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GREETINGS

The "PORT JOURNEYS" is an international cultural exchange
project inaugurated as an undertaking of ZOU-NO-HANA Terrace,
one of a number of bases in the City of Yokohama for the
advancement of the "Creative City" policy adopted by the city.
ZOU-NO-HANA Terrace opened on June 2, 2009 in conjunction
with the 150th anniversary of the opening of Yokohama's port
as an art space and rest area situated within ZOU-NO-HANA
Park. The ZOU-NO-HANA area is notable for not only having been
the starting point of the city of Yokohama as we know it, but
also for its role in opening up Japan to the modern age.

In the 150 years since the opening of the port, the harbor has
always been a place where cultures encounter other cultures.
The cultural exchange that has taken place in Yokohama over
the years is what has made the city what it now is and has
served as a source for its creative activities. ZOU-NO-HANA
Terrace is rolling out diverse art programs under the concept
of "Cultural Commerce"” with the aim of making "a hub where
diverse people and cultures meet, connect, and produce

new culture.”

One of the fruits of its activities has been the initiation of
"PORT JOURNEYS," built upon the concept of an ongoing
multiple-party exchange program for port cities around the
world that have creative community planning programs,
beginning with port cities directly affiliated with Yokohama.
The project does not only bring overseas artists and directors
to Yokohama, but also provides opportunities for local artists
to expand their activities abroad as well.

In the three years since its beginning in 2011, more points

of exchange have been added to our circle, and a directors
meeting has been held, attended by both directors and artists
from the creative bases in each city. Colleagues normally
spread apart in their respective cities around the world had

an opportunity to meet face-to-face and exchange views and
opinions on how to build up a continuing relationship. Such
discussion provided all those in attendance a worthwhile
time; and in doing so, we were also able to share regarding the
creative efforts being made by the City of Yokohama as well.
Looking forward to the expansion of this network of interaction
and exchange, we sincerely appreciate the continuing support
of all those who have been associated with this project.

Tsutomu Okada
Director of ZOU-NO-HANA Terrace
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MESSAGE FOR PORT JOURNEYS

Port Journeys. Such an aptly named project!

Yokohama has developed as a city in its own unique way,
eagerly adopting and absorbing new culture via its harbor.
Zou-no-Hana Terrace is built facing this harbor with
unobstructed views of large cruise ships coming in from
around the world. The fact that this historically significant
site now hosts a project unfolding to connect port cities
around the world through art is also deeply significant

as an activity that is mutually vital to the development of

all parties involved.

As an important part of our creative city policy, we have
established five bases around Yokohama as places for artists
and creators to present and publicize their unique activities.
Zou-no-Hana Terrace is one of those.

This project, which brings together youthful vigor from port
cities around the world for cultural exchange, takes a cue from
Richard Florida when he tells us that a city without creativity
cannot survive: | believe we are carrying out 'best practice’
through the innovative raising-up of next-generation creators.
We live in a world that is anything but stable, however | believe
that we can gain better understanding and mutual development
through exchange in art and culture.

"Bon voyage" to future success!

Kozue Nakayama
Director General of Culture and Tourism Bureau,
City of Yokohama
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STATEMENT

Port Journeys is a network for port cities around the world

that value creativity and desire the betterment of their cities
through creative activity. With bases in each city, we actively
promote creative-cultural projects, carry out discussion among
people who deeply care for their cities, and engage with one
another through collaborative projects. We hereby declare the
following principles as guidelines to the amicable expansion of
our activities into the future.

An open and fair exchange of
equals across borders

Knowledge and concepts
shared from a wide range of
experience

A sustainable meeting of minds
and hearts toward our future

A creative and aesthetic ethic

Engaging and worthwhile
relationships
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¥ : 437.57KM? AREA: 437.57KM2
AQ: #1370 BA POPULATION: ABOUT 3.7 MILLION

ShMEEE : RDVTSR

PARTICIPATE FACILITY: ZOU-NO-HANA TERRACE

F41L o5 —: FHEM. KHEER

DIRECTOR: TSUTOMU OKADA, YOSHIE OTA
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PARTICIPATE FACILITY: WEST SPACE
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DIRECTOR: DANNY LACY
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ShNhEsE : THE PERISCOPE PROJECT

PARTICIPATE FACILITY: THE PERISCOPE PROJECT
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DIRECTOR: JAMES A.ENOS,
MOLLY G. ENOS
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E#A: ?55KM? AREA: ?55KM?
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ShNhESE : FRISE PARTICIPATE FACILITY: FRISE
F4LO5—:SevIL-ILR DIRECTOR: MICHAEL KRESS

NV F HELSINKI

E#A: 715.49KM? AREA: 715.49KM?

AO: #1162 BA POPULATION: ABOUT 620 THOUSAND
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PARTICIPATE FACILITY: LE LIEU UNIQUE
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DIRECTOR: PATRICK GYGER
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[E#A: 501.24KM? AREA: 501.24KM?
AQ: ¥ 140 5A POPULATION: ABOUT 1.4 MILLION
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DIRECTOR: SIYON JIN
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TSUTOMU OKADA

CHIEF CURATOR, SPIRAL/WACOAL ART CENTER /

ARTISTIC DIRECTOR, ZOU-NO-HANA TERRACE

Born in 1963 at Yokohama, Japan. In 1988, started to work for
Spiral/Wacoal Art Center. Currently works as chief curator and
artistic director for Zou-no-hana Terrace since 2009, curator for
Dogo Onsenart 2014 since 2014. past work: curator for official
art program in EXP02005, Aichi, Japan.

YOHIE OTA

CURATOR, SPIRAL/WACOAL ART CENTER

Bornin 1972. Ota is curator for Spiral/Wacoal Art Center

and program manager for several art projects happened in
Zou-no-hana Terrace (Yokohama), Kashiwa-no-ha Campus
(Chiba) and other areas in Japan. currently managing projects
in Dogo Onsenart 2014 as co-curator and Port Journeys at
Zou-no-hana Terrace.

