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Introduction

Since 2010 Art & Society Research Center has been examining the means of archiving socially and community
engaged art projects through the P+ARCHIVE initiative. This initiative is being realized under the joint organization of
Tokyo Culture Creation Project’s Tokyo Artpoint program.

As a concrete example of this work Art & Society Research Center held this international symposium “GLOBAL
NETWORKING FORUM Archives for Cultural & Art Activities related to Social Environment”, with the purpose of raising
greater awareness towards the documenting of social-community engaged art projects, sharing skills and methodolo-
gies and fostering a network within this domain. Experts in the field of arts and culture archiving, from the USA, Germany,
South Korea and Japan, were invited here to take the opportunity of sharing information and debating the various issues
faced in the area of art archiving.

Here this documentation becomes the vehicle through which to deliver the contents of these discussions to a wider
audience. It is our hope that the outcomes of this symposium may contribute towards the effective development of art
archives in Japan and the building of a significant network.

Finally we would like to offer our sincere gratitude to the Japan Foundation for their support and funding towards this

event, and all others who kindly offered their assistance.

Art & Society Research Center
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To document and share art initiatives is to play an important role in the
provision of a future space of creativity and imagination. This becomes a
treasure trove of precious experience, information and know-how which
may support future cultural and artistic endeavors. In recent years even
within Japan there has been an increased interest in such methodology,
and currently amongst social-community engaged projects across the
world a movement is rising in which emphasis is turning away from the
mere presentation of completed work, coming rather to embrace the
provision of documents which may provide insight into the context and
process of the creation.

On the other hand the mass of documents produced through these
various art activities are currently prone to be sporadic and scattered
due to lack of manpower and funding resources. In order to collate the
records of these important engagements it is necessary to build an effi-
cient system for such work. At the same time it may be said that efforts
must also be turned to the publication, distribution and network of these
documents, allowing a greater ease of mutual reference, and therefore
requiring an approach from both angles.

In this context we gathered associates of leading organizations in the
field of art archiving from across Japan, Asia, Europe and America, in an
international forum intending to provide the opportunity for the exchange
and sharing of knowledge and skills, the expansion of each other’s net-
work and greater mobilization of documents which hold such a high

importance for us all.
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Global Networking Forum

Archives for Cultural & Art Activities related to Social Environment

2013%£2R13H(%k) 18:00-21:00
EREHESR JFICK—IL T&<5)

17:30  F3% Open

18:00 [ ZHWVWED Opening & Greeting

18:15 b=% - ya> Talk Session

1. 7> - I\M5— Ann Butler
2.1)—-3>»21 Lee Youngjoo
3.h—=Y> - 2aFU4IL Karin Stengel

4. iAELSE Fujio Maeda

19:45  {AE Intermission

20:00 5.fPHEX Tatsuya lto

F1AHhvar Discussion

20:45  EHESZE Q&A

21:00 #&7 Close
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Explanatory Notes

1.

The presentations by each speaker are included in both English and Japanese, while
the following discussion is included in Japanese only.

. Indocumenting each presentation we have utilized the speakers’ prepared text,

provided in English in the case of overseas participants and in Japanese in the case of
domestic participants, while the translation of these presentations is based upon the
recording of the simultaneous translation provided in the actual event. Therefore we
would appreciate your understanding of certain differences between these two texts
in each case.

. Inserts are included in Japanese only.
. Captions are provided in the speaker's language of presentation.

. The explanatory notes of the presentations of Ann Butler, Lee Youngjoo and Karin

Stengel are included at the end in English only.
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Ann Butler

7Y+ INNZ—  AnnButler

N=RAZFa1L -9 -—HRBVL>Y—REE - 7—HA 7 (the Library and
Archives at the Center for Curatorial Studies at Bard College: CCS Bard) 7«
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LY2a>y B33 7—h170Es - BBGEZMR.

> h DEMBMBEMAZICCHEL, Z2—R22—)L (the New School) TAF 17
HRZHEHR. Z M—=2A% (Rutgers University) (CTMLS ZEig.

Ann Butler is the Director of and Project Director for Art Spaces Archives
Project (as-ap.org). For the past twenty years she has held positions within
academic research libraries and museum archives. She’s been instrumental
in the building of several archival programs and research collections includ-
ing the CCS Bard Library & Archives, the Downtown Collection at the Fales
Library & Special Collections, NYU, and the Guggenheim Museum Archives.
She serves as faculty at CCS Bard and has lectured widely on subjects includ-
ing: contemporary art archives, intellectual property within the contempo-
rary arts, and moving image preservation. Her research interests include
documentation practices and preservation issues for performance, tech-
nology, and installation-based works, and the increasing convergence of
archives and museum collection management practices for contemporary
art-related collections. She holds a BFA from the School of the Art Institute
of Chicago, an MA in Media Studies from the New School, and an MLS from
Rutgers University.
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Library and Archives, Center for Curatorial Studies, Bard College.
Photographer, Chris Kendall.
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Talk O1

Archives as Site and Practice

— On the Building of Contemporary Art Archives

Ann Butler

I. Introduction

I'd like to thank The Art & Society Research Center
for inviting me to participate in this symposium. It's an
honor to be part of this panel. My involvement with and
interest in artistic and literary archives goes back almost
twenty years working with the development and for-
mation of archives in a variety of institutional contexts,
including museums and academic research libraries. For
the past four years, as Director of the Library & Archives
at the Center for Curatorial Studies at Bard College,
I've been building the library and archives to support
advanced research in international curatorial practices
and the contemporary arts. I’'m also the Project Director
of Art Spaces Archives Project, an initiative established
in 2003 to serve as an advocacy organization for the
archives of alternative and independent art spaces in the
United States.

| have a fundamental interest in how and why
archives of any shape and scope and within any domain
are built, activated, and used — and how they can best
serve as a source for the production of new scholarly or
artistic works.

Il. What are archives?

I’d like to begin at the beginning. What are archives
and why do we build archives? What do archives say
about us, for it is certainly for ourselves that we collect,
organize, describe, access and use archives. Archives
are the physical traces of human activity and experience,
and increasingly also the data traces of human activity.

Archives are the by-product of human exchange and

interaction, intellectual and artistic labor and creativity.

Archives are also a space or repository, physical or
digital, where archival materials are stored, managed and
accessed. Archives are also a practice; a means of gath-
ering, collating and documenting evidence of events,
lives and places; developing organizational structures
and rationales for the material, ensuring its stability and
longevity over time and making it available for various
forms of creative and intellectual engagement. Archives
remind us of what and who has come before, and pres-
ent us with the opportunity to engage with those pasts
in the present and for the future.

How are archives established and
how do they become part of a historical record?

As a body or corpus of material produced, used,
edited, and retained by someone or some fixed entity
over a period of time, this body of material — archives,
are either saved, preserved, accessed and used, or
neglected and forgotten, and eventually destroyed.
What remains in motion through stewardship and use
remains active and present; what languishes and lacks
movement over time eventually disappears.

The physical organization of the material — records,
documents, objects, and artifacts, reflects how these
elements were initially produced, used and reused.
Likewise, the physical arrangement of the pieces,
speaks to the intellectual structure of the archives as
a whole. Saved, archives are usually preserved by the
institution that produced the material, or eventually
donated or sold to collecting repositories who take on
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the ongoing management and preservation of the mate-
rial in perpetuity.

The archives are processed, meaning catalogued
and preserved, and the labored and painstaking con-
struction of an inventory at the item, folder, or box level
is produced. This inventory or finding aid or collection
guide, which describes the physical contents of the col-
lection through language serves as a mediating device
between the researcher (the public), the archivist, and
the collection or archive.

Why do we build archives?

Let me return to one of my initial statements, why
do we build archives? Why do we make such a valuable
and resource intensive commitment to the preservation
and stewardship of the material? Is the preservation of
the material justified solely by its future access and use?

Archives are defined in terms of four key principles
that operate with a dynamic tension: preservation and
access, and provenance and arrangement. | bring up
these fundamental processes of archiving because they
speak to the role archives play in the formation of histori-
cal and personal narratives. By making the material avail-
able either through an institutional archives or a larger
collecting repository, archives enter the realm of public
discourse, through engagement culminating in new
scholarship, publications, exhibitions, and other forms of

public presentation.

On Evidence

If we look back at the historical evolution of archives,
we know that archives evolved out of governmental,
judicial and legal frameworks, to serve as repositories
for official authoritative and legally sanctioned records.

Within a judicial or legal framework, the concept of
evidence is defined in terms of its relationship to facts.
Charles Merewether, in his introductory essay for the
2006 publication, The Archive, cites a broad historical
definition of archives when he says that:

One of the defining characteristics of the modern era
has been the increasing significance given to the archive
as the means by which historical knowledge and forms of
remembrances are accumulated, stored, and recovered.
Created as much by state organizations and institutions

as by individuals and groups, the archive, as distinct from
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a collection or library, constitutes a repository or ordered
system of documents and records, both verbal and visual,

that is the foundation from which history is written.["]

Julie Ault, in her book, Show and Tell: A Chronicle of
Group Material describes archives as a “primary source
for the potentially infinite production of history.”(?! In a
recent interview with Julie Ault conducted by Marvin
Taylor of the Fales Library at NewYork University, she
refers to the violence of history writing and the formation
of archives as a form of history writing.[3!

As we know, archives are never fully representational
or complete. They are composed of fragments held
together through the principle of provenance and origi-
nal order or respect des fonds; provenance implying that
the materials have come from a known and documented
source, and original order implying that the physical
arrangement and relationships between the pieces are
essential in understanding not only the individual pieces
but the body of material as a whole.

Archives are fundamentally fragmentary and context
dependent and yet they serve as cornerstone for the
construction of historical narratives and interpretations
of cultural works and phenomena.

So how does one account for the gaps inevitably
found in archives between the documentation that is
present and available for interpretation and the pieces
that are inevitably missing or absent? And, if evidence
is one of the operative concepts of archives, how does it
function in relation to the contemporary arts and artists’
records? Does the legally defined concept of “evidence
as fact” have any bearing within the realm of contempo-

rary art archives?

IIl. Archive Types: Institutional Archives and
Collecting Repositories

The formation and structure of an archive is closely
linked to its mission and mandate. Institutional archives
evolved out of the administrative function of archives and
reflect the historical development of archives as state
repositories serving government and juridical functions.
Today, institutional archives encompass various forms
of nongovernmental archives including corporate and
organizational archives.

Collecting repositories evolved out of a manu-
scripts tradition whereby important scientific, literary,



and artistic texts in the form of handwritten manuscripts
and correspondence were actively collected, much like
rare books. Today’s contemporary art archives reflect
both these traditions. Museums maintain institutional
archives. Collecting repositories are found within aca-
demic research libraries and research institutes.

The missions vary for each. Collecting repositories
fulfill a scholarly and educational mission. Institutional
archives carry on the, often internal, administrative func-
tion of documenting the history and activities of the
institution, for the institution. Collecting repositories are
generally open to qualified researchers not affiliated with
the repository. Unless publicly mandated, institutional
archives are often open to internal staff only. Increasingly,
you have a merging of both traditions whereby institu-
tional archives expand their activities to collect materials
generated outside the institution.

The Museum of Modern Art Archives in New York
City, for example, was initially established solely as an
institutional archives with the mission expanded more
recently to include the acquisition of archives produced
by those outside the institution and related to the man-
date of the museum. The Getty Research Institute in
California began as a collecting repository and formally
established their institutional archives several years
later. As both a graduate school and contemporary art
museum, the Center for Curatorial Studies maintains
both an institutional archives and also serves as a col-
lecting repository.

An overview of both types of archives not only speaks
to the historical formation of archives, but also provides
insight into the internal logic and rationale for both types
of repositories. Although both types of repositories func-
tion with different mandates and constituencies, both
utilize common principles and archival methodologies,
including the principles of preservation and access, and
provenance and arrangement.

Why are these principles fundamental to any type of
archival enterprise? Because the principles of preserva-
tion and access ensure the longevity of the material so
they can be accessed into the future. Provenance and
arrangement ensure that the material can be understood
in terms of the contextual relationships embedded within
the physical organization of the material, as well as the
source or entity who originally produced the archive.

These two sets of principles function in a dynamic

balance. Privileging one can jeopardize the material by
lessening the impact of its counter. For instance, priori-
tizing access over preservation can, over the long term,
jeopardize the physical stability of the archive. Privileging
preservation over access can hinder the accessibility
of the material for research and interpretation. Without
these common principles functioning in tandem, archives
can become all the more fragmented, atomized and dis-
ambiguated, with their legibility as bodies of records and

documents compromised.

IV. Contemporary Art Archives
- specific challenges

In considering the formation and development of
archives devoted to the contemporary arts, curato-
rial practices, and other forms of contemporary social
engagement, are there specific challenges posed by
materials generated today as part of activities surround-
ing artistic and curatorial practices and production?

| can think of four central areas where the chal-
lenges of archiving contemporary arts related material

are central:

e Technology

e Documenting the full range of curatorial practices

e Documenting performance and forms of public
engagement

e Artist’s Records

Documentation

Capturing documentation of curatorial practices and
exhibition making has always proven difficult in large part
because exhibitions are time-based events. Compiling
basic documentation forms including checklists, instal-
lation plans and views, press and publicity is a fairly
straightforward endeavor. The challenge is in capturing
as much of the planning and production documents
as possible including correspondence because that is
where the material with some of the richest research
value lies. With performance components playing more
and more of a role in curatorial practice and exhibi-
tion making, the challenge of adequately documenting
live events and their relationship to the larger program

becomes more and more complex and challenging.
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Technology

Technology has always played a central role in the
formation of archival practices and methodologies. On
the one hand archivists will always be faced with the
ongoing challenge of responding to various modes of
communications technology used in the creation and
transmission of records and other types of intellectual
and artistic labor which culminates in archival documen-
tation of one sort or another. Consider the challenges
of archiving born-digital materials as one example.
Likewise, in the age of the Internet where access is pri-
oritized and the expectation exists that any type of infor-
mation can and should be accessible online, archivists
are faced with a particular challenge of how to represent
archival collections digitally.

