodblock and kazaguruma workshops, often in collab-
oration with the OJA.

After a joint recruitment process and a difficult
decision Samantha CLARK was chosen to travel to
Aomori for the residency in November 2025. Sam is a
visual artist and a writer based in Birsay, Orkney, a place
that directly faces the North Atlantic. Sam’s paintings
aim to capture the dynamic natural environment of
wind, sky and sea and painting is her primary focus.

In advance of her journey to Japan Sam set out her
intentions to ‘...explore meditative and collaborative
drawing that makes use of simple, repetitive mark-mak-
ing, to explore how small individual actions can, when
repeated and shared, become significant and powerful’.

Before her journey Sam packed up one of her
existing art works Confluence and sent it ahead to
Aomori. Confluence, meaning waters coming together, is
a large collaborative drawing that Sam began alongside
residents of Stromness near to PAC. Upon its arrival
in Aomori a special table was swiftly built to support
this long paper work in the gallery by onsite talented
technician KINOSHITA Yuji. When there Sam spent
ten days travelling from her accommodation to the
exhibition venue in downtown Aomori to work on
Confluence inviting anyone passing through the space
to contribute, ‘...to see what we can achieve when we
work together patiently.’

Sam also took Confluence to Aomori Chuo High
School for a workshop with students. Before leaving
Sam conducted a public ceremony at Aomori to redis-
tribute a range of water samples to the earth conclud-
ing; ‘We must always give back what we borrow. All
of us are made of borrowed water. Our bodies are two
thirds water. Each of us is a small vessel of borrowed
water. The water that flows through the world also flows
through us.’

In March of this year PAC is excited to welcome
DAITO Shinobu to Linkshouse, Orkney Arts Resi-
dency Centre on the west side of Orkney Mainland.
Shinobu is a visual artist currently based in Hiroshima
and her practice involves walking, dancing, and drawing
as ways to explore, perceive and interpret human lives
from landscapes. Shinobu plans to research lighthouse
design and in particular the influence of Richard
BRUNTON, a Scottish born engineer who brought
Western Lighthouse designs to Japan in the late 19th
century named “The father of Japanese Lighthouses’.

The newly formed partnership between ACAC
and PAC has in many ways demonstrated ‘confluence’,
human energies, like rivers have come together and as
a result we are all stronger. We look forward to seeing
where the current takes us for the next year of our
Aomori and Orkney collaboration.
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Aomori Contemporary Art Centre,

Aomori Public University

Artist in Residence Program 2025 ‘CAMP’
Open-call AIR/International Exchange AIR

Artists

Atittayaporn SAENPO
Adi Sundoro
Samantha CLARK
TANJI Rie
MAETANI Kai

Guest Judge
IKEDA Kaho

Curation/Coordination
OKURO Yuka
SETOU Tomo
HARADA Momomi

Curatorial Advice

HATTORI Hiroyuki

Technical Direction

KINOSHITA Yuji

Technical Support
ASARI Koudai
ODAIRA Mako
KOSHIYA Hideki
YANAGIYA Koya

Administration
IIDA Katsuko
ISOJIMA Marie
OKUBO Hiroki

Partner Institution
the Pier Arts Centre

Supporting Partner

-BARRINGTON UENOYAMA Megumi
(Orkney Japan Association)

-Ruta NOREIKA
(Orkney Japan Association)

Organizer
Aomori Contemporary Art Centre,

Aomori Public University

Support
The Agency for Cultural Affairs
Government of Japan, Fiscal Year 2025

Nominal Support
- Aomori City
- Aomori Television Broadcasting Co., Ltd.
-RAB (Radio Aomori Broadcasting) Co., Ltd.
- Asahi Broadcasting Aomori Co., Ltd.
- Aomori Cable Television
- Aomori FM Broadcasting
- ABH (Aomori Bunka Housou)
-BeFM
-'The To-o Nippo Press Co., Ltd.
-The MUTSU SHIMPO Ceo., Ltd.
-'The Daily-Tohoku Shimbun Inc.

Total attendance
1,124
(Exhibition: 971 / Related programs: 153)
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