ABOUT THE CITY OF YOKOHAMA

Staying a step ahead of other cities in Japan, Yokohama is
leveraging its cultural and artistic creativity as part of culture,
art and creative city measures that integrate intangible aspects
such as culture-and-art promotion and economic promotion as

well as concrete aspects such as urban planning. This is happen-

ing through the important international modern art exhibits in
the city, the Yokohama Triennale, the utilizing of historical build-
ings, the creation of cultural "posts,” and activities to attract art-

ists and creators as means of forming "creative neighborhoods.”

ABOUT ZOU-NO-HANA TERRACE

Zou-no-hana Terrace opened as a rest house having art

space and cafe, within Zou-no-hana Park in 2009 for 150 years
celebration since the Yokohama port's opening. It is one of
“creative core areas” from creative city measures.

With Yokohama having been a bridge between various cultures
and Japanese culture since its opening, Zou-no-hana Terrace
aims to be a new center of cultural exchange, the site of
encounters and interactions between various peoples and
cultures to help evolve a new culture. Zou-no-hana Terrace

is operated by culture and tourism bureau, city of Yokohama
and Spiral / Wacoal art center.

YOKOHAMA
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DANNY LACY

DIRECTOR, WEST SPACE

Danny Lacy has been Director of West Space since July 2012. He
previously worked as Curator at Shepparton Art Museum (2010-12),
Program Administrator at Monash University Museum of Art (2007—
10) and Installation & Project Co-ordinator at the Australian Centre
for Contemporary Art (2005-6). He completed a MA (Visual Culture)
from Monash University in 2004. Over the past 13 years he has

had an active independent curatorial practice and curated over

25 exhibitions across a wide range of artist-run and contemporary
art spaces. Recent projects include a survey exhibition of Nick
Selenitsch's work, /Play/ at Shepparton Art Museum, /Transparency/
featuring work by Andrew Hazewinkel and Gosia Wlodarczak at West
Space in 2012, /Raafat Ishak & Tom Nicholson's: Proposition for a
Banner March and a black cube hot air balloon/ and /Sam Jinks:
Body in Time/ at Shepparton Art Museum in 2012.

ABOUT THE CITY OF MELBOURNE

Every year since 2011, Melbourne has come in at the top of the
Economist Intelligence Unit's selection of "Most Liveable Cities."
Culture blooms in its maze of street neighborhoods, residential
infrastructure is blessed with abundant parks and a tram network,
and 145,000 seats in hundreds of cafés and restaurants compete
for business on its cozy backstreets. The municipal government's
cultural department is an active supporter of arts strategy. Artist-
run spaces are in abundance, and there are plenty of opportunities
for for artists who choose not to work through existing galleries or
other establishments.

ABOUT WEST SPACE

West Space is a non-profit artist-led organization supporting the
activities of artists within a critical context. West Space program-
ming foregrounds engaged artistic practice which is challenging,
experimental, exploratory, and diverse.

Founded in 1993 by artists Brett Jones and Sarah Stubbs, West
Space has developed a unique identity amongst Australian arts
organizations.

Importantly, West Space acts as a working model that gives artists
direct control over the means and conditions of presenting their
work to the public.

West Space is generously assisted by: the Australian Government
through the Australia Council, its arts funding and advisory body;
the Victorian Government through Arts Victoria; and the City of Mel-
bourne, through their Arts and Culture department, their Triennial
Arts Grant Program. West Space is a member of CAOs, Contemporary
Art Organizations Australia network.

MELBOURNE 9
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JAMES AENOS

DIRECTOR, THE PERISCOPE PROJECT

Raised in West Lafayette, Indiana -James is an artist and archi-
tectural designer producing narrative works alongside programs
lending an alternative imagination of urban space.

He is the co-founder and director of The Periscope Project (2009-
13), a collaborative project platform, urban think tank, and former
alternative space.

He is a recipient of the 2013 San Diego Art Prize and Director of
Exploring Engagement, a Irvine Foundation supported civic arts
initiative operating via the Oceanside Museum Art.

MOLLY G ENOS

CO-FOUNDER, THE PERISCOPE PROJECT

Raised in Salt Lake City, Utah -Molly is a licensed Architect in Cali-
fornia, Indiana, and Hawaii in addition to her duties as the Executive
Director of The Periscope Project (2009-2013). Molly is a voting
member of AIA San Diego's Urban Design Committee.

ABOUT THE CITY OF SAN DIEGO

San Diego is a port city in the southern part of the state of California.
The city consists of three competing cultural regions: San Diego
Central, consisting of a transient and professional population;
Southeast San Diego, bordering Tijuana in Baja California, Mexico and
birthplace of many of our artistic practices; and North County, the
San Diego that most of the world sees: home of famous golf, surfing,
and fitness brands and constantly changing. The San Diego of today
developed from military industries and is more recently known for
its biotech and IT industries.

ABOUT THE PERISCOPE PROJECT

The Periscope Project was an art project conceived by James and
Molly Enos, taking place from 2009 to 2013. The program essen-
tially took place as a series of galleries, spaces, interior courtyard
spaces operating with artist residencies in collaborative projects,
and developed into talk events, exhibits, and workshops. The main
purpose of activities was to critique the exclusionary nature of art
institutions in San Diego, for creative artists desiring a place to work
with others of the same mind.

SAN DIEGO
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MICHAEL KRESS

DIRECTOR, FRISE / ARTIST

Michael Kress, is a conceptual artist/ curator / director, born in
1964, in Munich, Germany, living in Hamburg.He studied visual
communication and fine arts at the University of fine arts Hamburg.
The focus of his work is semiotics and language as a normative mo-
ment in the construction of a media-identity. Since 2004 Kress has
been examining spatial imagination in varies movies of the 1960's.
Coming from a background of conceptual art, he uses different
media, like video, drawing, writing, sound and photography in his
examinations. In 2012 he has been invited to the nishinomiya-
funasaka biennale where he produced a video performance.He is
member of the executive committee of FRISE/Hamburg, one of the
most long existing artist-studio-houses in Germany. He is part of
the executive committee the Deutscher Kiinstlerbund Berlin.
1996-2003 Kress had been member of the board of the international
association of fine arts (IAA/UNESCO).