Creating an online exhibition of archival selections
is fairly straightforward. The challenge is in adequately
representing all of the fragmentary archival components
within a context that represents the internal logic of the
archives as a whole. How does one ensure that the digi-
tal representation of the material adequately represents
and does not diminish the physical collection? How do
we counter the impression that the digital surrogate is
the archive rather than a surrogate of it? Digitizing from
the processed physical collection and linking the digital
surrogates to the descriptive framework for the physi-
cal collection ensures the relationships between the two.
Equally, full disclosure when only selections of a collec-
tion are being digitized and along with the rationale for
what is included and what is not provides the necessary
context for users to understand the relationship of the
digitized portion to the totality of the physical archive it

aims to represent.

Artists’ records

Artists’ records are an invaluable primary source for
investigating the artist's thought process, intent, and
production methods for a given work within a specific
period of time, as well as providing insight into the recep-
tion of specific works by the artist. Artists’ records also
provide evidence of the day-to-day activities as well as
documentary evidence of works that may no longer exist
or whose nature is transitory and ephemeral. They also
provide a window into an artist’s social and professional
networks, and artistic and intellectual influences.

Artist’s records serve as an extension of the artwork.

16

This is intended as a definitive statement on the unique
and complex relationship between artists’ records -- the
physical traces, the evidence remaining from the pro-
duction of a contemporary work, the artwork, and the
artist. This statement is also intended to speak to the
increasingly ambiguous nature of what constitutes a
work of art today, as contemporary artists are involved in
finding ways to represent the production of a work within
the work itself.

The assumption that a clear division still exists
between the artwork and its archival components no
longer necessarily holds. Determining where the artwork
begins and where it ends, in relation to its archival traces
can only be determined through a close reading of the
work in relation to its archival documentation. The prem-
ise that the categories of “art” and “documentation” are
based on mutually exclusive categories no longer holds
as a working assumption. Furthermore, the expectation
that repositories collecting the archives of contemporary
artists do not also contain works of art in the archives is
false. Artist’s records present another challenge for con-
temporary art archives in that they are fluid, complex,

and increasingly monetized within the art market.

V. The Archives at the Center for Curatorial
Studies at Bard College:
Building a Contemporary Art Research Center

The Center for Curatorial Studies and the Hessel
Museum of Art at Bard College is an exhibition, educa-
tion, and research center dedicated to the study of con-
temporary art and curatorial practices from the 1960s to
the present day. The Center was co-founded in 1990 by
Marieluise Hessel and Richard Black. The graduate pro-
gram in curatorial studies was initiated in the fall of 1994
with the first students graduating in the spring of 1996.

The foundation of the Center's permanent collec-
tion is the Marieluise Hessel Collection of 2,000 works
by more than 400 of the most prominent artists of the
20th and 21st centuries. The collection is international
in scope with new acquisitions added to the collec-
tion annually. The Center’s original 38,000-square-foot
facility opened in 1992. In 2006 it was expanded and
completely renovated with the addition of the Hessel
Museum of Art, a 17,000 square foot addition.

The Library and Archives at the Center for Curatorial

Studies are a vital research center specializing in



curatorial studies and the contemporary arts, as well
as being an integral component of the Center’s 2-year
graduate program supporting the advanced research
of curatorial studies students. The Library contains over
25,000 volumes focusing on post-1960s contemporary
art and curatorial practices.

The main collection includes an extensive collection
of international exhibition catalogs, artists’ monographs,
and art journals and periodicals covering the contem-
porary arts and curatorial practices. Special Collections
includes a collection of historic artist-produced periodi-
cals, an extensive collection of limited edition, signed,
and out of print exhibition catalogs, a mediacollection,
and a collection of artists’ books. Through donation and
purchase, the library is comprehensively collecting the
full publication history of select international exhibition
venues, art publishers, and small art presses.

The CCS Bard Archives contain the institutional
archives for CCS Bard and the Hessel Museum of Art
as well as the organizational archives of select galler-
ies, artist-run spaces and initiatives, and the personal
papers of select curators. The Archives also maintains
a collection of artist files for the artists represented in
the art collection, as well as Study Collections, which
document significant international curators, and a selec-
tion of historic exhibitions. The research collections at
CCS Bard including the Library and Archives and the
permanent collection support the study of curatorial
practices, theory and criticism, and exhibition making,
broadly defined.

CCS Bard is small enough that all three program-
matic components, the Hessel Museum, the Library and
Archives, and the Graduate Program together function in
tandem to contextualize each other and to provide edu-
cational opportunities and exposure, investigation and
inquiry into the practicalities of exhibition making, the
full range of curatorial practices, and collection manage-
ment principles for all types of cultural repositories focus-
ing on contemporary art and culture. As in any type of
collecting repository, materials are placed in the collec-
tion deemed most appropriate for those materials at that
time. These decisions can also be based on resource

allocation, donor restrictions, access and use policies.

Exhibition Histories Study Collection

Back in the mid-1990s when the Center for Curatorial
Studies was first established and the study of exhibition
history served as a cornerstone of the curriculum, an
effort was made to establish a collection focusing on
the documentation of specific 20th century exhibitions.
A group of curators, critics and academics was formed
to serve as an advisory committee for the development
of this collection, establishing a list of canonical exhibi-
tions that documentation would be sought out for from
museum archives and the personal papers of curators.
As part of the CCS Bard curriculum, graduate students
would be tasked with conducting research on a par-
ticular exhibition. Copies of the students’ research files
would be compiled in binders helping to build the con-
tents of this collection so that future researchers could
access this material for their own research purposes.

The problem with this methodology was that indi-
vidual binders contained materials from a variety of
sources and not all sources were clearly documented.
Equally, these materials essentially being someone’s
research files meant that the materials compiled were
selective often with no documentation of their decision
making process or a list of the materials they chose to
not include.

Because this material was intensely mediated and
in some cases poorly documented, the research value
of the material was compromised. Although the material
is still available for research at CCS Bard, this collection
has taken on a different identity as more of an institu-
tional record reflecting the early development of curato-
rial studies pedagogy. Today the Archives at CCS Bard
expend the resources to formally acquire the archives
of significant galleries, independent art spaces, curators,
collectives and initiatives. Some of the collections we’ve
recently acquired include the Project Inc. Archives,
Maria Lind’s Manifesta 2 Papers, and the Colin de Land,

American Fine Arts, Co. and Pat Hearn Gallery Archives.

Nam June Paik

| have one other example to share with you that
illustrates the archival traces that exist across collec-
tion types at CCS Bard and the Hessel Museum and
in many ways point to the ambiguous nature of artist’s
records and the ‘grey archive’ Charles Esche has men-
tioned in speaking about some of the contents of the
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Van Abbemuseum Archives.

The Marieluise Hessel Collection contains several
works by Nam June Paik. One of the works, Whitney
Buddha Complex was acquired in 1986. The Library
contains early exhibition catalogs of Paik’s, each signed
and inscribed to Marieluise Hessel as she acquired the
catalogs from Paik at the same time as the artwork. In
the Archives we have a newspaper clipping from the
Frankfurter Allgemeine Zeitung that contains a sketch by
Paik with a written and signed statement authenticating
the version of the work acquired by Hessel.

In addition, two years ago | discovered that our
first issue of De/Collage, an artist periodical produced
by Wolf Vostell in 1962, contained handwritten notes
clipped to the pages for a Paik contribution. I've since
verified that the handwriting on the notes is Paik’s.
The manuscript appears to be performance notes for
a Fluxus performance by Paik. The inscriptions, notes,
and archival traces found in these materials document
an artist’s involvement with an art collector and the ways
these art works, publications and manuscripts, were

produced, circulated, and eventually acquired.

Collection management practices

Because CCS Bard serves as a test bed for cura-
torial strategies, collection development and collection
management practices, transparency is key. Students
need to know why we, as professionals, do what we
do. Within that vein, developing hybrid collection man-
agement practices that integrate the best models and
systems from library, archives, and museum domains, is
our mission. Pulling from each of these domains, at CCS
Bard we actively work with students to expose them to
the best practices and methodologies for documenta-
tion, research, and collection management. Our man-
date is to build a robust collection that actively supports
research in curatorial studies and the contemporary arts.

VI. Archives in Motion

Just as the title of my presentation indicates, archives
exist as both a noun and a verb, a place or repository, an
activity and a practice. Archives and archival practices,
particularly in a digital age, need to remain fluid to remain
vital. How do we update and refine archival concepts
and institutional practices to best serve the archival col-
lections, and provide the best stewardship; ensuring the
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material’s visibility, integrity, access and preservation,
while at the same time, adhering to key principles and
concepts of archival practice?

As institutional repositories within museums and
collecting repositories within academic research insti-
tutions, each with our own mandates and missions,
resources, and institutional practices, how do we ensure
that the collection management methods utilized do not
diminish and disable the material through adherence to
rigid, simplistic, and outmoded definitions and archival
practices?

Moving forward, what are the challenges?

For the archives community, the challenge is to
remain open to inquiry, revision and adaptation and to
develop new systems and best practices where the
old ones no longer suit the needs of the material, with-
out abandoning fundamental concepts and principals
of archival practice. It's also crucial that we make our
practices more transparent as an opportunity for those
outside the archival community to understand better our
methods, principles, and decision-making processes in
responding to current heightened interest in contempo-
rary art archives.

1 Charles Merewether, “Introduction” in 7he Archive,
London: Whitechapel; Cambridge, Mass.: MIT Press,
2006: pg. 10

2 Julie Ault, “Case Reopened: Group Material” in Show
and Tell: A Chronicle of Group Material, London: Four
Corners Books, c2010: pg. 211

3 Julie Ault and Marvin Taylor, “Interview with Julie
Ault, Founding Member of Group Material.” Available
online, http://as-ap.org/oralhistories/interviews/
interview-julie-ault-founding-member-group-
material
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Talk 02

The Educational and Social Value of Art Archives
: The Effective Use of the Arko Archive Collection

LEE Youngjoo

I’d like to express my sincere appreciation to the Art
& Society Research Center for inviting me to participate
in this symposium. | feel highly honored to be part of

this great panel.

Introduction

Historically and traditionally, the primary role of muse-
ums has been the research, preservation, and display of
its objects. However, as society has experienced a major
shift over the last century, the role of museums has also
changed dramatically, and especially in recent years.
According to ICOMI', the definition of “museum” has
evolved since its inception in 1946 with developments in
our society. There has been a significant movement and
considerable change in definition and existence. Now,
it is clear that museums are educational institutions for
the public.

Charles A. Guerin, Executive Director at the
University of Arizona Museum of Art, emphasizes that
an art museum has evolved from a mere caretaker of
objects, to caretaker of ideas, to include the contextual
environment of the idea’s creation.[?! Museum audiences
want a close dialogue with art works and a more com-
plete understanding of the arts. Thus, museums have
a clear need to provide more archival material for the
understanding and research of the visual process.

According to the Britannica dictionary, the term

“archive” is traditionally defined as “a collection of his-
torical records or the physical place they are located.”
Moreover, archives contain “primary source documents
that have accumulated over the course of an individual
or organization’s lifetime, and are kept showing the func-
tion of that person or organization.”®! To sum up, an
archive is related to primary material in that it defines
and explains the goals of the institution under consider-
ationll, An archive is also the place where primary mate-
rials are collected, preserved, and organized.

In this way, an art museum archive has a more
diverse function because it is not just a place that col-
lects, preserves, and organizes source material concern-
ing art activities; rather, the museum considers how the
archive is used and why it must be kept. An art museum
is a cultural institution as well as an educational and
social institution for the public.[®]

This paper focuses on the educational and social
values of art archives and their use in an art museum.
As a curator and museum researcher, | have researched
the relationship between museums and their audiences,
and have developed some programs related to archive
collections in the art museum. | believe that the twenty-
first century public art museum has an educational duty
to the community, and therefore, the entire contents of
the museum should be available to the public. For this
reason, documenting art activities and developing an
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archive collection in the museum are essential to broad-
ening the archive’s function and promoting dialogue

between museums and their audiences.

Arko Art Center Archive (Arko Archive)

Arts Council Koreal®! operates two visual arts
spaces: Arko Art Center and Insa Art Space(IAS)I7). Arko
Art Center, in particular, has presented exhibitions, edu-
cational and social programs, research, and publications
spanning the development of Korean contemporary art
since its opening in 1979, demonstrating its role as a
representative public art museum in Korea.

The Arko Art Center Archive (Arko Archive), located
in Arko Art Center, was established in 2009 when the
Insa Art Space Archivel8! was relocated to Arko Art
Center. Since then, the Arko Archive has collected and
managed art-related material, in particular, with regard
to documentations of detailed programs at Arko Art
Center, such as exhibitions, workshops, seminars, artist
interviews, and educational programs in various formats,
including photography, video, and printed publications.
Compared to other institutions, Arko is distinct in its
accumulation of special collections, the Artist Portfolio,
and the Arkomedia, a collection of Korean single-chan-
nel video works. Additionally, it has recently begun to
promote exchanges of resources through network-
ing between domestic and international institutions,
and also to create programs utilizing the Arko Archive
Collection. One more thing that the Archive has vitalized
is the distribution of the Arkomedia Collection, which has
become a core program in the Archive, to art festivals,
media biennales, screening events, and other art festivi-
ties and productions.

