“IIIH ||||!'“||u'

i | ,,"..’ any

2
S
S
Q
=
Q.
=
-
D
>
—
—-
m
O
c
n
(¢
v
=
O,
D
)
==
o'
Q.
Q
<




mm

S —

||‘|| o |
L 11

#-im;-

e ——

HEmmmeET
A O I P

| - ™
- i
&
- -
e -
iy
-

x7OVxI MNAR DS

Kadoya and the Art House Project Today
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People of various nationalities and age groups come and go,
walking along the narrow paths between old houses whose
black exterior walls are clad with charred cedar boards.
Among them a local elderly woman pushing a cart, an
everyday scene of the Honmura district on Naoshima.

Located in Honmura are seven sites of the Art House Project,
an initiative commissioning artists to create site-specific
artworks using old houses and locations in the neighborhood
reminiscent of the community’s history. The project began
with Kadoya in 1998, an old house on the verge of collapse by
that time, previously owned by the Tateishi Family.

When standing by the entrance of Kadoya, we are often asked,
“What is this place?” and visitors holding tickets occasionally
tell us, “It was hard to find which house is an Art House
Project location. It would help if there were a sign.” We could
answer that the house itself is an art facility and that there are
few signs because the entire house is a work of art, including
the memory about the place, but in fact it is not easy to
explain what the Art House Project really is. What is the
essence of this project that exists so naturally within the life
of Honmura residents?

Two decades have passed since Kadoya, the first commission
of the Art House Project, was completed. Now seems to be a
fitting time to reexamine what the Art House Project is and
what its aims are, through a review of the text by Yuji
Akimoto, the chief curator of the project at the time, and an
interview with Ryoji Kasahara, the current president of
Naoshima Cultural Village.

In his article entitled, “Purposes of the Art House Project in
Naoshima” published in the Naoshima News magazine,
Akimoto describes the specific issues that had to be considered
in the execution of the project: “In organizing this project, we
have another important aim, to bring attention to the problems
of contemporary society that go beyond confines of art. In
today’s Japan, the population is rapidly being concentrated in
large cities, so, in culture as well as in most other fields, urban
centers dominate the rest of the country. As a result, local
forms of culture and customs are disintegrating at an alarming
rate. The same thing is happening in Naoshima. Through the
Art House Project, we hope to bring new interpretations to the
culture and customs of the island community that are being
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lost and help revitalize culture and customs through the
medium of art.” (Naoshima News, vol.3, No.3, January
2001).

Ryoji Kasahara, who worked with Akimoto for the creation of
Kadoya, compares the Art House Project to a lens. “Back then,
around 1997, we were conducting guided bus tours around the
island, where we introduced Honmura as “a traditional fishing
village” and explained “how good it was to see old houses and
streets remaining”, but
honestly we did not
know how to assess the
district. However, we
vaguely understood
that in doing the Art
House Project, we were
exploring not only the
visible scenery right in
front of us, but also
exposing the wider
landscape of the Seto
Inland Sea and the
island’s history.

The Art House Project
seems to me like
perceiving the land
through a lens. By
creating Kadoya, the
place came in focus in
many different ways. It
attracted people and it
allowed them to peek
into the buried history,
culture, and locus of the
family that used to live
here. Kadoya became a
place that would attract
people’s awareness,
prompting us to know,
| to think, and to look
| back.

KIERTD "AE, Kadoya on the verge of collapse.

Including the house
used for Kadoya, the old houses in Honmura are mostly
ordinary houses, not particularly precious to the extent of
being designated as cultural assets preserved by ordinance.
Focusing solely on the intrinsic value of such houses made it
difficult to raise awareness about the need for preservation.
Thus, we decided to set a precedent with Kadoya first, to show
to the neighbors and inspire people to support this kind of
activity. We asked ourselves whether we should establish rules
to keep the beauty of the old district or promote the
participation of community members in the conservation
effort, and we chose the latter. Many Honmura residents began
to refurbish their exterior walls with traditional charred cedar
boards and became concerned about things and customs
characteristic of the region without being advised by anyone,
which was quite significant.” Playing the role of a lens
gathering the awareness of Naoshima residents, Kadoya
inspired people to question the trend of “scrap and build” and
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to reveal once again the culture that had been nurtured within
the island.