ABOUT THE CITY OF HAMBURG

Closely located north of Berlin, Hamburg is the second largest city
in Germany. In 1913, the director of the Hamburg museum of art
held the first artist residence program in Hamburg to provide all
citizens to exposure to art. In the 60's there was an art school,
which produced brilliant artists, around the same time as concep-
tual artist movements like Fluxus emerged.

Since then, the high quality of art has been handed down over cen-
turies such as Hamburg-based artists make a performance in public
spaces and neighborhoods.

Now Hamburg is the main capital for artist-run spaces in Germany,
more interesting and bigger than Berlin.

FRISE

Since 1977, FRISE have owned and run an art studio house more
than 30 years, which has 49 studios, exhibition gallery, and
accommodation.

Besides holding about 10 to 12 exhibitions a year, FRISE organizes
art gallery programs including artist in residence program (2013-),
2 year rent-free studio scholarship for the next generation of

artist (2014-).

FRISE has 18 filmmakers and 31 artists in different fields of

genres in the house, which is a great advantage in artist-run impro-
vised projects.

Next year FRISE will extend the schedule of artist in residence
program with international participation, and will be the host of Port
Journeys director's meeting, which will offer a great opportunity to
deepen exchanges among each cities as well as to develop projects.
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RAIJA KOLI

DIRECTOR, FRAME VISUAL ART FINLAND

Raija Koli, MA, has worked as Director of the Finnish
Institute in London since 2007. Her previous positions
include Head of Production at the Swedish Theatre in
Helsinki and at the Helsinki Festival, and Arts Manager
at the Finnish Institute.

In addition to the Director, there are five permanent
employees working with Frame.

ABOUT THE CITY OF HELSINKI

Helsinki is not a large city, with just over 1.2 million
inhabitants even when including the neighboring suburbs

of its metropolitan sphere. It is a pleasant place to both live
and work, chosen as Monocle magazine's "Most Livable City."
With its attractively designed seafront area, Helsinki

was also appointed the World Design Capital by the Inter-
national Council of Societies of Industrial Design in 2012.
One can encounter fine architectural works by Alvar Aalto
throughout the city.

Helsinki's cultural policies are based on the welfare state
philosophy typical of Northern European nations, including
the setting aside of 1% of public construction budgets for art.
In the last 10 to 15 years, interesting changes have been
taking place as artists and citizens from other fields have
been making things happen at the grass-roots level.

There is also a residency program called HIAP for artists
from abroad; and we at Frame have established an
international curator training program in cooperation

with HIAP.

ABOUT FRAME

Promoting Finnish art, Frame conducts funding for interna-
tional visual arts projects involving Finnish artists. Frame's
activities mainly consist of subsidizations, support activities,
promotion of events, residencies, lectures, conferences, and
invitation of foreign artists.

FRAME's office is located in the city centre, just left the Cable
Factory which is a really big hub of visual arts in Finland.

HELSINKI
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PATRICK GYGER

DIRECTOR, LE LIEU UNIQUE

Patrick Gyger (b. 1971) is a Swiss historian and writer.

From 1999 to 2011, he was the director of "Maison d'Ailleurs"

in Switzerland (www.ailleurs.ch), a museum housing one of

the world's largest collections of Utopia. As such, he has put up
more than thirty exhibitions on the main topics or artists of

the field and published extensively. One of his recent researches
has resulted in a book on flyings cars in fact and fiction

(Haynes, 2011). In October 2008, he opened Espace Jules Verne,
a new permanent wing of Maison d'Ailleurs devoted to
Extraordinary Journeys.

Since January 2011, he is the director of the LE LIEU UNIQUE, national
center for contemporary arts in Nantes (www.lelieuunique.com),
a leading pluridisciplinary venue for theater, dance, visuals arts,
music and literature.

ABOUT THE CITY OF NANTES

Located on west coast, Nantes, France's 6th largest city, was once a
prosperous port. This industrial city gradually transformed into a
cultural city over the 20 to 25 years after shipyards and port facilities
were closed down in the mid 80's. Now Nantes is one of the most
livable cities in the world with lots of green spaces.

With the basis of creating a broad range of cultural events, which draw
large number of spectators, Nantes has been exporting events.

A program, which transforms urban landscape through culture with-
out changing architecture such as Royal du Luxe* is one of the
intangible assets for Nantes as a cultural city.

"ESTUAIRE", a biennale in Nantes, in which some artworks are placed
outside as if leading spectators from river towards sea, and a tourist
office-led event, "Le Voyage A Nantes" held around the same time,
are closely linked to tourism and bring about positive economic
effects.

*Royal du Luxe; performance company in Nantes offering street
parades by giant puppets

LE LIEU UNIQUE

Opened in 2000 after refurbishing a former biscuit factory, LE LIEU
UNIQUE is a national center for contemporary arts in Nantes, which
houses the spaces for exhibitions, and for an artist residency, a
theatre, a bar, hammam like hot baths, a restaurant, a bookstore,
and a shop.

Offering artistic exploration for different fields of arts, like visual art,
performing arts, music, literature, philosophy, geography, and the
culinary arts, LE LIEU UNIQUE is a space for anyone who wants crea-
tive and cultural effervescence as well as for artists.

LE LIEU UNIQUE offers nearly 300 various kinds of programs a

year including street arts, outsider arts, performing arts, artist in
residence programs, exhibitions, workshops, conferences, and
festivals with about 600,000 visitors of which 150,000 were for art
programs. This makes LE LIEU UNIQUE an essential cultural spot for
citizens in Nantes.
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SYON JIN

DIRECTOR / ARTIST

Siyon Jin was born in Gwangju, South Korea in 1971.