Although there are a couple of art archives, such as
the Korea National Archives of the Arts and the National
Museum of Contemporary Art, Korea,[®1 the Arko Archive
has made an effort to broaden its new function and to
establish a creative strategy for the effective use of art
archive collections. These efforts have been considered
to be central to the functions of Arko Art Center.

The functions of an art archive are mainly divided
into the categories of collecting, appraisal, classifica-
tion, preservation, and practical utilization of archives.['0]
For the last 4 years, the Arko Archive normally aimed at
archiving and categorizing art material. However, since

last year, the detailed strategy focused on use of the
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Archive’s collection!! has received greater attention
and emphasis. The purpose for collecting, managing,
and utilizing the Archive collections is to show the iden-
tity of the Arko Art Center, and strengthen its educational

and social role for the public.[12]

Arko Archive Collection:
The Educational and Social Values

The range of the Arko Archive Collection is quite
extensive. The core collections are both artist-produced
portfolios (Artist Portfolio) and Korean single-channel
videos (Arkomedia).

Firstly, in case of the portfolios, the Archive annu-
ally selects a series of influential artists. Usually around
fifty individuals are selected!'3! among those who have
participated in the exhibitions of the Arko Art Center or
young emerging artists who have been attracting the
spotlight in the creation of their own portfolios. The
Archive gives a production fee to each artist. The port-
folio collection includes catalogues, individual books,
DVDs of artists’ works, dailies, work plans and sketches.
Itis usually divided by individual artist so that visitors can
very easily search the information on artists by their inter-
ests, purpose, or simple curiosity.

Secondly, the contents of Arkomedia have been
collected through the Arkomedia Competition, which
is the museum’s regular acquisition. Since 2009, the
Competition has lead the active participation of Korean
media artists and now the collection has more than 200
single-channel videos by over 100 artists. This archive
promotes contemporary Korean media art and has
become an important collection that showcases the
trend and development of Korean video art. Every work
is digitalized before being archived. Furthermore, col-
lecting media archives in the Korean art museum is only
conducted by the Arko Art Center.

Lastly, the Archive maintains publications of contem-
porary art resources and video documentation of Arko’s
programs. Arko Art Center operates a diverse range of
programs and special exhibitions, workshops, seminars,
and educational programs for children which are clas-
sified as significant projects. All resources produced by
curatorial processes such as artist’s interviews, corre-
spondence between artists and curators, dialogue with
artists or theorists, and curatorial research notes could
become valuable art archives. Thus, when curators and



educators meet artists and critics, or have workshop and
seminars with various audiences, they pay careful atten-
tion to documentation of the process. Documentation
is typically done through video clips, photographs, and
sound recording. These contents are then edited and
categorized by the archivist.

However, rather than merely collecting, categoriz-
ing, and preserving such materials, recently the Archive
has focused on creating new projects to utilize the
collections.

Eilean Hooper-Greenhill emphasizes the significance
of the educational role of the museum by highlighting
three words: education, interpretation, and communi-
cation.l'4 | think that these three words are related to
museum audiences and the way in which the curator
or presenter relates to his or her audience in an educa-
tional and social context. One effective way of fulfilling
this educational role is to include all of the art archives
in the museum exhibition, in facilitating education and
in promoting research. In this context, Jayce Salloum
also states “To amass an archive is a leap of faith, not
in preservation but in the belief that there will be some-
one to use it, that accumulation of these histories will
continue to live, that they will have listeners.”'31 After all,
art archives such as artist’s interview, diaries, memos,
a work process, and even dialogues between curators
and artists could be worthwhile material for education,
interpretation, and communication because as sug-
gested in the “Documents of Contemporary Art,” titled
The Archive, “Teaching, curating and understanding of
art and visual culture are likewise no longer grounded in
traditional aesthetics, but centered on significant ideas,
topics, and themes ranging from the everyday to the
uncanny, the psychoanalytical to the political.”'é! The
educational values of art archives are demonstrated in

the contemporary art environment as a whole.

The Use of Art Archives in Arko Art Center

In 2012, the Arko Archive made an experimental
effort to utilize the collections through the special exhi-
bitions, media projects, research publications and col-
laboration with international media institutions, among
other means. These activities facilitate the development
of mutual communication with the audience in a relation-
ship of dialogue. Here are some of the activities related
to the Arko Archive Collection.

First of all, the Archive challenged a new project
with the opening of a sole exhibition by the artist Kibong
Rhee. In this special exhibition, titled The Cloudium,
Kibong Rhee demonstrated refined formal aesthetics
and exceptional sensibility with his new work. Indeed,
his work has been recognized with subtle lyricism and
a unigue conceptual nature. While preparing this exhibi-
tion, the Archive and Education Team worried about the
audience’s understanding of the new work because it
seemed somewhat figurative in an educative, communi-
cative, and interpretative way. To aid in their audience’s
understanding of the word and experience of the exhi-
bition as a whole, the Archive investigated Rhee’s past
works and then gathered text material, publications,
interview resources and newspapers to add to their col-
lection. Moreover, the Archive had begun to interview
with Rhee and a curator of the exhibition. Finally, the
material which could help the audience’s interpretation of
his body of work was selected by the curator, archivist,
and educator, and was displayed on the Archive con-
nected to the gallery which was occupied by the artist’s
new installation. The artist’s interview which was docu-
mented in the opening ceremony was estimated as an
especially effective and complimentary aid in the audi-
ence surveyl'”1 and every archived material has become
registered as a new collection in the Arko Archive.

Secondly, every autumn, the Arko Archive intends
to execute an artistic practice by working closely with
the Arkomedia Collection and to propose the formation
of new discourse regarding such activity, along with the
possibility of diverse communication. The Archive intro-
duces a new media collection of the year and designs
a diverse range of programs such as seminars, work-
shops, and lectures regarding media archives or media
art. Arko Media Project 2012: The Unbound Archive
closely examined the artists’ artistic sensibility, tech-
nique, ability to construct narratives, and their conceptual
attitude as artists. The Unbound Archive also observed
the various aspects of contemporary video art in Korea,
which encompasses animation, drama, documentation,
motion graphics, and more. Particularly, in The Unbound
Archive, the participating artists presented an archive of
materials that are produced during their production, or
related to their interest, with the intent of generating a
creative community with audiences. The materials that
were yet to be given specific meanings—sketches by




0 MIBL

oolunog 51517

artists, plans for production, memos, diaries, interviews,
photos of production-were not given artistic values,
but functioned as critical hints in interpreting videos.
Therefore, the audience could participate in the conver-
sation as active participants. The conversation facilitated
the possibility of diverse interpretation from the viewpoint
of receivers, rather than unilaterally imposing the mean-
ing created by the artists.

Lastly, the portfolio collection was developed. It is
certain that the portfolio collection has been considered
core archive material in the Arko Archive. With the Media
Project 2012, the Archive team was concerned about
the use of new portfolios. The merit of artist-produced
portfolios is that the entire contents are made by differ-
ent designs, materials, and forms. Artists” own methods
of producing portfolios have provided visual effects as
well as informative values with archive visitors. However,
there has been a need for the spread of portfolios in an
educational context. For this reason, the Archive began
to consider new methods of showing the collection and
decided to design E-portfolios, which could be explored
by active audiences very easily and pleasantly. In the
E-portfolio, the contents were the same as in the tradi-
tional Archive, but the audiences could touch, search,
and listen to the artists’ information in diverse formats
such as photos, drawings, video clips and so on. The use
of an i-Pad in the museum is not surprising in the twenty-
first century, and it was thought that the E-portfolios
could offer educational resources as well as informative
values for the audiences who wanted to know about the
artists who participated in the Media Project. Moreover,
the E-portfolios made it creatively possible for audiences
to enjoy researching and learning on their own, by their
own methods and at their own pace.

Conclusion

Long-term plans are in place for development of the
Arko Archive. Indeed, recently researchers, curators,
archivists, and museum researchers have undertaken
the task of a study on the collection because there is no
doubt that the museum art archives have educational
and social values, and when met with museum audi-
ences, the effect is synergic.

This paper has presented how Arko Art Center has
accumulated their art archive and how these archives
are used within the museum. In spite of its short history,
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it is making efforts to realize a new vision and perspec-
tive as a representative museum archive, and to attract
more archive learners.

| would like to emphasize the strengths of the Arko
Archive with examples of archive use.

First, the Archive has made a strong attempt to
make a connection to the interpretive practice of con-
temporary art exhibitions. Contemporary artists want
to communicate with more diverse audiences and they
want their work to be interpreted by these audiences.
As demonstrated by the Arko Media Project 2012: The
Unbound Archive, the art archives can create new dis-
course, interpretation, and communication in a contem-
porary art environment. Of course, although the archive
material has artistic value in itself, | strongly believe that
museum archives should be more proactive in dialogue
and critical thinking through dynamic programs.

Furthermore, the archive functions an active learning
environment in the museum. In the case of E-portfolios,
they are one of the most innovative items in the Arko
Archive. An art museum is one of the best places for
lifelong learning in the twenty-first century. Paul Belanger,
professor, University of Quebec, mentions that muse-
ums constitute a unique resource to create and animate
stimulating learning environments.['8! In these learning
contexts, museums are providing more organized edu-
cational activities and it is certain that the new challenges
presented by the Arko Art Center could add a critical
dimension of education.

In order to document art activities and develop
archive collections, an effective strategy is essential in
the twenty-first century art museum. Furthermore, in the
strategy, a clear policy and research will be suggested
and specified. These practices are intended to expand
educational opportunities within art museums and
provide or cater to the social well-being of their audi-
ences. If museums have become open to all, museum
archives should also been accessible to all. Moreover,
museums are educational places and archive materi-
als in the museum have a special value as a learning
resource. After all, the creative programs and projects
using archive collections in Arko Art Center have demon-

strated the educational and social values of art archives.
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Talk 03

The documenta Archive in 2013

Karin Stengel

Good afternoon ladies and gentlemen. | would like
to thank you all for the opportunity to speak here today,
and particularly Yasuyo Kudo, who made the invitation
to me personally while in Kassel this past summer. I'm
very pleased to have the opportunity to present the
documenta Archive here at this symposium. If | have
understood the invitation correctly, | have been asked
here as a specialist for the Archive. In the course of my
remarks | think it will become clear that we are not ‘only’
an Archive, and perhaps this fact in particular will be
the source of some proposals in connection with this

symposium.

Before | begin with the Archive itself, let me say a few
words about the documenta exhibition that the Archive
serves. To speak about the history of this large interna-
tional exhibition of contemporary art would in itself be a
very interesting but also a very large subject. Very briefly
| can tell you that at each documenta exhibition, the cur-
rent curator endeavours to make a statement and give a
picture of the general state of art in the world from his or
her perspective. This large-scale event draws an enor-
mous stream of visitors to Kassel, which is itself a rather
small city in the middle of Germany with just 200,000
inhabitants.

The unexpected success of the first documenta in
1955, 10 years after the end of the Second World War,

had the result that since that time a total of 13 docu-
menta exhibitions have taken place. The “ongoing proj-
ect” of the documenta thus has been in existence for

more than 50 years.

Let's now turn to the Archive. The Archive was
established in accordance with an idea of Arnold Bode,
the founder of the documenta exhibition. To begin with,
Arnold Bode thought it was essential to establish a
scholarly institution for the preparation of the next docu-
menta and the catalogue that would accompany it. The
idea of having an archiving function for the institution he
had in mind was not yet in view.

Today after 51 years, the documenta Archive con-
sists of 3 large sections: There is the Archive itself with
all of the files and materials, the plans and concepts
and correspondence relating to the history of the docu-
menta and the surrounding activities. All these materials
are inventoried and made accessible through detailed
indexes.

The archival records are supplemented by a chron-
ological collection of press clippings. Today this press
archive is an outstanding resource for art criticism and
also for studying the language of art communication over
the past 50 years.



The second section is an extensive Library for con-
temporary art that consists of more than 100,000 vol-
umes. This collection deals with subjects that go well
beyond the documenta itself and it includes many rare
items such as early exhibition catalogues for contempo-
rary artists and art literature that was not issued through
conventional publishers and book sellers. The collec-
tion thus includes invitations, brochures and newspaper
articles on artists of the 20th and 21st centuries (not only
documenta artists) which are ordered alphabetically.

The third section is the Media Archive, which today
has approximately 50,000 items: slides, photographs
including digital photos of the last 3 documenta exhibi-
tions. There are also 1,000 video titles collected since
1980, as well as a few audio recordings. These items
mainly consist of portraits of artists as well as works and
actions of various documenta exhibitions.

A final additional area of the documenta Archive
are Bequests --these are archives that have been given
to our Archive as gifts by the estate of the documenta
founder Arnold Bode, for example, as well as by vari-
ous Kassel university professors who were involved with
the documenta. The materials of this area have partly
been archived and partly are presented in a museum-
like context.

Parallel to its intensive collecting activities, the docu-
menta Archive also prepares documentary exhibitions
and publications. Here, for example, is the latest publi-
cation in the Archive series: A work on Laurie Anderson’s
DELUSION.

Al of this should make it clear that the role and func-
tion of the documenta Archive is many-sided and that
the term “archive” is actually a bit too narrow and sin-
gular in its associations for the whole range of what we,
in fact, do. We are at once an archive, but also have
become a library, and in addition we act as a sort of
educational institution with a museum function focusing
on the documenta and contemporary art.

To give you a realistic view of the work of the docu-
menta Archive, | should say something about our staff-
ing. We have in total four and a half positions. The annual
budget including personnel costs is 320,000 EURO. The

conditions of the documenta Archive are thus certainly
not ideal, but are perhaps comparable with some of your

initiatives.