In its original state, the house used for Kadoya was very
deteriorated, with its clay walls crumbling to the extent that the
bamboo latticework inside was exposed. Tadashi Yamamoto,
the architect who moved and rebuilt Isamu Noguchi’s old house
to a new location, remodeled it into what Kadoya now is.
Kadoya exhibits artworks by Tatsuo Miyajima in the main
building (omoya) and
the warehouse (kura).
Sea of Time *98 installed
in the center of the
omoya consists of digital
counters that display
numbers in red, green
and yellow, placed in a
pool of water on the
floor. Some visitors
spend hours looking at
the work sitting on the
floor of the alcove
(tokonoma) in the back
while others shed tears
after hearing the story
behind the work.

In most of his works
preceding Kadoya,
Miyajima set the time of
the counters by himself.
However, the artist
entrusted the major task
of determining the pace
of number-displays to
125 Naoshima residents.
Some probably thought
that the coherence and
universality of the work
was at stake because this
task was shared among
multiple participants,
but the work exists
in accordance with
Miyajima’s philosophy of
“Art in You”, which in
short states that “a work
of art is the artistic feeling that exists originally inside of us: it
is a mechanism that we call a beautiful feeling.” (Naoshima
Books: Art House Project in Naoshima Kadoya, p.77) Miyajima’s
idea is that art naturally lies in each person and that everyone
is art.

The digital counters set at varied paces by the Naoshima
residents are still flashing today, keeping their individual time
intervals in the water in the dark interior of the omoya. This
leads us to wonder, what sort of place is Kadoya to those who
participated in the setting of the digital counters?
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Over the two decades since Kadoya was completed, about half
of those who set the counters either left Naoshima or passed
away. Today, in 2018, 61 of the members still live on the
island. Some of them who were already over thirty years old
back then remember the day and have made comments such
as: “I looked forward to seeing how the work in which I
participated would turn out. I still boast of the experience.
When it was finished, I carried around a sketch of the layout
of the work to show others”; “Because I participated in the
installation, I can tell people proudly, ‘this one is mine’. It is a
good memory of mine”; “I thought that I could become a part
of the work. And I wanted my counter to flash at the fastest
pace out of all of them because I'm a restless person.” On the
other hand, they admitted to not visiting Kadoya very often
any more. “I do visit Kadoya but I go there to show it to my
guests on business rather than to see the work”; “Since I took
my relatives there, I haven’t been to Kadoya”; “I don’t go
there unless I have a guest from outside of Naoshima. When I
told my friends that I had been involved in the work, they
said, ‘Wow!”” Most of them go only occasionally and do not
actively invite visitors. Many of the participants who are in
their twenties now have never been back since their childhood.

The circumstances around Kadoya have greatly changed. New
locations of the Art House Project were added every few years
with a total of seven houses now. We had only a few visitors
back then but now the narrow roads are filled with people on
weekends and many of them visit Kadoya. What do the people
of Naoshima think about this situation? Both pros and cons to
the island growing busier were given in people’s answers: “We

see many shops and tourists here. Without the Art House
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Project, the island would have been deserted, as vacant houses
are increasing”; “When Kadoya was new, the elderly residents
in the neighborhood were so excited at the sight of people
visiting Naoshima and enjoyed guiding them. As time has gone
by, now there are so many people coming here that they can
no longer communicate with visitors in person.” Younger
people were more accepting of the situation of Kadoya and
Honmura: “I didn’t really question much about Honmura at
the time. Foreign visitors often talked to me when I was
walking around carrying a school bag on my back. It was very
common.” To these young people, that situation was ordinary
and they only knew that “Naoshima was famous for art” after
they left their home island.

It may be natural that the perception of Kadoya and Honmura
differs from generation to generation. However, it can be said
that in general, the involvement with Kadoya seems to be

diminishing. Perhaps the history,
culture and other unique features
found on the island are again being
forgotten. Over the past two decades,
half of the participants who set the
time of the digital counters are no
longer on the island, and those of
the younger generation do not
remember the event well. We may
have not sufficiently conveyed the
significance and the role of Kadoya
not only to visitors but also to the
people of Naoshima.