He studied painting at Chosun University and got a master's degree
in New Forms at Pratt Institute. He started Chang Dong residency
program, National Museum of Modern and Contemporary Art
(2005-2006).

Jin exhibited at the "Dual Realities” 4th Seoul International Media Art
Festival (2006), "Fever Variations” 6th Gwangju Biennale(2006]).
Jin focused LED as Wave (2008, noting the potential of He exhibited
his recent series Flow (2011-) at Smart lllumination Yokohama
2014, Flow use LED lights, Which are used as markers to capture
flowing movement of classical Korean dance to background music
of Gayageum Korean traditional instrument] .

Nowadays Jin collaborated with variety genre as cosmetic Sulwhasoo
media art CF (2014) and baseball player Chan Ho, Park "Design Sports”
DDP in Seoul 2014. Also Jin produced Art car with Peugeot 2013.

ABOUT THE CITY OF GWANGJU

Gwangju, in the southwest of the Republic of Korea, has been known
since the Goryeo (or Koryo) era (A.D. 918-1392) as the "city of light”
and has long been a regional center of government, society, culture,
and economic activity. It is also known by the name Yehan, meaning
"land of the arts,” as a center where such traditional arts as Namjong-
hwa painting, Gasa literature, and the traditional folk performances
of Pansori developed.

Modern-day Gwangju is also the host of many international events.
The Gwangju Biennale is among the five most well-known in the world.
Next year will mark the opening of the Asia Culture Complex Center,
being builtin the vicinity of the old Cheollanamdo Provincial Office,
the site of the Gwangju Incident (democratization movement) on
May 18, 1980.

Gwangju was also chosen to represent Korea as Culture City of East
Asia 2014 along with Yokohama and Quanzhou in China.

As an experiment in combining the light of history, the light of
industry, and the light of art, we aim to strengthen our industrial
development along with cultural and art exchange.

Gwangju is registered in the Unesco Creative Cities Network under
media art, and holds a yearly media festival attended by both
domestic and international artists.

Siyon Jin served as director for the first of these festivals in 2012
under the theme "light and humanity.” Many art events, including
3D video, light sculpture, video performance, interactive media,
kinetic art were held in the vicinity of the old provincial office.

GWANGJU
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FaLII—-X=—FT1 VIR
2014/9/12 FRI-14 SUN
(EXHIBITION 9/12-15)

DIRECTORS MEETING YOKOHAMA
2014/9/12 FRI-14 SUN
(EXHIBITION 9/12-15)

FIfEE OUTLINE

D5 ROBTSR Venue: ZOU-NO-HANA Terrace

EE ROBT S, EEMXIEHENLE Organised by: Zou-no-hana Terrace, Culture and Tourism breau,
#BIE . PXUHNEREAEE. PV AT +F2-  cityof Yokohama

TSR, A—AMSUPXEE. BEH In association With: Embassy of the United States of America,
BER{ bR, TEH R AKfERE, A\ TILUTI.  Institut Frangais du Japon — Yokohama, Australian Embassy Tokyo,
RRRAYEEYS— TaUSUR Korean Cultural Center, Embassy of Switzerland in Japan,

% —. FRAME. EIFXHES City of Hamburg, Goethe-Institut Tokyo, The Finnish Institute in Japan,
%5 TV VIR St Frame Visual Art Finland, Japan Foundation

1oE - 1 : R SV HAEHT - In cooperation with: Epson Sales Japan Corp.

F—htevy— Planned and produced by: Spiral/Wacoal Art Center

4 DAYS EXHIBIT (9/12-15)

© ARCHIVE EXHIBITION
10:00 ~ BEDSIMERICKDT7—H4A TEBR
20:00 SHMER :
—7)b— - £0—L (PORT JOURNEY YOKOHAMA = MELBOURNE [C£l] / 2012)
-INbUY D - =LA & T« Ls - 225 7)LY (PORT JOURNEY YOKOHAMA == SAN DIEGO (C&1l1 / 2012)
—&&S5bE (PORTJOURNEY MELBOURNE = YOKOHAMA (C&1 / 2013)
— AKI INOMATA (PORT JOURNEY HAMBURG < YOKOHAMA (C&111 / 2014)

—PRUE CROME (PORT JOURNEY, MELBOURNE — YOKOHAMA, 2012)

— PATRICK SHIELDS AND TIM SCHWARTZ (PORT JOURNEY, SAN DIEGO == YOKOHAMA, 2012),
—RISASATO (PORT JOURNEY, YOKOHAMA — MELBOURNE, 2013)

—AKIINOMATA (PORT JOURNEY, YOKOHAMA — HAMBURG, 2014)

© PORT JOURNEY YOKOHAMA — HAMBURG [ADORE / IF FANS ARE ARTISTS — ARTISTS ARE FANS.]

19:00~ (12 HIx20:30~) v I)b - IV RICKDIRERET

24:00 (PORT JOURNEY YOKOHAMA = HAMBURG S1l{EZX)
(FROM 8:30 PM ON 9/12) FILM EXHIBIT BY MICHAEL KRESS (PORT JOURNEY PARTICIPATING ARTIST,
HAMBURG-TO-YOKOHAMA).