In connection with the question of “ongoing proj-
ects”, we have a basic task that confronts us every 5
years following the latest documenta exhibition -- namely
to “archive” the very diverse collection of materials that
has come together in the course of such a large exhibi-
tion. A particular challenge in this ongoing effort is found
in handling the constantly evolving new forms of artistic
expression which are reflected in changing media and
thus also in new digital formats.

With the short time that we have here today and in
keeping with the “global networking” theme of our event,
I'would like to proceed very pragmatically by considering
two questions:

1. How and why do we establish contacts with other
institutions -- the keyword here being “Institutional
Policies”.

2. How on a structural basis have we tried to handle the
various media with which we are confronted? That
means how have we stored them digitally and made
them available to others? The keyword here being
“long-term archiving”.

We have a difficulty today that the time we have available

will not allow me to make a detailed online presentation.

What | will try to do is give an overview of the websites

and databases that we have, which you could then look

at more closely on your own if you wish to.

The most important principle for all our activities,
which in its obviousness may even seem a bit banal but
has to be mentioned nonetheless, is this: It is essential to
establish cooperative connections and common activi-
ties with other institutions. In accordance with this basic
approach, we have undertaken activities to be accepted
in the large associations for all of the institutional areas
that | have identified: as a library, as an archive, and as
an educational institution.

In the context of this “Global Networking” event, it is
important to me to make it clear that we also have only
made slow progress in these efforts. Particularly at the
beginning and for a smaller institution this progress is
marked by small steps which are then a basis for larger

ones to come.
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The small steps served mainly to strengthen our
small institution in its direct surroundings and institu-
tional context. Our first step as a library, for example,
was to solidify our contact with the other art libraries in
the city of Kassel, to make common agreements about
how to conduct our business. Only this exchange made
it possible to clarify our own position within the literature
supply system of the region. The three art libraries of
Kassel (KKK) have come together in a working group to
conduct acquisition discussions regarding for example

expensive literature.

For the basic work of the Library of the documenta
Archive (namely the cataloguing of our collection), it was
an absolute priority to make use of internationally estab-
lished standards for metadata and to adopt the widely
used interfaces. There is an ongoing international dis-
cussion regarding how metadata are to be handled and
what the international rules of cataloguing should be with
particular attention paid to the constantly evolving tech-
nical developments. We make every effort to stay current
with these discussions.

Our experience indicates that it is a mistake for small
institutions to look for a data solution that is customised
only for their own needs, even though such self-pro-
grammed digital approaches often appear to be more
economical at first glance. It was only our more forward
looking, generally oriented approach that made it pos-
sible to participate on a long-term basis with the interna-
tional network for literature supply in art history. This in
turn made it possible for us to receive financing from the
most important scholarly research and funding institu-
tion in Germany - the German Research Foundation. |
don’t have sufficient knowledge about the funding pos-
sibilities here in Japan, but in Germany inclusion in www.
artlibraries.net is only made possible by adhering to the
given international standards for libraries. The network
gives a view of the holdings of important European and
international libraries and thus also of the holdings of the
documenta Archive. | learnt that in October 2012 the
Library of the Nat. Museum of Modern art Tokyo asked

to join the list.

For the archival activities of the documenta Archive,
we took similar steps to ensure our inclusion in various

archive associations. Again we started with small steps

at a local level. We are a member of the working group of
North Hessen archives (our region around Kassel in the
German state of Hessen). On the cataloguing level we
are just now beginning to catalogue in the HADIS sys-
tem. HADIS stands for Hessian Archive Documentation
and Information System.

Our acceptance in the HADIS association means
that we will be cataloguing our archival holdings on a
successive basis directly in this programme, which in
turn will provide an online presentation of these holdings.
This will replace our “tried and true” indexes bit by bit in
the coming years. An international linking of the HADIS
system comparable to that provided for the Library with
the artlibraries.net system does not yet exist but it is
being pursued on an international basis.

| also made mention of the big steps. Truly big steps
have only been possible with additional outside funding
that never would have been available in the context of
our regular budget provided by the city government. The
digitalisation and thus the establishment of online access
to our other media, namely the videos, photographs and
press clippings, was only possible with help of extensive
outside funding. On this basis we have been able to save
these materials, which after 50 years’ time were truly at
risk. It is well known how videotapes degrade over time,
how photographic slides become tinged, how newspa-
per clippings fall apart.

The first part of this digitalisation project took place
from 2006 to 2008. Today at www.mediencluster-doc-
umenta.de approximately 11,000 digitalised slides and
photographs with art historical descriptions as well as
12,000 press clippings on the documenta 1 - 5 are
available for viewing. A smaller number of videos are
also available due to copyright reasons. Not so visible
but nonetheless a part of the new system is the link to
the library holdings of the documenta Archive. In a truly
comprehensive way, this links nearly all of the media
relating to documenta 1 - 5 and, insofar as copyright law
allows it, makes them available online. As we have also
received funding for a follow-up project, we are now at
work digitalising the materials for documenta 6 - 13, so

that they will also be available online.

The copyright question in connection with such
activities must be addressed without fail. We have now



learned how important it is to request photo rights from
documenta artists for their documenta artworks in
advance of each exhibition. Because the photo rights of
the photographer taking the pictures must also be taken
into account, we now contract for the services of our
own photographer at each documenta and pay for these
photo rights in advance in connection with this contract.

Since our archive materials are now partly more than
50 years old and the holder of the rights for many of the
items has been unknown to us, we have been forced
to undertake very painstaking research to clarify the
legal situation for many of the photos and newspaper
articles to make it possible for us to put them online. As
an archive and thus as a public institution, we must set
a good example in dealing with such legal issues and be
sure to avoid legal complaints regarding rights for online
presentation.

| would like now to share the results of a European
Union sponsored project called “Vektor” that brought
together 8 European cultural institutions. It fits particu-
larly well to the topic of this symposium as it shows that
a common international endeavour is indeed possible.
As at our symposium today, libraries, archives and other
art institutions took part in this common project already
in the period from 2000 to 20083.*

Already 13 years ago, we had the common goal of
establishing a concrete network for our different content
providers, defining common standards for our work and
creating common interfaces so as to enable a visualisa-
tion of our different European art information sources.
One result of this effort that still is very relevant today is
the shared database European-art.net we created which
continues to integrate new institutions with a focus on
contemporary art.

European-art.net connects different art institutions
and their digital databases. Widely ramified information
on individuals and institutions as well as details about
exhibitions and literature can be obtained free of charge
by means of a central search engine. We would be very
pleased to find Japanese cooperation partners to partic-
ipate in this database. In such a case perhaps we could

rename the database simply as “International-art.net”!

In the course of this Vektor project, the different
project participants also organised their own events at

their respective locations. For the documenta Archive
this represented an important result of this activity, and |
would like to share it with you here as an example of an
ongoing project, in particular because this gave us an
effective way of using our historical material and bring-
ing it to the public in an exhibition, a symposium and
a publication that generated much favourable comment
and interest.

Together with Harald Szeemann, the legend-
ary documenta 5 curator, we prepared a so-called
“Resubmission of documenta 5” on the basis of mate-
rial from the Archive. Making use of correspondence,
sketches by the artists and historical photographs from
the Archive, it was possible to return to the issues cen-
tral to this particularly noteworthy and historic exhibition
and consider them once again. Employing an expanded
notion of what, in fact, constitutes art, this fifth docu-
menta broke out of the bound canon of western art and
placed the art of everyday life (as found in advertising
for example) or the art of the mentally ill on the same
level as the imagery of traditional high art. In our exhibi-
tion “Resubmission d5”, also young artists, who in 1972
had not even been born, took up the questions of the
historic exhibition directing a youthful, unbiased view at
documenta 5.

In a symposium organised in conjunction with the
exhibition, Harald Szeemann and other actors of the ear-
lier period discussed what possibilities art offers today
looking back at the historic documenta 5 which had tried
to pose this question in a new way several decades ear-
lier. In a catalogue book also under the same name we
were able to publish the materials of the exhibition and
the results of the symposium.

As I've already mentioned, all this was only possible
because we had received generous support in the con-
text of this large EU project. Alone we would never have
been able to accomplish it. Today | can also clearly see
that it was this large event, which took place in connec-
tion the documenta Archive’s 40th anniversary that first

gave our institution an international reputation.

So to summarise and conclude my remarks:
Successful ongoing projects require on the one hand dig-
ital conservation making use of internationally accepted
guidelines and on the other effective cooperation with
other art institutions. On this basis it is then possible to
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enlist these factors -- digital conservation and multi-insti-
tution cooperation -- to develop projects that generate
interest among the general public and bring attention to
the holdings of an institution. In other words, such ongo-

ing projects offer a great potential for the future!

* These institutions were “basis wien” in Vienna, Austria; the
“Kunstbulletin” und the Swiss Institution for Art Scholarship
(SIK ISEA), both based in Zurich, Swizzerland; the John
Hansard Gallery of the University of Southampton, Great
Britain; the “Museion”- Museum for Modern Art, Bolzano,
Italy; Archive des la Critique d'Art, Rennes, France; the Central
Archive of the International Art Trade (ZADIK), Cologne and our
own documenta Archive, Kassel both Germany.
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Professor of the College of Humanities, Chubu University and Professor
emeritus of Keio University. He specialisms include Modern Western Art, Paul
Klee, Goethe's natural science and art theory.

Since resigning from the doctorate program in art history at Keio University
he has worked in numerous academic positions including in the following
institutions: The Museum of Modern Art, Kamakura & Hayama, University of
Bonn (Deutscher Akademischer Austausch Dienst), the Faculty of Liberal Arts-
Kitasato University, the Faculty of Humanities-Keio Uniersity. He has taken
the position of director of Keio University's Art Center (2003-2009).

Maeda has an in-depth knowledge of arts resources, and through the
Keio University Art Center he has built up archives on the likes of Tatsumi
Hijikata and Shuzo Takiguchi amongst others. He is a trustee of the Japan
Art Documentation Society, a member of the Evaluation Committee of the
Ministry of Education, Culture, Sports, Science and Technology (Head of the
Department of National Art Museums) and the Head of Institute of Global
Humanics at Chubu University.
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Talk 04

Art Archives for New Humanics

- in the Information Society

Fujio Maeda

Today, it is a great honor for me to speak together
with prominent scholars on art and culture from the
U.S., Korea, and Germany. | am a professor of the
Faculty of Humanities at Keio University, and at the same
time | am operating an art archive at Keio University
Art Center, which is an affiliate research organization at
Keio University, established in 1993. From this archive
today, I'd like to introduce the archive of a dancer Hijikata
Tatsumi and think about the role of art archiving in con-
temporary society.

It is of course important to acknowledge that in
today’s society it is particularly the methods and spe-
cific facilities for archiving are given much attention when
considering the “archive”, but it is also important to point
out the interest in archiving is running in parallel with the
rapid developments of informational society. To put it
simply, archives are generally understood as mere digital
databases. | feel this interpretation is particularly preva-
lent in Japan. However, there are such places which pur-
sue human knowledge without even attaching the name
of “archive” to their activities, yet have continued in their
work as centres of art and culture in local society. In case
of music for example, in Austria there is the Mozarteum
Foundation, or in the case of literature, The Foundation
of Weimar Classics, which archives Goethean and other
such literature. Also in my own field of research, | have
been visiting to the Paul Klee Foundation, now named
the Paul Klee Center, in Switzerland for the last 40 years.
Without using the term archive they in fact exist as major
art archives n themselves. But unfortunately there is no
such place to be found in Japan, where it is mainly uni-
versities, museums and libraries which conduct such
research and educational activities. And it is this state of
affairs which | have been criticizing for some time. Why is
it that in Japan there is no Hokusai Foundation to study
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Ukiyo-e woodblock prints for example? Why is it that
there is no Kabuki foundation open to the public for the
study of Kabuki? It was from this critical perspective that
| began to establish the art archive at Keio University.

Even if we lay aside this predicament of Japan, it is
particularly noticeable that in the rapid development of
information society since the 1990’s, the digital data-
basing of information has come to be considered as
an archive. It is true that large volumes of data record-
ing and storage, sophisticated computation, and rapid
search functions have had an overwhelming impact on
the world of knowledge. And | do not refute the signifi-
cance of this, however, | must say that in the area of
human knowledge concerning art and culture, there is
something lacking here.

That is the challenge facing knowledge within the
modern society. As you know, the word “data” is a
plural form of the word “datum” and the word datum
comes from Latin word “dare” or “datio”, which means
to give or to be given. To acquire correct knowledge and
experience from the given data, a large volume of data
is necessary. And so we have reached a condition of
knowledge in contemporary society in which it is equated
with the need of ever greater volumes of data, which
has become its measure. If we look at the achievements
of Dr. Yamanaka who received the Nobel prize for his
study of IPS cells, we may appreciate this as a genius
feat of data handling. However, on the other hand, | think
we should rather consider the works of Cézanne. The
painter Cézanne using just a palette of 10 colors, con-
tinuously painted numerous versions of the La Montagne
Sainte-Victoire. Despite the landscape being based on
very limited set of data we can feel the sense of near
and distant space, or in the case of some other works,
we may find something in the difference between still life



and the living being. Or perhaps it something held in the
relationship between the colors of blue and yellow? But
it is undeniable that here there is born an experience and
enquiry of eye opening tension.

Both of the above types of data are important forms
of knowledge. However in today’s information society,
we may have much to learn from the latter’s utilization of
a restricted volume of data, which is taken as a spring-
board for the widening of the imagination, yet such value
and sensibility are currently largely ignored.