The Art House Project became
rooted into the everyday life of the
Honmura district. It was intended
to be a place for stimulation, for
people to perceive and contemplate
while walking along the narrow
residential streets, viewing gardens
visible through the latticed gates,
experiencing the smells coming from
people’s kitchens. However, as more
and more people visit Naoshima, are
we not forgetting its role as a “lens”
and concentrating too much on just
showing it? It seems that we must
focus once more on the life unfolding
in Honmura today.

Yoshiki Miyake, who participated in
the setting of the digital counters
when he was 8 years old,
commented, “Elementary and junior-
high school children today have more
opportunities to talk with foreigners
and visitors from various areas in
Japan than we had. And they are
also more familiar with art. It will be
meaningful if these young people
have a chance to take part in
meetings such as setting the digital
counters, just as we did.”

Presently, Naoshima’s elementary school children go on field
trips to all the locations of the Art House Project and learn
how to explain the art and the island to foreign visitors. We
will have to convey more about the significance of this project
to these young people who have only known and accept
Naoshima as the “island of art”. Commemorating the 20th
anniversary of the Art House Project, we hope to reveal once
again what lies beyond the lens formed by the Art House
Project, by planning to conduct various events related to this
anniversary, or through the ongoing “Noren Project”. Through
the Art House Project, we will of course also continue to
convey the unique beauty of Honmura to its residents and
visitors alike.

Text: Kaoru Miyazono (Naoshima Cultural Village)
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A Sense of Hope

Towards an Aesthetics Between Denialism and Apocalyptic Environmentalism

Boris Brorman Jensen
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I visited the Seto Inland Sea as part of a delegation of Danish
architects eager to study potential strategies for regional
development. It seemed quite obvious that the cultural ventures
on the islands of Naoshima, Teshima and Inujima could
somehow be implemented in different scales and variations
at a number of locations in Denmark struggling with similar
problems of shrinking and ageing populations. At least from
an overseas perspective, the prime examples of outstanding
architecture on the three islands resembled the ‘Rural Bilbao
Model’ every Danish regional planner is searching for. A
genuinely ambitious rural-aid package just waiting to be
plagiarised. But I got it wrong. The visit completely dismantled
my naive presumptions. The lessons learned were much
more radical and transformative than I ever anticipated. The
underlying notions on which my compass of cultural geography
rested and my preconceived ideas of an enlightened division of
labour between art, religion and science somehow collapsed,
leaving me with a profound sense of uncertainty about the very
idea of progress. However, my personal ‘Insular Insight’ also
left me with a vague sense of hope. I have spent hours and
hours trying to grasp the attempt of phenomenology to build a
connection between subject, matter and landscape. This was
an eye-opening experience that made me aware of a different
dimension. Here I felt something in real time, 1:1, which I'm
only gradually beginning to comprehend. Finding no help in
any existing theory seeking to close the gap between subject
and object. This was something more fundamental. More real.

The first thing that struck me like a mental whiplash was
the anachronistic rigidity of the centre-periphery dichotomy I

BRXME AL TBE ) Teshima Art Museum, Rei Naito, Matrix, 2010

carried around with me. And this is not just 7y misconception.
The cultural economic rationales behind the prevailing Danish
regional development programmes are based on stable notions
of centre and periphery. An established, if not completely
naturalised concept of culture as something primarily
generated by urban density and a fixed view of centrality as
something gravitating around power structures. Like bugs
swarming around lamp posts at night. A historic belief in the
metropolitan project as a progressive mechanism pushing back
an imagined frontier towards uncivilised territory. A notion
of The Great City as the very antithesis of nature—with
pockets of lush landscape functioning as cultural retreats and
symbols of successful colonisation. A mental map referring to
a static image of spatial figure-ground constellations that was
drastically destabilised by what I saw and experienced during

my short visit.

It was a pleasant and at the same time gently accumulating
shock to witness art and architecture conspire with nature.
Just leaving the supposed mainland was exciting. As the visual
bombardment of endless sprawl flying by outside the windows
of the high-speed train slowed down, my sensory system
initiated a transformation process. The modest pace of Inujima
cured my tunnel vision. Out of nowhere, a rich universe of
delicate sounds and visual details began to emerge. I suddenly
realised that impressionist sensibility is much sharper and
much more focused than any photographic picture. I stopped
using my iPhone because it couldn’t capture what I saw. I don’t
know why, but my shoes began to irritate me. My bare feet had
a better grip.