16 PORT JOURNEYS DIRECTORS MEETING YOKOHAMA 2014

TIMETABLE

2014/09/12 (FRI)

F4LI9—X=—FT 1L tTYa > RECEPTION
19:00 ~

2014/09/13 (SAT)

b—2 TALK (4} [E185:&5R ADMISSION FREE ~ TRANSLATION INCLUDED)

11:00 ~ J\XOTRY - ISIF AT - TN\ —BROV7 EOTREHE—ENE ERFRAT)
KAZUAKI SEKI, KANTO GAKUIN UNIVERSITY: KHABAROVSK/VLADIVOSTOK/YOKOHAMA —EXCHANGE
PROGRAM WITH FAR EASTERN RUSSIA—

12:00 ~ [EMOERZR—EAEMZBNN] FRER (EESRES LEEMEER)
MASANOBU ITO, JAPAN FOUNDATION (PROGRAM DIRECTOR OF VISUAL ARTS ART AND CULTURE
DEPARTMENT): INTERNATIONAL CULTURAL EXCHANGE — BRINGING JAPANESE ART BEYOND THE SEA

#BHT« LI 9—TLE>YFT—2 3> PRESENTATIONS BY REPRESENTATIVES OF 6 CITIES
(#¥] [E)6%5:@5R ADMISSION FREE ~ TRANSLATION INCLUDED)

13:30 ~ ¥=— - LA Y— (WESTSPACE T« LI & —/XILiRKIL>/)

14:05 DANNY LACY, DIRECTOR OF WEST SPACE (MELBOURNE)

14:10 ~ YA LX - A4—/ 2 (THEPERISCOPE PROJECT 5« LU & — P F 4 T O)

14:45 JAMES ENOS, DIRECTOR OF THE PERISCOPE PROJECT (SAN DIEGO)

14:50 ~ e+ I - IUR (FRISET«LO5—/I\VTILD)

15:25 MICHAEL KRESS, DIRECTOR OF FRISE (HAMBURG)

15:30 ~ S+ - JU (FRAMEVISUALARTFINLAND ¥« L& — /LY 2 +F)

16:05 RAIJA KOLI, DIRECTOR OF FRAME VISUAL ART FINLAND (HELSINKI)

16:10~ J\hUwZ - YaY 1 (LELIEUUNIQUE F« LI & —/F )

16:45 PATRICK GYGER, DIRECTOR OF LE LIEU UNIQUE (NANTES, FRANCE)

16:50~ 23V - IV (XFAT7 7= TaLI5— M - BE)

17:25 SIYON JIN, MEDIA ART DIRECTOR (GWANGJU, REPUBLIC OF KOREA)

F4 LI 9—592Y R5—TJ IV b—2 DIRECTOR'S ROUND TABLE TALK (fE#3} ~[EIB%:&zR ADMISSION FREE
TRANSLATION INCLUDED)

18:00~ £FT 1L I5—, BEV—T A ANIKDT1Ahvyay

19:20 DISCUSSION BY ALL DIRECTORS AND INVITED ARTISTS

2014/09/14 (SUN)

SNV - AUFRTLEYFT—2 3 MIKHAIL KARIKIS PRESENTATION (£E#3 ADMISSION FREE)
17:.00 ~ RKOBFSACTEKHFRED 3T\Y - NSFUIVF—D2014] A XV FEULT. 7—F4A K SN\
A - DUFROTVEYT—YaVZETofk
MIKHAIL KARIKIS PERFORMANCE AND LECTURE, FROM "YOKOHAMA PARATRIENNALE 2014", TO BE HELD
A+ w9V /I\F SNACK ZOU-NO-HANA
19:00 ~ SEDOERTRER. SEvIIL - FVADKRAMMIKDRAF v Y
SNACKS COURTESY OF HOST/EXHIBITOR MICHAEL KRESS
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OKADA: The City of Yokohama has been promoting the
Creative City strategy for the last ten years or so. Those
involved include not just people in government but
other areas as well. As a representative of the Yokohama
citizenry, today we are joined by Mr Chikazawa, who
runs a lace shop that's been in his family for several
generations, joins us.

CHIKAZAWA: Hello. I've been in discussion with the
city for the last ten years or so. In the beginning the
city had plenty of money, but more recently finances
have tapered off. Finally, the city told those of us who
operate creative bases to find our own ways to finance
ourselves, but | can't come up with good ideas. So I'd
like to hear what people involved in this kind of project
have to say.

OKADA: Thank you. Now about one of our most timely
projects. In October this year we will have an exhibition
in Basel, a city that grew around its river port. This year
Japan and Switzerland celebrate 150 years of relations,
and Basel will be holding a festival "Culturescapes,”
focused on Japan. Port Journeys will be sending food
artist Haruna Nakayama from Yokohama, who will dem-
onstrate her work from October 3rd to 17th.

NAKAYAMA: | think of myself as a person doing "work" in
the field of food rather than an artist making "works." |
typically have opportunities to meet and communicate
with people in a variety of situations. For example, with
quake evacuees at a temple festival in Fukushima. Ba-
sel is a large city and | will be a "minority” there, so I'm
interested in seeing how my viewpoint may change. I'm
wondering what will seem out of place after throwing a
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very Japanese food culture and identity into the
Basel market there, and what experiments I'll be able
to carry out.

OKADA: The Director's Meeting is not the sole responsi-
bility of Yokohama, but it is a yearly opportunity for us
to meet like this. We're hoping to meet in Hamburg next
year. Michael Kress will be organizing it. He also has
interaction with people in the city government.

I'm looking forward to mingling with those who have
joined us here for the first time as well. As you may
know, Tokyo has been chosen for the 2020 Olympics.
Abuilding boom is impending in Tokyo; a mere 30 km
from Yokohama, which may also well be host to certain
venues. So, we are hoping to have a chance to put
together something of great effect, something that will
be meaningful, like Port Journeys.

The Port Journeys is not intended to be the nexus of
this. However, there has to be someone to proactively
make things happen since we cannot always depend on
government agencies. We've been thinking of universities
as likely candidates. For example, Professor Seki of
KantdGakuin University, who gave a presentation at
the beginning, is promoting an exchange program

with Russia.

SEKI: A building named “Shinkopia” was built for the
previous Triennale. Starting from 2012 for a limited
period, it was shared by 50 groups of artists and
designers; about 140 in total. This was supported by
the Yokohama Culture and tourism department.

We had exchange with overseas artists, and Yokohama
artists also had a chance to get to know each other bet-
ter and widen their circle. | just wanted to mention that.