In other words, we have come to the model of
“Catalogue”, its Latin roots “Cata” meaning to be com-
plete and “logos” to talk, reflect an approach whereby a
large volume of data is accumulated and classified and
then explained through logos. Here then we may extend
logos through the spiders web of networks and circuits,
an important methodology, but one which inevitably
reduces to twitter. But there is another way, even with a
limited range of data, like in the case of Cézanne’s work,
we may still gather in dialogue around it and | would like
to emphasize that it is the form of logos as dialogue
between many people which leads to the enrichment of
human knowledge.

This may be an aggressive dichotomy as | know that
both are inter-related but | would like to make a distinc-
tion between museums/libraries and art archives. In the
case of museums and libraries, cognitive knowledge
and informational value are important markers and here
it is the particular properties of an object or event which
are stressed. On the other hand, in the case of the art
archive, artistic knowledge and aesthetic value are held
with greater significance. Here it is not the attributes
of an object but more the provenance, “genetics” or
memory of an object which are focused upon. And of
course these values may also become attributive data,
as seen for example in the classification by year of pro-
duction. Yet, the fact that the year of production of many
of Cezanne’s works is in fact difficult to identify, suggests
something rather strongly to us. We may say that here
it is not the role of attributes, but rather we as interpret-
ers, who through the observation of the art work, create
its memory. Instead of classifying data into a given cat-
egory, what is important is the work of interpretation or
hermeneutics. Needless to say, such interpretation is not
singular but multiple, layering one upon the other, with
no single answer to be reached. We have the condition

of what is called a hermeneutic circle, in a continuous cir-
culation, abounded upon itself. An art archive is essen-
tially knowledge in flow, a place to share in this action of
circulation.

If we are to follow the position of linguist Roman
Jakobson then one may argue that museums and librar-
ies pursue syntagmatic knowledge and art archives pur-
sue paradigmatic knowledge.

Here | would like to look at some more specific
example, in connection with “Butoh” a form of physical
expression or dance, which forms an important pillar of
our culture. If we go to a library, we find Butoh defined
as an action expressing emotion through physical move-
ment. But this is not the definition to be found in an art
archive. Let us refer to the definition of Butoh as cham-
pioned by Tatsumi Hijikata. According to Hijikata “Butoh
dance is a desperately standing corpse”. Of course there
is a mixed opinion towards this definition. And in my case
| would like to immediately oppose such definition. For
if we accept such a definition we are effectively saying
“Humanity is adesperately standing corpse”, which lays
Hijikata’s definition of Butoh open as subject of criticism.
However, | must also immediately question myself upon
this point. For when we look at the physical expression
of Hijikata, the body full of pain in its futile attempt to
stand, then here we are met not with the words of logos,
but instead with the sense of the extraordinary words of
the body.

Here let me briefly introduce the archives of the Keio
University Art Center. Currently, besides Hijikata Tatsumi’s
archive (established in 1998), we have the Takeuchi
Shuzou archive (established in 2001), Isamu Noguchi’s
archive, Yui Shoichi’'s archive, Nishiwaki Junzaburou’s
archive and a range of other contemporary art archives.

Let us look at the example of Hijikata Tatsumi’s
archive. He was born in Akita in 1928 and moved to
Tokyo in 1952 to study modern dance and from 1961
under the title of Dance of Utter Darkness School he cre-
ated and performed his own unique approach to Butoh.
In particular, he proposed his unique physical expression
as a methodology, which brought him many followers
and to this day his pioneering work in Butoh is known
around the world. From October 1972, he presented his
masterpiece the series of performances 27 Days For 4
Seasons. One of his works within this series was A Story
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of Small Pox representing the rural areas of the Tohoku
region and including the appearance of brave women
whom one is likely to find in Ukiyo-e wood block prints.
However in the final scene Hijikata plays the role of an
invalid in agony, skin as if melting, attempting to stand
yet failing. Then there is the example of Nadare ame
(Avalanche Candly).

Hijikata left a scrapbook Dance Notation for his
performance. This is a scrapbook detailing the chore-
ography of Avalanche Candy. Although it is referred to
as dance notation, this is not notation which follows
such codesas the Labanotation of dancer Rudolf von
Laban. Rather its contents should be referred to as a
form of note or memo. However, its pages are filled with
diverse, stimulating quotes and metaphors. Seemingly
based on a travelling theatre in the rural area of Tohoku,
it also includes the Vienna Secession with Klimt along
with Turner, and a quote from Francis Bacon. Passages
include: “I am beautiful. An old woman pulling rubber in

the pond.” “The man walking with the monkey became
a dog, then a gorilla from the painting of Francis Bacon.”
The movements of the performers are to turn from that
of an old woman into that of an insect, then a piece of
meat, a nude woman, Kilmt's Danaé, and Bacon’s bicy-
cle merging with the old woman, moving to the strange
scene of women called “saddles”. There are a chain of
motifs which reflect the “candy” in Avalanche Candy,
with images of melting, stickiness, combined with decay
and pain bringing the viewer to question the meaning of
life and death.

The Hijkata archive preserves, classifies and
researches a range of diverse works such as this, while
also working together with other organizations to support
research and exhibitions for example. From March this
year, Japan’s large scale exhibition of Francis Bacon’s
work will take place at the Tokyo National Museum of
Modern Art. The Keio University Art Center Hijikata
archive is offering its full support towards this exhibition,
and is clearly stressing Hijikata’s strong interest in Bacon
in the 1970’s. While at the same time, this provides the
exhibition visitors a manner of questioning which may
reveal a new understanding of Bacon’s work. Even
before the exhibition has started this kind of approach
is drawing wide attention, not just from within Japan but
from major Bacon researchers across the world.

Through the work of the Hijikata Tatsumi archive, we
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are able to clearly note a key role of the art archive. Here
it is not analytical scientific knowledge based on data,
but the memory and narrative supported by culture
which is central. | don’t think it’s necessary to mention
here the Pathosformel of Aby Warburg, but here in fact
we are not concerned so much with habitual memory
(conventional memory of the everyday), the narrative
memory, (subjective memory, unified memory), memory
separated from that which we may confirm as a work
of art or a monument, but rather with the issue of the
essence of memory which can not take the form of story,
art work or monument, rather the memory which rejects
all of that, the singular memory of trauma. We may even
go as far to say that the Hijikata Archive is a counter nar-
rative and counter monument, a material corpus which
continuously rejects interpretation. That is maybe the
reason why we have continued to welcome visitors from
all over the world to the Hijikata archive at our center.
Here the four of us have been asked to speak as
experts on archiving, but here | am led to imagine two
unique places of “archive without archive”. One is a place
like Auschwitz, where all material has been deleted. The
other is that of the clergy who refutes all need of evi-
dence, in the world of religion. While at the same time
they are the counter-monument, the counter archive,
the extremes of our archival work. However while con-
tinuing our questioning of this situation, we must secure
the necessary relevant role of the archive, as a place
of delicate communication amongst the winds of con-
sumer society and develop the very function of art and
culture to reflect the art archive. This is surely an impor-
tant responsibility within the information society. Tatsumi
Hijikata, in his dance notation, makes a transcription
of Auschwitz. While in an actual performance work he
played a role of Jesus Christ. Certainly, Hijikata was an

artist with an awareness of the two extremes confronting

artistic expression.
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Talk 05

Activities of Tobira Project and
its Relationship to the Archive

Tatsuya Ito

Thank you very much for gathering once again. My
name is Tatsuya Ito of the Tokyo University of the Arts.
What we do at the Tokyo University of the Arts is engag-
ing the project called “Tobira” project. In a way of self-
introduction, I'd like to describe the “Tobira project.” The
Tokyo University of the Arts and Tokyo Metropolitan Art
Museum had conducted the Joint project for community
building through arts. Please refer to the leaflet for the
details, which we inserted to the symposium materials.

Many people come to the art museum and become
engaged through the arts and that becomes a platform
to share ideas and that creates a community there.
So social capital can be fostered in the art museum
and this was the project that began last year in April at
the beginning of this fiscal year jointly with the Tokyo
Metropolitan Art Museum and | am the project manager.
Let me introduce the project just shortly by using the
art museum resources, this kind of art project is being
promoted with the participation of diverse people and
by tapping on the art museum resources, many projects
are being proposed and those projects are being imple-
mented within the museum context. Let me give you an
example. When the Vermeer piece The Blue Tie Band
Woman with the Pearl Earpiece came, we launched the
project to make the visitors wear the pearl earpiece and
actually we dressed the participants to become the girl
with peal earpiece. Why did we do this? There was a cue
of people waiting for two hours to get into the museum
because it was very popular exhibition of the Vermeer.
Rather than having them wait in the mist of the sun, we

were thinking of providing some kinds of entertainments
to engage the participants who had to wait in the long
cue. We collected ideas from 90 art communicators who
applied for, and the museum curators as well as the uni-
versity staff had selected from the proposal presented by
them and implemented those projects.

Just one other example. We were reusing the leaflet
for which the deadline was already passed and distrib-
uting them as fans because it was mid-August at the
hottest season in Tokyo. These were leaflets that have
already gone beyond the periods of events so they were
no use. Then, we also had some bands playing music.
These were the projects that were fostered through com-
munications. We were using a platform of art museum,
but as a venue to implement many ideas.

Let me touch upon the concept of archive. The way
of engaging people as | presented to you is very impor-
tant in art projects in Japan. And this kind of involvement
of the people like “Setouchi Art Festival” or “Tsumari
Triennial”, these are the events whose players are not
only the artists because more recently in Japanese art
projects, the involvement of artists as well as diverse
people offer the attraction, and those art projects are not
only being held in a large metropolis such as Tokyo and
Osaka, but in smaller rural areas like Setouchi or Nigata
and they have been quite successful. One of the reasons
why is because the culture that is developed with the
local people, the local production and local consump-
tion of the local culture has become one of the keys.
Artists developing communications with the public. In
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what way have this communication between the artists
and local people been developed? It's very difficult to
document and archive such materials. And at the Tokyo
Metropolitan Art Museum with 90 art communicators,
we thought about how we can document and inventory
the materials what regards to communications between
artists and participants. The four guest speakers have
already talked about the project based archiving or com-
prehensive archive of one whole museum, but that’s not
the kind of archiving | am talking about. This is being pro-
posed as one of the several methodologies that could be
taken for archiving projects. This is the under the title of
“today’s white board.” The Blue Tie Band Woman with
the Pearl Earpiece of Vermeer is the one of the themes.
Every time we conduct a meeting with the art commu-
nicators, after the meeting, we would copy the white
board that was used for the meeting and they would
take a photo and would be uploading those photos on
a closed blog. The information would be offered about
who participated at the meeting.

It’s not the details of the conference minutes, but the
white board photos offer a different type of information
than just the minute because if it is printed and written,
it’s difficult to have people reread those minutes, but the
white board photo is more friendly to the eyes. As men-
tioned by professor Maeda, if the archive can generate
people’s imaginations, then we may be able to feel the
in between of the lines or the gap. So people don'’t just
simply look at it but they are also given the opportunity to
offer their comments to what is in the white board, and
art communicators would add comments to supplement
the information given through the white board photo.
However, this blog can be participated not only by the
participants of the meeting but even others with their
imaginations they can offer their comments as though
they had participated in the meeting. So this is a style
of the communication on face-to-face meeting of the
people. In recent years they are many broads of com-
munications like Facebook and twitter, but in this case
you encounter someone and talk there basically.

But when there are 90 art communications, one ver-
sus 89 communications perpetuity ongoing that is very
difficult, but assuming that you encounter someone to
share the evidence that you had encountered some-
one could become a part of the archive, which could
then in turn support the communication. | don’t have

enough time to show all the photos of the white board
but the accumulation of the white board has now num-
bered more than 200 such photos of the art. This has
become a source of generating new ideas. It's not just
about offering deliverable output, but also it shows how
the base concept of the project was created and how
it evolved.

Let me continue my talk a bit more. We have listened
to the guest speakers and what was quite impressive
and interesting for me is archive as an accumulation of
the material that remains, and organizing and analyzing
those materials that may be refereed to as the verti-
cal analysis. But then at the same time they also sited
the importance of horizontal connections in between.
Horizontal networking and the importance of communi-
cation by building such horizontal linkage and also they
touched upon the methodology of making that informa-
tion to the public. Therefore all of the guest speakers
pointed out the importance of the horizontal linkage
between the fragmented information as they make the

material open to the public.




GLOBAL Networking FORUM

Archives for Cultural & Art Activities related to Social Environment

Discussion

FHE: DS, TARAy>a>aBHE
TH. AEHBEEFVOEEVWTWBEST AL,
T—=hA470707zv>arIoAtn
S5oUL»WVETL, F27—h-T7OV1Y
NChD D> TVSE> UL»BERVET. L
MU, T=A17EVNS3EDEIZNNSES
WSASIZ T2 TV 5 VWD H &SR] (C
BoTWE>L»>T. BEFVVEEWT
WBALERBENS - L»23DTIRELNE
BOET, INHSEITSV-ERTEEH T,
ESWVWST—HATDRIAIDHTEZDH.
BELTVWHFRZONEWVWS LS, DUEKK
[CAFEdEESETVEEINEEE>T
VWET, LBULKBRAVLET.