Entering James Turrell’s Open Field installation at the
Chichu Art Museum was the first straightforward shock. The
experience utterly suspended my figure-ground schemata. I
found myself fully engulfed by an aesthetic world connection.
Finding myself, for the first time, in a kind of non-locality.
As 1 experienced space becoming light I felt my own senses
fluctuating in an ethereal universe of airy blue matter. I was
being decentred. The shock therapy continued when I was
taken to the Backside of the Moon. It took a few minutes for
the sensory detox to work. Then I felt like my sense of vision
had acquired an extra dimension. A deepening of vision,
causing a drawing in or centring of what I will call, for lack of
a better term, my perimeter senses. Here, in the vast darkness
of a fairly small wooden building, I realised how culture takes
place everywhere. That culture does not operate from a fixed
position. I was not speculating or trying to fathom a deeper
meaning as I wandered around on the three small islands. But
sitting completely stunned on the smooth floor of the Teshima
Art Museum, watching the formations of water behaving like
mercury spills and listening to the architecturally amplified
sound of wild birds flying out of sight, I understood that we
cannot go back to nature. There is no return to innocence. We
have to move forward to nature as the Icelandic singer Bjérk
has put it.

With all due respect to the powerful and almost endless
register of artistic expressions, I do not think that this can be
achieved by art alone. Neither by science nor religion. The
deliberate conspiracy of art, architecture and nature that is
being tested on the three islands gave me an idea that reaches
beyond the question of regional development and revitalisation.
What about all the rest? We have reached the Age of
Humankind. Studies are indicating that humans are causing
the sixth mass extinction. Scientists are now speaking about
“The Anthropocene’, an era where our accumulated activities
have become the biggest single factor of global warming
threatening eventually to change the earth’s geological
condition. To claim that The Great City or the opposite: The
Great Retreat to a beautiful island or any other remote utopian
setting, is the solution to this cataclysmic perspective is, in my
view, a great lie. In order to survive the Age of Humankind we
have to find a way to decentre not only culture but humankind
at large.

Initially, I was a little sceptical, if not actually critical, of the
seemingly deliberate blend of an almost religious atmosphere
with an artistic aura and virtually scientific manipulations
of senses that is so gracefully orchestrated in the distinctive
venues. To me, modern art is by definition liberated from
reverence or subjugation and should therefore never pursue a
religious purpose. Nor should art be committed to serving any
scientific truth or reality. Art found a secular way to express
what was once the exclusive domain of religion. We do not
have to understand art by trying to falsify its truths. But maybe
it’s time to consider how these three separate realms, all driven
by great curiosity, can join forces? Since they became liberated
from religious dogmas and other constraining systems, art,
science and spiritual curiosity have pursued the great mystery
of existence in two directions. Outwards: into endless space;
and inwards: into the infinite world of matter. But what about

the middle ground? The space we occupy here and now?

I do believe that science is, to some extent, driven by an
innocent inquisitiveness, just like art and religion. The
instinctive urge of a free spirit. A basic human motivation to
read and interpret our surrounding environment and a deep
desire to understand the space around us and the very matter
of which we are made. A life-affirming activity to the extent
that cognition and human existence appear to coincide. Cogito
ergo sum, to borrow the Cartesian perspective. To bite into
the apple from the Tree of Knowledge might be considered
the original sin, but to reach out, see and discover new things
and relations is essentially a creative act. A fundamental
human undertaking, which of course also involves a sense of
pure necessity. We seek new knowledge in order to survive,
which gives science a crucial practical purpose. I also support
the altruistic idea that the creative power of science is an
open source we hand on to future generations. Something
we proudly share, notwithstanding the fact that science also
plays a more sinister role, as a secret enterprise and a key
instrument in the modern arms race. But somehow I can no
longer pin my hope on natural science. Despite their life-
affirming and creative foundation, most scientific studies
nowadays seem to be carried out with the more or less direct
intention of controlling and manipulating our environment. It
seems a depressing paradox that this great endeavour of both
joy and struggle for survival has become the ultimate threat
against us and all other species on the planet. I feel trapped
in an ontological crisis, calling out for help. Religion reaches
out with a promise of salvation after death and describes a
wide range of apocalyptical future scenarios for life here on
earth. Scientifically driven progress has not, so far, provided a
techno-fix that makes our lifestyle viable. So far, all geological
matter has been assigned a value determined by our cultural
activities. What if we tried to turn around the logic of this self-
destroying dynamic?