OKADA: Thank you.

So now I'd like to start our discussion, based on two
topics: first, about how you finance your projects; then,
your ideas on how we should conduct the director's
meetings. First we'll hear from James Enos of San Diego.

ENOS: So | think that the funding thing is a unique
opportunity for us in San Diego now. With the engage-
ment grant that | am working on it is easy to handle
one project, but one of the major roles we need in San
Diego is strategic leadership that can link the arts and
culture commission with a North County arts coalition:
with museum alliances, with non-profit art spaces, with
do-it-yourself temporary spaces...

So the immediate situation for me is that we are
operating similar-size budget when we work on these
collaborative projects with Yokohama. | think the
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financial situations of the first residency project is the
reality and it needs to occur my grant's cycle, which will
be before the end of July 2015. Now, we are operating
at that scale, but that is associated with the obligation
to link museums and link cultural organizations that
otherwise wouldn't be linked. When | first came here
with my presentation, | was essentially saying that all
of these institutions are failing, our museums aren't
relevant. Now we are in the position where they need
that "affective” outreach, so | think we could do it with
bodies. We need to do it with good projects, so the short
answer for the funding sample for me is that we can,
and prepare for it.

OKADA: How about you Michael? Tell us how you envision
the structure of next year's director's meeting. James
and Michael seem to be in subtly different positions
from each other; it would be interesting to see how dif-
ferently you would direct things.

KRESS: | think we have a chance to use the different
positions and the different realities of each person's
work that makes everybody here on the table who they
are. This is very new for politics to have culture at their
table and still we don't have every region in Germany's
culture right next to the boss so there's a long way to
g0; also about what is the role of artists, of which | am
personally interested to see a change in. Because still,
artists think that they are the nephews of god, and

they still think that they are the kings. But we have to
change and we have to find new strategies to survive as
artists. So next year in Hamburg, the step could be to go
into themes, issues, discussions, and open this stage
to everybody.

OKADA: When you stayed in Hamburg in June this year
on a residency, you worked on a project. Did you feel
any difference in relation to your surroundings from
when in Yokohama?

INOMATA: It was my first residency, and very stimulating.
In Yokohama, | never thought about myself in relation
to the world or as a Japanese, so thinking of myselfin
those terms was a huge experience for me. | felt the
way cities develop around rivers in Europe was quite
different from the Japanese model, and also felt a big
difference in the way people relate to art.

OKADA: James and Michael are at the same time artists
and directors, and have proposed that cities need to
work more collaboratively. Nantes is famous for a num-
ber of famous projects; can you tell us what difference

there are from James and Michael's cities and Nantes in
the way artists are dealt with or thought of?

GYGER: Well, | think we treat artists really poorly.

On purpose. Because we try to exploit their talent and
turn it into money. The money we get from the city

is not the money that will be given to those projects
anyway. So you set up a project you go around and say,
well, we got the money and we are running our project
but we want your input and we have to try and make
them feel properly 'utilized' in that sense, but | told
them, if we're not doing it, and if this money goes away
from us, it's never going to you, because this is not even
culture money. As everywhere else in the world, they
open some drawer, and money comes out. I'm sure that
the last project by Le Machine was not the money that
was going to be used for culture and they didn't take that
from local experimental alternative projects, | am sure.

OKADA: Next I'd like to hear from Raija. Finland is
famous for having some of the highest taxes in the
world. I've been told that the social services are quite
consolidated and that there are budgets for culture on
both the national and municipal levels.

It seems that there are almost no cases, as in Yokohama
or Nantes, in which private businesses get involved in
a city's development. | would think that it might be
difficult to expect any dynamic developments in such
an environment, but how is it actually?

KOLI: It's very different in Finland. We don't have
centers like Zou-no-hana or Spiral. There's always the
suspicion of something happening to the art if it's
private money. And we don't have any of the commercial
galleries, obviously. It's a very tiny market. So we are
very heavily subsidized. And | can see in your relation
there is a Guggenheim kind of thing: the money that
the city was to give to the Guggenheim doesn't come
from the arts project. It comes from the city marketing
project. It's a different thing. So when the artists were
really angry. 'We should have an initiative of our own.
Create brilliant big projects but not the kind of thing for
a American brand'. Also, they are not promising that we
will present lots of Finnish art; there're not going to be
exhibitions like in Bilbao. And what they are telling us
is about the "Bilbao effect.” There's not really anything
wrong with Helsinki anyway, so it's not some run-down
industrial tiny place that will be somehow transformed.
But I think it's a pity that we don't have a place like Spi-
ral Hall. There would be larger scope of things that you
could produce because you would have more funding so
I think what we really need in Finland are projects like
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festivals to bring artists from outside to do projects that
we will never do and we don't have, and they would be
large-scale. | am not sure that Port Journeys will be that
project, but | think it is a very good initiative in opening
space for more artists to come from the outside. Also,

| don't see the financing for this project. To do a project
in Finland | wouldn't find a partner who would want

to have anything to do with this project. So, | would
encourage them to bring more artists in. | saw in Eng-
land some really big, big brilliant art projects that bring
audiences that wouldn't go to galleries, that wouldn't go
to museums. We have all the good stuff, but to have that
little bit of splashy thing that will bring new audiences
will make them see people may look at art in different
way and they'd find their ways to museums again. So |
don't think we need bigger things, because this is what
is missing in Finland.