Tld, FTESACHELZHEESE
TUWEREEEVWER>TVWET, BTADEE
DT, BVIBRLICBYFTH, HEHEKRM >
feceeLT 7T—ha47=BLIEA A=Y
EREAETVKZETH Y. T—H
A7EAENIZT 22— 3> %&D<>TV
KEo>NFTHoMW. FEMBEVSE
DO TATT7EEHFHTEBE U THEEE
BEVNSLSRBHEEHIE LR,

BEICT—hA THEahEMMTL. BET
3. TR ERK(CTZL TV WS Kt
EHTRRELT, ZNEHSOARB EXFEED
FoMFIER-EY, JZa5—23>0D
FoNFICHBoTEWT B o TVS LS HBEE
NREHRML>TZOTIHN BHEDT —
N- 70220 NCBFZT7T—H17EVS

EOE. FREFEALEITNTVSRET
FEVWEBVET,

IOV EZEEBHT. HETANSG. 5
MEEHES ELTVWBZOEEADT— T
Oz hOLETOT—HATIC. SHBES
VS EEAEE LW $HBVESHSIA0
BCECHULTOT RNAREVWSLSE
ZBNBAUBEZMA> TLELVERVE
ER

ENTE. TYEANSHEAMNILTELS
LWTIhH,

T i BUNESTETVEY, FTHERE
UTIIBALERBVE T, D& W MifE%zRH
TBHEVNSZE, DEWVERELTHIEES N
PBERCHIEMTI LD RTvF. FH
mE PUERY, BHE, 1Y2EL—Y 3y
[CfE> Te &k ST MR BRZETT,
REBICIE, ZhANERBICHAEMBIE LT
OEMNHETL ZDE LGV, EHEHEh
ZHELNRV. TIHL, ThE[MEhR
FIBAEEEZRRBLLTRRBERBVERNVE
¥ BRHIC, 7—hH1 7 ORFNZHIRE
WzLEL TR, bbb AEW RS D13,
BETEHY. WETEHY. ZLTFRD
HDHRETEHBEVNDSZETY., Thz
BEKHERELESVWVDTEBVTL &
Sh%

Y= BEET—NA TOELFEVDTY

. KERBLGZERETHBLTVET., A
DEZTIN, 7—hOEE. ZOIIa=
TA—DHFTRFaAYMETEIEVS T
NABLEEBVET, BeBE. 7—F1 R
RNOT7—ACTEE>TVETA, 0322
T4 —. HEHKROEMERNO RFa X2 b
EEARBREBVET, FIC21HHiETREZ
SEERBVET, TNEFHAHHE LBEFEN
HBDERBVWET, DT LEYT—>3>T
EHELLE LD, ZiEE. Z0REE
RETCEBTERZER>TVET,
EBEE VS DI} BHEDHZTHY . Fiz
HENBIHZETEHVET. TIHS, Fa
L—9—»T7—FERANT—F 1 I DEF
ZA TATTREED. T—Hh14T1T3
DIFTITH, HEEF—MROAL., REEL
M HEHROEZ A ZHHIMBENTE
FI, TSV EBKT, 7—H17DOXE
D, HEOROFEEL7OEARLERBVE
¥, D27 ,—F. #HRWIB/ELTS
MITBZENTEZERBVET L. ZOEH
&2 T HBOEHNS(CORIFBZENT
FTBLEBVET,

H=V> FCE->TE D ULEBASMY
[CKVWEDTULRR, EEVSDE. HEE
T. EEOZLEZEZBFNEVNTFEVHS
TY, DEVHVERZEDLS [CRET D
DHEVWS ZEEEZBINEVTEL A
LML, 7O0Yz9 MRERFLLEWVWS T

ot
<t

UOISSNOSI(|

REAGUY £



UOISSNoSI(]

RERLUY b L

LT PBEESERLTLSEMEVSZE
WEMBT+RBERDNBTVEVNSZEEE -
LeWELED %£EFE A (OLHER)
EOMGEER T, AERBEZ(TELR, S
FTRECENBVEFLBATLR. HDLS
BERE, BEERZNTEDBY FEADN
HZIHSLTARNES P> TH->TzOME
WS ZERBRUDZIENTEET, DL
EHICHIF. RIVIEBVWT, BHAESP>
TUWBHZEHEALIZVWERWVWET, FAFER
ERDOUMRDHIRELEISELET, %
LT, ZOFHE. DEVZOERZEDLS
CHELTRELEONE VWS AEEHEL
T, HHO0JLET, EELERIERIC
EHBERVET. FLEAEEODNL,Y
FEAN SLO30FETNEERETLE
rEEFUR, BREADGNUPTOLSIC,
ECICZDERDNHZDHZEELL NG
BUERA. ZOEHICHYOIHBETT,
Fleo £5—ATE. BHHELDHZE
BCDOVWTOHSDBERZREFTSLSIC
LRFREVWTRVWEBVET,

il : 2@V T7—H1 TORFOPTAEL
LR BELCEDBSTZLSCVWAALET —
N1 TmZy RO—=2 LTOHBVTLLCEW
STENAEREBSDTIR, T, EHR
ANCI—OvNOT7—h41 7 (FT>TEWE
DEF. ESCESVWST—HATHHBZ0H
EWS Z D EFIRDENS UHAH 574
WiEE e, BlCECnT—h41 ThETaEs
FoTVW3DheEWS, TABNEVWAYO
IhHB0DTI N,

TIH5, BART, BlCFicets T3
DIITRBIEFLCAN, FIZBEEERRL
TVBADWVWT, ZUTHFZHARLTVS
ADWNB, Fe. ZORROTELEMREL
TW3, ZOESBT—A1THDHEHN>T
WS ZEILEST. ZNFTRATZ D
FEDHRATL B, KBFEDHEDF T,
NRZ—=TATITH, AVTFIRAREVNSZ
ENBUFLIELR, EEEI>TI AN
EVWSZERDLLBESCBALTVS, &
TLZNRBT—HA THARENIC LTI
Wi\ Z EZL. ARFICZEADT—H17
DBABAL»BVNERSDTTR,

EhogicEELIEEWVWSZEE. —D
DAVTYVARTI LU, ZENHBVBENBL
. LWBVWBRBEOANE Z (CxEEZ R
HT, WAWBRRIYTIVARNEZITDR
FTWL, EME ZS3VWSEKRT.ZDT —
NATEVWSHERMN—DDIAY TV ARNED
K2TWK HABDINEVRY D=0 D
BRICHR L RKE<ER G . TEIFRT—
NATERY NT—=0%DRIFTVCEWVS
ASH F3V0WSZElCEmIFTEAZLTY
KZEDNKBETLLSERSDTY,

EE3AELZDHEEDLSC. BROAY
T—ARESVSASICWBON. £S5V
SRTLT, ESWVSASICATIZA XL
THEL TV DA EWVS ZEE—FEAN
BEETT LR, TE. ZTNEERL TIHE
MCWFRBLORITNE, £5—D. 8L
LlFfe& S HHELLTDOPo TV E
ENKBMZEVS LS ICRVET,

FE HIVHESITVET, 7VSh S
OHFEZIT, FHMRATHELZERED
TVETH,

T iT7AVAT, TRhdLY2av)
EELKESTENBYFY., Tn3ERZER
LTVWEY, BnrcEs DEURMOER
TY, EFEDAYT—H([CEDLHZDT
FHNE TEZNRBAYT—HLLEER
WET, S, BIBEELE S Le >TeiRi&E
AVTURANIDBHBERBVET,
ZABERDEFETZ VWS LEMGR
W&, Urd, B, ESLREGRETES
MEEERFEZGNRBWDIITY., T4
LB TRBERVEN TV 71 V(CL
BTV ERZE LB TRIBERVEVNS T
M AP TEBVEVWSDHIFTRBY EEA.
ZhEZEhTEMBOTTINE, TEOL
U2 3avEEEUTOMEERR. TR
KTRBERWV, PEY, EEFERHZRD
CEHEERZEVWS LTINS, BhE
DEEFRETDEVNS LD PRUKEIE
ERVET,

P NRVZXNDALT, ELESZTHE
LeLlWEWSZEAB b, HURE
LTWRT2EVHWTY.

TrEh BUHESTTVET, V-
ACB &> EBAVLEVDTIFNEE,
BEDOFT, EMEHNERNEZEET BT
372K T TATT2ELHHCBE>TWVD
EVWSESRBELNBYE L, £z, HIH
FEDHBFEDFT, 7—h1 Th5BEH%E
PREALE TV EVWS BELB > ehE R
WEY, 22T, SOT U SAERBEREED
BFEEZTT I1—ITLORRDEDL
BELWEEINEERSOTTH,

Y—:@w, #ilE Fa2L—4%—-7T79, HEAK
EMBOFa1L—9—2LTWVWET, T
EOTR, FaL—9—DAEETBEE(C
FREA—T+I>REMIAZIaZ— 3
UH—BABLEEZTVET, ZOHIC,
T—KNT7—hA4T&E>TEELE, Zh
3. BRI BLHIC. FLBEDHICE-S
TEhIITY, EEEVSDEF. HED
BREZRIZTERBVET L. RE—MOAL
BT, HEETIHRBLNHDEBVE
T, 7T—h-T—=hHA47EVSDEF HE
B, HRMBMEENDHZEBVET. 7Lt



UF—=2arTEHELLEEBYTY., &
fe. MIEBRCT—HA TORE[CHHDD
BRI, BHhOFa1L—F—ENHBEEPT —
FEANE—HCIZIaZr—> 3 %R>
TVWET, HEEPF2L—9—. 7—FE
AMDSTEIERELIZIERNETEFRT
DT, AZ 27— avHAEREBVE
ER

P HUHESITVET, SETE. =
MEEDRTOFEED. T—H41 T DREHD
ETULEMA—D U STABEORT.[T—
OE7Y - 7—hXvy b 2 TOSBFELH
TEEHEBWVET, 7T—ACTHES VS
TN, EMCEROBERETRRZL, XEx
£TEDTHD, IZa=sr—Yavlcéo
TBICEETHD VWS L. SETD
PEICHHEEBIIEERSOTIH Zh
N—2070Y Y hOFTEMINTLE
SOTIFEL, THEIFLEEHERY AT —
VEFO>TUWK ZENEEREVS BFED
HHOERWVWET,

ZZT. SEOT7#—FLT, 2O F—
oE7> - 7—hxXy b EVWSF—T—R
MHETEEDE FFE CEERODTEEWL
TL&SD, BTALHEKRVNTRBVME
BVWEIOT, £BFEL &> EBRENE
MoEDT.ZO MIF—O0E7 > -7—hxy
K [EDWVWT 532 UBFEEVERITNEG
ERVET,

h=V  BICTEYOFEEZELTUVSERW
F9, ZHEHDEBVET, —DF, TFS
FRED, T—HATOERNEESRS DO,
EWVWSZE, €503 HoU»BEEY.
ESPo>TZDENEESOMEVSZESR
ERVWET,
M3—OE7> - 7—hxy k] EDVWTE
¥k, I—O0v/NORAHERAEINTLEL
FLk, ZUT. RAIBERIEDBHBZF v
VADBIERATUR, FFFE—REICTE>T,
HEROREETBZLICLIEDITTY, R
EHEPOERORREZRZS5E Z50VWS
Xy NI—F2IDHTEF LR, BB XUE
Boxy ND—F>20TY, BREZFERFAL
DRy NI—F>F, ZZ T, 7T—FERK
N—HEICCDEBLELFE LI, ThIFFEREIC
EENRBIET, RAYVIEHIED, HDW
FRONZTCANBZOH. Fra1RON
FT7(CANBHZOIEEBELLSE L. JF

BICEBNBTOTUL,

ZIT, SOHEEF. T-H1T0EN%E
ESESDH. Zhk ESFRILSTEIDH,
ZULTEL EBEVWHRICZNEESRESZD
MEVSZEREBVWETHA 2hFZDO0D
RRZAELLEBVEFET, EE5E8KEAE
T9,

BIZIE. NFILR - E—T > EDFERIEIED
WTTY, REESTKAWELETNE,
TEEDRI AL D 5 TRICZDY D>
DMEVWSBEEMVEGZ LD TTFH UL,
ZNEFDT—hA TORCERMND -T2
LW, BHhEH>EVWBVBRRZEEPS
SELTWVWED, BUAHBEANSZTNAE
BUBD S TeEdh>ehB5TY, 19724
NDZETY, TZSTRIRAVHEZRESTL
DIULTEh STz EVNS T EERICEAL S
ENTEFHUZ, ZNHTEOEZOER
NELEFEELENSRDTY,

TINS5, BICZOOERLZAENHD &
BOET, —DH, THRIFLEE=R Y b
T—07ESDLBIhEVNSTE, 53—
(F. BREENTDIC. EELETBEEES
FTREOVWNEVWS ZERERBVET,

BPE: HUHESTTVET., SOZD%
A—UDEACHEITE L > EBAELEL
OTYH. ZNERIOEEIE LhEEAD.

HERORHELTWCEVWS T L L, B
LTWKEWVWSZEEDNT YR, 2T
CEADBEDPRICHTELIEBDTIH,
ZORALTVCEVWS ZED, AFELTWV
KZEEBRLULTWKZEDNTF VR, FA
[CHEMTEBECLES L. ZONTUR
PENTUE>T. 7—Hh1 TOMEE &K
DEEEEVWSEDOIBHABHEIILICLK L
BoTLESOTRBVAEVS LSHEIER
M TUETADEEORCHIELEA R
GAVIDT—NATDHRT, 5 LB
EBBONT Y ZOBBEVSEON, [Hh
HBUVEITLELEDD,

h—1> BEEMICHRT IRSTZLEBVET,
29y TDOANBEMNAANERLEEVELE, B
AN N—HFTA, RIXVIRELT,
13@EMRDbocE 23T, BRIEEXT
J. TIDS., #B. SHo>Leo>NTY
AN TREL, RECEZHTTE
ZHEVS ZEFEBECRHEL TR X
Bh. ABZ>TAHRBVDIITY, TIDT.
FACAETIRED, FTREENERET
2L, ZUTTI7 7Ry NETHN., F
RIEcHhNEEIZ L, ZLTZENELH
TBZETT, HROZEBHS, KELR
FvTTEZZDRFVWVWERVETY, R
B, PEUVNTVRTY TTHROBIRESE

ot
<1

UOISSNOSI(|

REAGUY £



UOISSNoSI(]

RERLUY b L

EBVET,

ZONTVRT Y TEER> TVWBELET,
PIZGETZRATENG., ZT0EREE L
CRBERZEEINEVVDOTT, X EFh
DPNZILR - €= BBVERIAVS
6DT7—T4AN O=N— -TUF=VY>
EHELIESIETY, ®EKEBAH Y EILICK
ZOTYIH, REBHOERTRTINEZD
TY, REHNERZERFS, ZITN7+—7
YRz LT NELE, TIDT, FARBRE
OBAZELTVETH, KECHRLLETFEL
T, BLBRGQNSRB—SHTUHIEDB L
neEFFA.