Perhaps aesthetics can convey a sustainable path in between

denialism and apocalyptic environmentalism?

Boris Brorman Jensen

Born 1968, Denmark. Boris Brorman Jensen is an independent researcher, consultant
and practicing architect MAA with more than fifteen years of research and teaching
experience from architectural schools and universities around the world. He studied at
the Aarhus School of Architecture, pursued graduate studies at the State University of
New York in Buffalo and earned a PhD from Aalborg University. He has been a visiting
academic at the University of Sydney and a guest lecturer at Chulalongkorn University
in Bangkok and the Oslo School of Architecture and Design as well as an Aga Khan
Fellow at Harvard Graduate School of Design. From august 2017 part time associate
professor at The Royal Danish Academy of Arts, School of Architecture, KADK.
Boris has published and exhibited numerous research projects on globalization, urban
development and architectural theory and been involved in a number of urban design
and planning projects with various collaborators. He has curated the Danish Pavillion at
the 15th Venice Architecture Biennale in 2016 together with Danish architectural critic
and philosopher Kristoffer Lindhardt Weiss.
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Benesse Art Site Naoshima has preserved documentation on its activities since the
1980s. Looking back at its three-decade history provides us with an opportunity to
reflect upon how works of art were created and how artists, local residents, and visitors
to the island have interacted and formed relationships with one another over the years.
In this issue, we focus on Untitled, an artwork by Jannis Kounellis.
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=232 "4EE, Jannis Kounellis, Untitled, 1996

Untitled by Jannis Kounellis is exhibited at Benesse
House Museum. Kounellis often created works combining
a diverse range of materials—from natural stone, coal,
and iron used in manufacturing industries, to live animals
and fire, reflecting the historical context of the 20th
century, an era of manufacturing. The artist used such
inexpensive, easily consumed, and no longer valuable
objects, presenting them in a new light, giving them new
value and reconnecting them to people in a different way.
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Preliminary drawing sent by Kounellis prior to his visit to Naoshima. ©Jannis Kounellis
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Initial samples; unprocessed driftwood rolled in lead sheets.
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Drawings Kounellis made during his stay in Naoshima.

Untitled was created in situ on Naoshima in 1996, which set
a precedent for the approach with which artworks would be
commissioned at Benesse Art Site Naoshima going forward,
following the idea of “producing works in relation to the site and
placing importance on the creation process.”

The initial plan was to acquire an existing work and to invite the
artist to Naoshima to decide on where to install it. However, it
was ultimately decided that the policy of the museum would be to
focus on commissioned works, and Kounellis was asked to create
a new work for the museum as its first such commission. The
artist first came up with a plan to create a work using driftwood
wrapped in lead sheets piled up in front of a window, but this
idea gradually evolved during his stay on the island and the actual
progress working with the production and installation team.

In late March 1996, Kounellis visited Naoshima and stayed on
the island for roughly two weeks until the work was completed.
About a dozen people, including Kounellis’s assistants, Japanese
students, and lecturers from Okayama, Kyoto, and other places
across Japan, formed a team to help with the production of the
work. Although they first wrapped driftwood with lead sheets
as in the original plan, the result did not correspond to what
Kounellis had in mind and so he confined himself to his hotel room
to come up with a different idea. Since the brand-new quality of
the lead sheets seemed somewhat incongruous, it was decided
that they be unrolled and repeatedly washed in seawater to make
them rusty. The washed lead weighed at least 4 or 5 tons.

As samples of lead-wrapped driftwood were made, the artist
decided to use found driftwood coming from processed wood
rather than natural wood. The production team cut pieces that
Kounellis chose from the processed driftwood into appropriate
size and rolled them with the lead sheets. It was strenuous work to
roll the wood pieces in lead one after another while following the

Lead sheets with folded edges and soaked in seawater to corrode.
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1: Kounellis watching as Japanese paper is rolled in; forming the beginning of a roll is a delicate part of the process. 2: Rolling a lead sheet by applying weight on it to preserve a round shape.
3: With kimonos added to processed driftwood pieces, the rolls become colorful. 4: One by one, the rolls are piled up on the iron frame.
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artist’s detailed instructions, but the team finally made about 300
rolled pieces in total. Upon the artist’s request, they also acquired
more lead, Japanese paper, and kimonos, and even came to use
teacups that some of the students had brought along to have tea.
All of these different tasks were done simultaneously.