ENOS: | think that we have a lot of "seeds” here. We

can even think of Spiral as a massive brand, a mas-
sive global brand, but one that has some sort of, from
my perspective, affective social consciousness for

a long-term understanding of community or cultural
development or a value. So that's kind of an interesting
thing that we can learn from the Spiral model. It has to
do with a new generational shift in establishing shared
social values. We don't have that, we don't have that
accessible model because we have artists that have
built brands and built wealth, but they have not put

it back into any public affective enterprise engaging
community, city planning, or the cultural values that
we struggle with. We are ethically an individualistic
society; that's what it's built on, that's the American
dream, and that plagues our society, to the end of the
end of the end. But there's promise for that. This is an
educational project that we need. We need to produce
good works, compelling works. It's about doing good
projects, it's about energy and good projects. And those
good projects can drive something else, and they can
drive attraction. It's not just about culture of festivals, in
my opinion. The goal for me is to find a way with these
museum partners to hire other artists to keep hiring
artists, to spend all that money on artists. Because at
the end of the day, it's about making a living wage that's
what we are up against where we live in California. I'm
spitting out, just to share it.

GYGER: Just to come back on that Nantes model.
There's very little initiative in some people that would
expect lots from the institutions like us or the ministry
of culture or even like creators. You know if you tell
them there's this space, and | did do that once for
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experience, to give one of my spaces for one year to two
years to someone and say "well, we have no budget "
Also, if you lose the support from the mayor, for instance,
then everything goes away, this whole issue of politics.
There was an election recently in Nantes in March and
obviously we had to back someone, which | did, and she
won. If she hadn't, and the conservative elements had
come in, they would have changed either my agenda
completely, or they would have cut the budget by half
or... It's a very frail kind of economy. Because there's

no culture of going to a private sponsorship, | cannot

g0 to Wacoal or to a company in France and say "well,
we've just lost a half million euros, can you step in for
funding?". It wouldn't work at all. So it has its own kind
of problems.

OKADA: Next I'd like to hear about the situation in South
Korea. I've been told that Gwangju is working on a num-
ber of initiatives in new technology as a way to boost
the city's economy. Hearing from other directors here
today, | understand that an artist is not only a person
who makes great art, but is also one who can provide
solutions to society's problems. So how do you view
things from Gwangju?

JIN: This time, our country had a difficult time because
the arts market was really down and so our artists depend
on assistance from the foundation or government politics,
but a special thing is that Gwangju wants to change. |
talk with people about the Asia Culture Complex Center,
which is a huge issue among the artists in Korea. But
the strangest thing is that Gwangju doesn't know any
professional people, who can arrange or direct in the
arts or performing or sound, so we really look forward
to someone to come to Gwangju and help us in these
areas. And also the media arts is special for Gwangju
because Gwangju wants to find more art genre in media
artin the world so that's why we are trying to apply to
UNESCO for the creative city network. So my conclusion
is that we are really depending on government politics,
so that's why | am trying to start the directing for the
media art festival, page two.

GYGER: | think one other question raised in those kinds
of media is that most of them have structures that can
actually give money, like Frame. They give money for
artists to be sent abroad. So it would be very easy to
send an artist from Nantes, so maybe next time when
we are meeting, it's good that, either artists present
other artists, or directors present artists, even if it's not
completely subjective, because | know for instance that
if | promote this artist | could go to the French institute
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in the city of Nantes, and | would find the resources but
the other way around, that is, to find artists in Japan or
from San Diego | really like, then it's very complicated for
me to bring them. That | would have to do with my own
expense. There's like an inversion in a way. For instance,
we are doing several international projects. This year, we
will have four main guests, one is artist from Russia
which we can do fairly easily, and they can fly people
over for free. One is Singapore, they contacted us, of
course they have lots of money, they introduced me

to all kinds of artists like big three, saying we'll pay for
their stay in Nantes, so | did that. Same for Quebec, we
are producing a lot of stuff. There's a year in Nantes kind
of anniversary for Quebec in 2014-2015, we are producing
a new project. This is because we have all the support
from the Quebec government you know. And finally again,
Estonia, We are doing this year, the biggest Estonian
festival in the world outside Estonia in LE LIEU UNIQUE,
we are going to fly everybody over to LE LIEU UNIQUE and
Estonia get a promotional and culture budget to the board,
and they are paying for everything. That's all it is. Just
wanted to discuss this version of a funding structures.

ENOS: This occurred to me regarding breaking the
protocol and understanding one's place. We've never
been at the table before where we've discussed the
structure of this, but it's that exact logic in this exploring
engagement grant; it's very difficult. The fundamental
basis of the grant is to activate its audiences to blah-
blah-blah, city visioning, alternative knowledge produc-
tion as a component of the way we think about our civic
identity, our national identity, etc. Now the most difficult
thing for me to do is to flip that around and spend those
moneys looking for an artist that | don't understand in
Japan. | can send an artist from my region very easily,
as it would be a lot easier to raise money because that's
an extension of our culture and extension of our brand.
Whereas in this case, with Daniel Foster's commitment
and approval, we are thinking of it more in terms of
squeezing the juice that comes from the knowledge
existing in the network at the coordination level, for the
city. So the artists in that way, as you mentioned or al-
luded to, become a token component of a larger project.
That is towards the mission of this Port Journeys. What
San Diego can gain right now is building a nexus of
knowledge around long-term funding and growing our
municipal structures to care about cultures that relates
with cities they compete with globally.

GYGER: And also we tend to think of curators or some-
body who acts for the city and knows how artists behave
and know how to cover up for it. But very often | would

one to push someone who is very dirty drunk from
morning to evening who do the craziest projects, but |
am always feel complicated you know, because if they
act that way is of concern to the city. And so that the
same people that are friendly and they are open to others
and can speak English are sent, whereas they are not
necessarily the best artists.

CROME: And that's a very valuable point because as we
as the artists are always "ambassadors” and that true
is not necessarily someone who is the best artist, but is
obviously the person who represents the mission.

We have the Hamburg & Nantes model, we have artist-
run space model and somewhere in there we have the
project. | like the idea of the artist-driven artist-suppor-
ted, somewhere in it, you were actually suggesting
bringing to the table people from every level. | like that
idea. | mean that's main differences of the two models.