TV 582 ERDEIHSMIMITEL
A2LVWTTH, ZhEPREYISKRL—>3
Y EBRHEENOMCEENE VS ZEDE
RFIEERBVET, FITFIHBENNRHE
ECH->TETVELT, 2<0BE. 7—
NATDARBILBEVDITTY, YEEMNIICZ
NEREIZDCEBEENMVET, TT
Mo, @R, FERERLT T, AEHAKD
DIEVERTRO > TOHEL TEAES WD
TY., EHoHETBZIEHNEETT. Z0D
HETIHRE. REOFEED,. ZEOH
EEHTY, EHOHEE. bhbhhE
BEF>TVDER>TVET, FilcH-
Lr>e@8EMRH5 O TTED 2D
T—AATLEHZIHEVWSZELTH>TW
niE, BERECHBEL TV ZENTESD
EBVET,

BFE:—AT. h—)VTAhETVSTADEE
DHRCEL L > EHTEREREBLTVEOD
TIH BROIF VT 1 —DEHIETE
DTEBVWNE, BIZE NATF)T 1 —

REETH> W) D BIETH >z £

ESULTET—FERMELTP>TENIR
BNEVEFEVWZ ENHTETLES., Z0D
£35(C. BEUL TV LTEERENORBE
BERDVT, BeoreHBFELLEREEZV
DTIH, ZNTR, 7>Th, £510K
2LV\WTID,

T RECODVTUHTIEGEORICHEZ LT
BUELRED, HICTFIIIL - EFFDT 7
1IILDFEZ L TWELE, —DXELOD(E,
T—hA4T7CEALZDRENGVETL. ©
S—ATERNAHVEFET, T, BRLEVLSE
D%, BICHBREELTVWSDITT,

T, ECETIHICTEZDEVWSZENE
BTY, TV - ETFOT7AILICDOV
Tld BIZE. ESINTRVWET T 2RE
LESELETH T—N—DRR—-2(F&
BL. XEV—ELKSAFE->TLEVET,
BRANCEZNABETTINE. 1BTE.
BTFLEZTNEERTEEEA. TNTEZ
nHEETY,

il 5. BIRE. A—U P TAN BEXE
RN H-> T ZNCT7—h17E&0LT R
Fv7 - NA - 2Ty T THUTORVET
DIEEVSASEHE> Uiz, ZNIEL
<AHBZDTIH, #lF. E3PLEVAZ
ZZT, T BENCT—H1T=THA
LTV, BIZEA=D>EAN aVT
JZRZEDLH>TVKEWVNSADRIETY,
ZRZOFTEFMIRNKTAVS L
BDT. cNE7—FEZRMELT, LTE
VLD, LTRWIHBLOA, BERZEWV
STENBBERBVET,

Bz (E. REBETHNIE, 53V ISEME,
T1—IT7LTRERBFEIVLGVERSDTT
W P—hAa47ThHnlE fald. ZoEx
BEROPT, NETVWRTy TE2DL>TWVK
EVWSDEF. AME & > EEMEMAZRCH
ITBDTTHR, €©o>&T7—H41 7 FEBHIC
HB3MEEXF-T. THFI>ELTL-TW
VWDTEBELME, ZhEtHSHAIZTNS
M Lhguniing, TL3—MIEL TEE
FRTYBRLVIE. —DOEAIERIGI> T
JARNEDL 2TV EVWSEA, OV T
ZMNBELAAEHTTINE, Z50SE
HDB> TEVVDTEFRBVD, ZNHT —
NATDTZ ZADEICEZDTIIEWAGE
BOETH WHDTL&LIDN

H=r HCHITBZEETI D, fures
FEMBERBE L7 —H1M TEXFTEA
FTRBVEEZITVET, ZThLUE, &
SPHOTHEBICERZZENTEZDONEW
ST EERBZBINEVGFRVERVET,
FIZIE, ADEFSHVLME LNV, $D
WEXT 1 7HVVHE LNEWL, BV,
BFC & > TRFEDEFSHVVAE LN,
KELOEF, BRHVESEETBZ2LTT,
FEFEERBTVREVWERETT ThE, &
HCERZTNFE LR, BOERNTTINE,
ZNEEFTAIHE UNEL, AHE LNV,
FHENME LNV, ULHL. ZNHEELT

WBEWSZEZBFIEICT B ENKRETY.
HOBGEDH B EWS 2 LG FAFSETH
WEBATUR, TINS, SHZDESI(C
BEVWLEZEEXRETIL, ZLTENE
PIZE EHDRAYAE, ZOBRGEHBR
[CHBCEZMBIENTEBRLSBIZ N
ZEBEVS ZENKEROANE LNFEEA.
T—hIHITZLOBOMFRERVET,
E5—ATE. AYO07DLSRBREBNRGE
DEMLETY,

T i HE. $E - L > EXBIdEHEN
LEY, HBRELEMEBE. £€5—ATT—
N1 7T EVWSKRL ZZ([CANERLD B
EBVWET, FACE-TRESWS T ENE
SVETE BICXMEVWSHANSERS
& HEE. XA EROERBEODTAT
ZUTY, EMi@REAROENTYT., LHL
T—hA147EVWSDE, EoeA—T>ITY
RTY, BbULBWERA, WH—F—T>
THBDEWDS LRI BAHESEELT
VWS E BBRIBEVWS L, FEH
UWMERZED EVWS ZERERBVET, Z
DERNSIRHTLEVNSZETT, INHS
HoL»>TVBZEDELWVERTL &5
s

% : SOMALEDHE JEMIFIEFIC
HERENZDT, OV —SAICEHEZ
WEERERW, ZERRVEREERZVLOTTH,

V= EZEEFEF1L -9 —TIThE, 7—
A1EVTICEAULTRRENMIDZVDTT
M fere. FIREBICRLETFELRES
U, 7T—h&ERL 7T—T 1 AMNDREHTZE
DERETZEVNS2E. FRBEBROT—H
EEORF XY MEBEALEARYIZER
WET, 22, bbnhEZDIREEF, WV
ML TZOEREFRTESHhEVS 2L
TEBVTLELEDD, DEVZOT—HT1T
HEESIZIaA—ITLDESHIC, FaDTZHITF)
ATEBNEVNS B ERFT. ER.
Fa1L—9—EULTRBIEHEHRBEZET
FRVEZBTIMN A—UUhE- T E
[CRRRZRTT L. WIEEEDTATT7ICER
*TY.

0% : AIELE. WHHTL L Sh

Hil : FALICREDETADB>Lrd L



BUEEVWSIASIC B5DTIhR, A=)
YEADEDNELSC FILTABS
HERORT, EEL. ThRHEEOMETY
FE. SEALFHMELT. Zhed—T>I(C
ULTHARBHHAETERLS(CTR L. Tudd
DUESDE. ZhZSH[CBAT. £5
DURRBIYTI XN EZ Z(CHAAALS
ESHEVSERLBERRBOTY, AIZIE

ROAVITHNE. I—E7 - KA 2D
mABHYET SR, ERDBHB, T5TB L.
PIZE. BUADRDIEE WSEIED. LR
MH>TWB, AvtlD, $HBVWEEED
HHOFHEICEIDDO>TVBEVS ZEM
HBOTIFEIL. ROAVE - T—HAATH
FoTL3ERZBAT. AIZEROREDE
e, TNZEBATBZCLBRVTLES T
ne BRORDFEHERIAVY - T—hHA
TE-SFELDBVTLL ED,

DEY. A-UVETADE-LrBI LR
FILLELLGHBDTIHIFNE, FIH-
TLBEROHRTELA LT NZMEN T T,
INEHABOHBEDEDICLTWVC EL Z
NI ELLANBDTY, ZDEHYT,
ZIHGRIRT BT EFT I B/MRIBZET
FHZOTIINE, ZZICIAVTIRME
DL TWKIFECR YRA—D2DT7—Hh1
TEBZT, BOT—h1 7B, HloER
DI—NZERFEUHFTOLKBAHEVS DN
EFNTLBOTRRBVAE, ZDEH=ZEL
TVBHICHERIB, RIAVY - T—h17T
OFDEHIrOERESELE. ATV T - N
A+ ATy TTHEBLEFTOKARERH LS
EMNZEE5CT>TLESHELNABVEE
BONTI &R, ZnEEKRRZEMELN
BWFE, FMFZSVWSER. FrLooh
HOTEVVDTIRIEVONGREWVWSASICE
WETH, WHDTL & 5D

A=V AREVSCERROETH =
REZNERBEIC. T—H1 7TERICEALT.
A—t7 - RARCEULTREZARCKEIC

HIDIITEBYELRA. REBFVEIZ
MolzDTY., BEIG, BETORETT.
BIZIE NFILR - - EEEFEZBEL
RERESOTY, TIDT, X&FE;LTh
FEREVWSDRTETY., CNHRETT.

BIZ(EFAE. P—T v (CHEELRE, T8
BHAZVDEETNE, BALICEBVOD ? FE
BHBOTREVD? ) LBV ENBY
9. TE NMBERREZEHBL, VWD
ETEFECTHL TV EVWSEZERE DT
¥, TNEZNTHEEKRVEETEHZDT
IH. RICRORICET BRELEDEMT
FINE, HBEBEHNHIET, I—FE7 -
RAZADETFHHZDTT INE. ZOHF
TRIFIEH>TVET., ZNIEIETHICREE
FO, BERSE BEZEZERIAHS
2DTY, £ZB3H. R9—DELSE. ZD
RTEAZE>TVELT, Y1 92BAT
B¥oT. ZOLSECvrvzELEEY LTV
ZDIFTY. TR RARICEBNT#—
YYATUT,

FEAB-> LUV EIF, FAlFEL<H
MIETH, 2. TUABER. BRAY
REBVET, HRAMERETS. 257
&0 ZOADRORICEONB > Te D
%, ZZHSRY TFTVKDIEEBWVET.
ERERER. HOBVEFRZE, DHFE
mc3EVblITy,

B HUHESITVET, BVREOF
BOT, MEWETRIG E 23N RFEER
DRFTVKEVNSPUATEDSTE TV
ROWTHEVEIH &YW 10 5<50 (TR
THEVEY, 22T, FHRBICLSHL»
BETAR. T—ACTOEFIOAEVNS S
Le3EBVEITL, 7—h- 7OV b
[CEZ3NSRS DD TVWBHENS S
Le3EBVEY, BINKBRETIN &
ERBENEBVEITOT, ESANLDT
HEZZITWERBVWETH CHRSHS
HRVWSoLeWVWETTLELEDID, BN &

FBLLET.

HEE 1 EBRZVWSHEREZEhE TV
EEEVOTIN, (T7OFaTI-T7—h
A 7&ld) EnwSzETURD. BEGES
DEFEEBL TV CIE. ZOEEEDE
BICITSHEEBETIEVNSET3E %
NOFBARDIEHTRITTVB LS CRBVET,
ZhidZzne LT, siBkEDEDNIESEE
[F, FADBS5EL3. MifEZDL>TTHA
YIBEMN AVTIVAREDLBEVWSD
F. ARV —FADESBFaL—9—0D
BREBVET, EiERBE. ZZICMEE
ERVELT, THI2 LT BBRICDOL
WEFT, AYFUARNEESTEINEVS
ZEBEEZDEVSZETY.

Z59%&. OBENSRBE. Fal—
Y —HIMEERNS. 7—hA T X=ERT
BEVSTECDVTRESEINEVSH
WHNTD LSRR TebFTY, T, ZNIC
DUWTERESBSIMEWVWSEN—AICH > T,
ES5—A. ZSV o EERCEDNTD
KGN AT7—H4 T DHELH - z1Hh
EL ZNEDVTESRSIAMEWVSIASICE
BeZZTE, BTABZZPTLDOTEZL
MeERBWELEDT, —§5bETVEE
FFEURZ BEEVSH, FAEZDLS(CR
SEWVWSETY,

U—:E5—F BRCHALTVLERZER
Ih.

HEE 1 AIELEOCRRB Fa1L—5—
R MEERNS. 7—h1 TZBEITB LN
SHBEHIRF/ZDTRBVMNEWVS, Z5
WS ZRREDE S (CRRERLF LAV
MTL&ShH,

Y—BUEFFELRESEC RBT—H -
T—h4 7%, HEEN. $3VIHEREN
. ZUTT7—T A ARDEHICE>TVE
T, WHBREDF 2L -3 > TBREE
. 7T—T1RANDEZA. BREEHEL
WEBWET, BRAaDFaL—49—&LT
B7 =T RANDTATT7EEBET BN
KBLENSTT, TINS, ZO7OLRD
RT, EB53AT—N - T—HA4T}. T—
T4 A NOMESREIHYET TNE RIS
ED T, ZNRHEN. ZT U THRM, &
[MMMENBH D ERBVET, ZUL T, BRHN

UoIssnosi(|

REAGUY £



UOISSNoSI(]

RERLUY b L

RAEE. REEHERT S LTRAEXE
REBVWETY.