Three days before completion of the work, the rolled pieces
were carried from the studio by the seashore to the underground
floor of Benesse House Museum and stacked up one by one onto
the iron frame installed in front of a gallery window. Each piece
weighed about 20kilograms. One of the team members remarked
that the work was demanding both physically and mentally and
was akin to a prayer. On April 3, the final piece was added to the
pile and when the scaffolding was removed, the entire work was
revealed. Local residents of Naoshima and art professionals from
nearby prefectures were invited to see it.

Shigeki Minamikawa, Associate Professor (then lecturer) of
the Faculty of Design at Okayama Prefectural University who
participated in the production team, recollects, “Our task was not
like working obediently, following a very clear plan. How to match
materials and how to relate to the surrounding environment, and
how Kounellis and the team got along affected the process, phase by
phase. | think, if it were not for that particular moment, hour, time,
and the specific site, this work would not have become what it is.”

Presently, a space has opened up between the top of the pile
and the crossbeam of the iron frame, created by the weight of
the rolls gradually pushing down on themselves with the passage
of time. It is our hope that visitors will see this as evidence of
the coexistence of Kounellis’s work with the island of Naoshima
during the two decades that have gone by since its unveiling.

Text: Yukiko Kanahiro (Fukutake Foundation)
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Notice of transition to a reservation system at Chichu
Art Museum (online tickets)

Due to the increase in visitors to Chichu Art Museum in recent years, in order
to alleviate congestion on the island and museum entry waiting times, as well
as ensuring an optimal viewing environment at the museum, we will implement
a reservation system and online tickets will be sold year round going forward.
The reservation system will be implemented starting on Wednesday August 1st.
Reservation sales for dates from August 1st until the last day of September will start
at 10:00 a.m. (JST) on Thursday, July 5th. Access www.benesse-artsite.jp/en for
further details.

iR SE4i8E  Chichu Art Museum
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Editor’s Note

TOPOS is the quarterly public relations magazine reporting about
the activities of Benesse Art Site Naoshima. Exactly twenty years
ago, in June 1998, the Naoshima News newsletter was launched to
share stories about “what is happening in Naoshima now”. Featured
inits inaugural issue was the Art House Project Kadoya. As a member
of the editorial team of Naoshima News back then, | can recall
feeling a strong sense of necessity to convey what was going on in
Naoshima at the time. Now, as two decades have passed, | believe
in the importance of continuing to imagine the “now” of Kadoya,
looking towards its future prospects. (y.h.)

TOPOS

TOPOSE. T3k 5T ZBKRTAT Y 7B ARLVSFIELMRAINTELL P T AL REZNLBERT. L. 2057 —7%28
BERTVC 15 2BRTHEMRMUELAEARYET— MM MEBR. ZOFEZBELT. FYDOEH IR ZRLEAD. Benesse (=<
£53) LRMAHLPEBRTANE . ELZIHLMAMPHBIRENS B, ThHYEVWEEL COEFFESE TOPOS LRFITELE,

Topos is an Ancient Greek word with the meaning of “place”. While the term has been understood in different ways since

ancient times, we chose to interpret it in a philosophical sense, as a place for debate and for the accumulation of various

themes of discussion. Through its activities, Benesse Art Site Naoshima hopes to be a place where true happiness and the
meaning of Benesse (Well-Being) can be contemplated, and where new ideas and values are created. With this in mind, we

have chosen to title this quarterly magazine TOPOS.
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SEA ROUTES TO
NAOSHIMA, INUJIMA AND TESHIMA

FROM UNO PORT:

(M Uno = Naoshima (Miyanoura)

@ Uno == Naoshima (Honmura)

(3 Uno == Teshima (leura) <= Teshima (Karato) <> Shodoshima (Tonosho)

FROM TAKAMATSU PORT:

) Takamatsu == Naoshima (Miyanoura)

(® Takamatsu == Naoshima (Honmura) = Teshima (leura),
Takamatsu <= Teshima (leura)

FROM HODEN PORT:

® Hoden = Inujima

OTHER:
(@ Naoshima (Miyanoura) <= Teshima (leura) <= Inujima
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