SCHWARTZ: | just have one point that continues on that
and also continues on the idea that Michael brought up
is the more we concentrate on the differences, the more
spicy and interesting it's all going to be. And one thing
came to mind was how next year's director's meeting is
going to be held. | hope it is as rambunctious, boister-
ous, and crazy as | think your space and community is
and that having different forms to have these discus-
sions is | think will only make this project stronger. The
other point | wanted to bring up is so far we've always
focused on a one-to-one, artist going to a place, another
artist coming to this place. As you brought up the Olym-
pics in the director's meeting, we are planning another
director's meeting with all the directors, | think it would
be interesting to bring a lot of artists to one location,
and it might even amplify the impact this project can
have in a location. where next year, there are ten differ-
ent artists from all these different places, landingin
Hamburg for a month and they are all doing there own
things but they are all connected in a way, it gives you
the the ability to maybe to build it into a bigger project.

KRESS: This opens the stage now, | agree it should be
the artists coming to Hamburg as well from all over,
that's a chance to have twenty or more and we should
really continue with these discussions in all project
levels and that's what I meant, that | really like the
mixture you brought up whether by calculation, or by
chance, | don't know, maybe both. This could be really
interesting and also to bring that further on to bring
people to art and bring people to FRISE. I've been to
several international networks over 30 years for dif-
ferent kinds of German artists organizations, and the
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only thing | always found boring was that it is always
the same kind of people. It's like, artists always say we
don't have money, we don't have money. It's not inter-
esting. | don't need money to make art. | choose this life
and | have run it for a long time and | also have a family.
So my kids are grown up now so | can travel, but | just
need a pencil to do art. The great thing of art is that it

is like a software. My mind was driven by On Kawara or
Josef Boeys; this is what | want to share with all you
guys and also with people in the cities like Hamburg.
Most of the people in Hamburg they never heard of On
Kawara; | want to let them see beauty and a simple way
to work, as aesthetic moments could really bring your
life up in a positive way. That could be a next step for
what we could do.

OTA: I've been working as contact person since the
beginning of this project. | can empathize with the

idea of a gathering of artists; however not really being
an artist myself, | want to stay involved as a director.
Michael is always saying how everyone is an artist, and
I think those working at facilities and in government
also have such elements. One thing | have come to
understand is how much more interesting it is to have
people from different walks of life come together.

I'd like to get more people like myself on board, that is,
those who don't consider themselves artists, and widen
the circle.

ENOS: | have to respond that. The tradition | studied
under was heavily influenced by the group with less of
an artist historian and more of a relevant contemporary
art theorist at the University of California, San Diego.
We think of these things as institutional performances.
When | think of what you did, | think of that as social
artist practice. | think of it as an affective model for
furthering the system of values. It's subject-subject in
conversation. It's a living thing that's happening back-
and-forth.For me to call myself a director, to call myself
the director of the Periscope Project when Molly and |
as architect designers and practicing artists; that was a
performance to our city. This is a performance art. You
are an artist.

OKADA: Ms Satd was sent to Melbourne as part of an
exchange in which Prue Crome also came to Yokohama.
Could you tell us something about your experience

in Melbourne and any comment you might have on
today's topic?

SATO: Lately I'd been thinking about how | would like
to have a residency where | didn't have to actually do
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anything. Now | know there actually are such programs,
but I didn't know about them before. The problem is
that when | go on a residency, | get too caught up in
preparations. Maybe that's the Japanese in me. So |

like the idea of not having the pressure to do anything.
Being here today has made me think about the direc-
tion of my work, how | could let myself be freer. | think
I've tended to make things smaller by trying to do
everything myself.

OKADA: When | was a student, | was active as an artist,
but I had to make a living and got tired of the art scene
in Japan, so | decided to become a curator. Then | joined
a corporation, thought about corporations and culture,
about using resources for the city and thought about
how to change the city itself, and that's how | got to
where | am now. But now | think maybe I'd rather go
back to being an artist.

SHIELDS: Much discussion here today. So | think a
lot of different issues. | like the conflicting opinions
that everyone holds within themselves. | think it is
impressive that all of these people are coming
together and actually figuring out this thing doing
some sort of sustainability to foster a system that's
going to create opportunity for everyone beyond
our individual selves. So maybe going forward,

I think it's interesting how do you take the stance
or the situation; who is benefitting from it; the artists?
is it about artists going in and being in a new place?
Is that where culture resonates from? Or is it about
the organizations feeling that they're supporting
these things or their benefits? So this is where

I think it's very sticky. This is where it's tricky and
sticky. But we are obviously all invested in i,

so | feel privileged to be in everyone's company.

So we stay here. Maybe we design a school and
make a ship. And maybe we can all float around the
world. This is my dream.

KRESS: That's a good idea.

When [ first met Michael, the world of art was made

up of people whose artistry was formed in the 80s
and 90s through the International Free College organ-
ized by Joseph Beuys. But that's not where | myself
come from. I'm not working only for the promotion
and development of art, but consider the possibility of
artists, curators, and directors all coming together to
exchange ideas and sitting together to learn.

KRESS: This is a big thing, to bring it. To educate.
Education means not to educate other artists or
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curators or whatever, it's a thing to bring it out

and spread it in all fields. What | like most of this

place the ZOU-NO-HANA Terrace is that everyone can
walk in and sit and look and enjoy, it's really brilliant.
That's the moment, we have to go on with teaching,
and learning by teaching; this is an ideal we both share,
and | hope this will be real one day. It could be an
extension of Port Journeys, it could be something else,
but teaching is the best you can do, and also best way
to know is by teaching things. It's really saved my life.
Let's do this.

OKADA: | came here with the idea of summing up with
some kind of conclusion, but | won't. But I'm thinking
about how it might be nice to bring artists from each
country to do something next year. Port Journey is
definitely not a closed group, but rather a quite open,
organic one, that can pop up anywhere, and can be
inclusive of anyone who desires to be a part of it. There
are still issues about financing, about venues, etc.,

but as long as it is a worthy project, | believe it is worth
continuing. Thank you all.
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