FPH:HIHESTTVET, EHCTER
HIFEFITTLELID. BRVULET,

HEE2 : A=) TALHEAVLEVDT
FH. =t 7 - KA 2N, EME—YRERS
BOSTZEVSEICERETZEBIDTY
M EFEDORIAVY [CHEINTWET«
J = AINDES BT —HA TEES GV
ERDVTI}, EDLSCHLETNTLVS
DhEVSEZREHAMNLIEVWTT,

H=UY  FESLLWEREHUNES IS
WET, BERSE, ZNEERICATHE
BTY, E—HILEHTBL-zDTT. B
HEZEHFLT<NED 2, EERFOH
LR, E—HILOEREFBEVDTT, BER
SHHFSHH>Teh5, DEWT—HAT
EEINELBVEVS DN BOAHTY,
ZNRFBICEERT—ITHIELT, &
H5lE, 7—F1 ANBELT—H1 Tk
TNV ERRITILIE, 2393 &. RIC
FLEUTL MA@, BERET7T—H1 71k
STNLRBVOD, ZNIEFERICELRVE
BIREETTY,

Z393 &, WhF B/HT—H1 7T
e BVBWEWVNS 2R T—H1 7L< T
BEIEV, ZIHEETT.

T IiPRY, 7T« ZMOER, Zh3
FROERD—DRELEBVET, KA ANE
EICLBREEN TFREZEN L >TD
RIS, BEZRZLUEHIA BV EVWS S
ET, AZaZ7—2 3> DOHEENZESBD
TY, ZhE. 7—T 1 ANDMEEHZES 12
DT, ZNEAADBNZ EBDTY.

U— i EBCRA T TUNIYRT—
HA471 DFaLb—F—&PoEE TL
Err—2arvohTEBERELELETN
EC Tk T=hATEEVE L. TE.
ZOYEK. T—T1 AN T—H1T=ZR
BRASLBHN>TZDTY., TIDT, FEIC
REBHBRRTH Y E L. RABKR
EoTeDdTIH. TE. AHCHERLEZTN
[F PRIT—b - T=ACT2EVVE
BoeblITY.

60

Pl HUHESTIVET., LBLVTT
e FDC BV BERVWELET.

HME 3  EIRRVEHIHESTIVEL
B ChH—IVEhEHETY NNT—
TALESAVLEVDOTTIHE, NFIL
R-E—v 0HFEICRIVFELETNE E—
TYDINS—YFI - R=N—ZH, BERA
Py Tty —) ICBAZINEFELZELR,
ZhCE->T E—TVOEREEHEVSD
FFIERINBEVNIH, 1 HRTREL T,
BHOBRICEBRINZZLICRVET LR,
Z3VWSET, IRTOEDHZEZ->TWVS
DITREV. ZS5SVWSKETT—H1 7%
WS EFIL, ZTHEHEICTY - NhF—
STAEESAVLEZEVWEZARBOTTITNE,
T7A40T 1429 - T4 ROTHA > OEA
EVVWETH, EDLSICEBEE>TLL
Dh. BT B, BOVEDRFLBVWETBDH.
ZNEEARRTHNE, ZZILZT5VSED
HABDEFTEEEWVWSET, BADEZS
[CHR> TOWRBVERFTEEH/N—ZRY
T4 7 TENOBEREZTSON. 2258
DZECDVTHAVLIEVERSDTIH,

H=Ur BV, BHOBEBMNA-TLE
BOETH NTILR - E—TVRBRIAY
Y 50ERNBVET, TEIFREMHLH
a7 b - R=N=HBVET, TITH,
ETE3AEBIE. TIAR—NERT v FI3E
DTH>TVELE, NIILR - E—=T(F
FESLWT—AI TP UTICHIET
L. BhEFBLIECEDBIET., ZOT—
A7 RFMELENBVEEDEDT L, #
MWL B 2FR[CAFEHS. AFTE
Z3CHLDTTH. ZNEHFOIR MY
IABVWEWVWSZEICHH-T, ZNTY Y

TANREENZE>TLESZDTY,
F—EBHBHLEZOTITH. AEEZTT.
TlE, SEANTEZON, FI. FyTa
ERALEWVET, Y5V R- 71y TR
M NFIR - E=IVDTLYIAY RE
LTWELEZ, NTILR - E—=T>(EF RS
AVH5REIFTERIEL 200l LOERES
ZPOTVET, BHAENLETDZEZED-
b, FELHEVIEETT,

AEHRZBDTTH, —AT, BlCHRKkE
EZZRENHDEBVET, HALESE
WS ZERTERZELERVWET, TINS, F
HOWEEFELESHENBIVET L. RO
T=hA4TEN BROT —HA T EE5ER
LEVWEBWET., BALEWL. —REICASE
HTEZELEBSIMNSTY, ZLT. ZhE—
STONSHRHZIENTEZELBVET,

TY:S5SOZHEETIHE o7
FA42Y - T4 REDVWT, 7T—HATH
SEIFRIALY P a>TEBESICH
EFC EDLSEBREVCBRTZMEV
STETIN, HMNCT7A4>T4>0 -
IAREVSDE. HBT7—hHATIAND
BZNEVSDERTEDTIA, 5LV
TV - /=N XARICET B1ER. &
D774 T4>T - T4 RORCEHIDE
BHHBEVNSZEETRT, HIRE Ay
WEHDED TyvT1CHD e, ZULT,
TIDULEHNLBZ LEERBIENTES
M LhERA, VY —F v —([CEHDDOINE
EEHBDEVWSZEERIDIFTY, 257
BZET. —OOHFE—INE2EMRTREIN
7,

Pl HUHESTIVET, BECRYF
LIEDT, £5—DRITRERICERZZ (T



FEWERSDOTIM. ERTEMVS- L
WEITTLESID LBLVTT D BN
ESZTBBAVULET.

HEEA4 : WALWBRLEEZERL T, B
REMESETCVEREEY, 7—h - T—
HATEVSEDRED TV EREWVSE
D —HBHCF21L—F—THEIRNELD
M ZENEET—b - T—FERITHBAN
FROMNEVS &%, BHICHEFELTVE
rEHETH.

T HARBIEERBVWET, FTET7—FT«
ZRTY, F—HBNCBT—FTrRNTT,
RICF2L—F9—TI.ZLTLZDRICT—
FERNTY,

Y= ETcIn?

T T—FER M EFNLBREIZRZE
BVWERSHNSTY., REFFIRH. PR,
ROMPDPREETZLSC. 7T—FT1 R
NCZOMBEFEZ > TIERI D ENTE
BRLDERUTY.

U= REEMREESTIN?

T INES DR PRY. REFPIR
M T—T 4 ANDMESHHZIBRI B &

MNTEREVEVWSZETT AURET. 7—
FEZME. PRV ZORMHIEETH > T,
BIRSELH>TVWSZEEFRTIDIENT
FlEULTE. PRVERTHINETER
WEBWEY, 7T—TARANDERZI—
Sy hEULT, T—HA4TEERMICH
ZoTVSZETRBVERVET, »IFY
MRERAT, FREESIZEBRT, T—H1
THHZOIEEBVET,

P HIUHESITVET, TNTIIEH
CRVFELZOT REICNRIZINDAL
[Z. RARTOEREVWTWEA—FT 1 IR
CHLT, AH—EFD. IhHhET7—h1
TCEDLBS3ELTVWE AL, 5. T—hHA
TEEHL>TVWBALIC, —ET DAY E—
SEWEETNEERBVEYT, UerdHh, 7>
TAMSTEALWVTT D,

T BB LETFROHTT., £FEF-TL
FE>THUHMHESIZTVET, BHITFDNZ
BRE. BLEHEFRLELR, £o&25
WOSREZEPUELLD,

Y—: E3EHUNESTIVELR, HE
S5LWFvr Yy R2H5ZATKRE>THUHE
S5ZTVETY,

A=V BERRICHLRELLEFZVER

WET, CARIECRBOALEHBESY <
EEofZLCBVWTEWEY., £51832
ENEFBICEKELZSTZDTT, TID
T RREH>TZDTIH. ZARICKBD
AlBhEF> TS ez, Ry
[CHEEXELLTHERY T,

Bl : SH. HTACKTVEEVWT, 5hn
LB TVET, BARDSOILRREOH
T, PRYT—K - T=H14TEVSDET
CLARELRREEFODREE, STEMOE
TAERTE, B<RELET, PR, 7—
NAT B STABEZDOTTNT— T —
HATZREVS, T—heWn3Z e, Kt
BEMEEVWSEDHDID>TVWBT—HA
TOBBERIFECHUVEN K TABYE
FHNE, BoanhsWVWAVALRETHA
LBEVWEVWHRBWVWER>TWVWET, ZLTH
LID5FELKRY RT—9U%DL>TULD T,
TENEFHED, AVEE, HEVETIT
THEVWTTR, OVWTEI—Ov/N, TA
DAnE ANSELRY hT—0%DLD
£S5 Z3IVWS—H—FENAETREVD
ERBVET,
EI2—ITLENTATF VR RL
T—AMEEELTVBDIFU»BVDTYT
Fhé& IhbsTd e, RFEE-MAHYE
LiziInE, DY EME,. B KEE
M. BAROBEEFD UEEL TWSO TR
Wh, IHZ0OEELTVEEDZE. LT
TRBELLGEELTVWK ZED. SOBRK
TRAFTREEBVD, ZORREEN. 77— k-
T—HATEHZDTEBEONEVNSSSIC
BoTHUET,

P HIUHESITVET, AHE. W3
WBEHT, 7—HA4 7 EDOVT. XARUR
NOAHNSERWVWERGFEERBVWET, BE
CBEHB7—h - 7Oz MNIEDT—A
17EV3EDE. BrLlZZNDABEAE
ARRETNTOLKRABTLBOTRZLNERS
TWEY, ZS5ULREIIIVIT. 250\
TEWREI/TT. IS5 LTESTEACHES
YOWEREWeZEEWSDIF, FECERS
BRTEESRERUBIRETT, AE/NXRY
RANELTTEELTVEREWZ4ADES
F(C. BTEANSETUOKRSLAFTRHOI
WEBWET, RARESEBEFV VLR
FELTHUMNESZTVELE.

61

UoIssnosi(|

REAGUY £



EBRS ORI ILERZT

SRIOEBES Y RI LIE. TREBZ B2 0BNHEHY . ESOT— b -
T =N T T HHLDES 2D SO THEET I2EEE T o7, BNEIET —
A TOHMEK, MFEE. FEZEPTLTH o722, MATEES—RTHREE
OHLESNMS L. SBROBHOILP D IJHfFE2ArE2 b0 -7, —5T.
7= MEFREOSMD DL, T— T —hA T2 T2, BB 10O0EHE
& U7z,

KE, #HE, Y, HRPST7— -7 —HN4 TOHMRE LT, WEE. 7T—
FERL, Falb—F BNV E, FEORAPLCHEICOVTHEMRT S,
NETIRAVWEESEEZRMTELEEITVS, LPALAESS. HAIKDOWVT
3 T—=HA TR OVTORMEDSZIEICIE > 7= LA REEOHIRS & -
2Z&T T—b - FaV T bOT—HATEVD, BEEITEOT —HA T D
ERICOWTIREREEDIETICES D 522 ENREETH D,

S Y RY T LR EOFHEM, RROFE—HE LT, FEOT—hAT
RO S N, THHNB T EICE> T RO F Y b T — 7 OulREREICD
BB EREFLIZV,

FEFEANGENEANT — &Y A T 4 WIFEE > ¥ —

62



77— bEIEGER

SHROAARY NORECEECSEIC. TUr—NBlZEY VRS VLBNE 79 BICERH L. 38 ELVEBDIHAZWEEEX LR,

TEA 5% 104X 3%

3]

R

B3 SR (—mire)

O=iMiE HEOMW BB ERHMB I ENTES,
@7 —HNATILDOVTHERI EHSZRRALL
@ BNDORWBHZHBIBE LT > TRM ST

@7 —HNA7ICaV TV A MeHEAL Z L ICI3EEM
2o "FRDI=D" OFMSSHREGERHA TS BEH
M- T, & - BESINBIAE TRV,

@7 — 7 —HATRFRLEEDTREL, 7—hHA

TZZDRI VT = REFMGEDLSRVEDTH S,

EREENANADMLAIRLS.

OKZLEEKFVITZAMNDM—IEo1DT, £ &I
YTFERBCLTERD > 12D TII,

O VRYVLDEE, FER. WER. WHENEZS
SLLEGHHICHALTELR B LBERD S
ORRABICRKBREN. FFOH5FRLTWVE

EDERELST,
O 7+ ME, EfFLERL




P+ARCHIVE DEE(CDWT

P+ARCHIVE 3 THilsf - 2 E@H3T7— b~ [CEALDOHIHRNZE, BREMNERNEZTS> LN
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The Activities of P+ARCHIVE

P+ARCHIVE was initiated in 2010 with the purpose of forming a platform for community
and socially engaged art, where researchers, students and the general public are able to gather
information on such projects, with a range of archive facilities, combined with support towards
the professional development of those involved in related documentation and archiving
processes.

The archive center based in Tokyo's Chiyoda ward, provides a wide range of books and
documents concerning various socially engaged art projects which have been realized from
the 1980's up to the present day. In addition a series of lectures and workshops are held on a
regular basis, seeking out the approaches to the archiving of art projects in the encouragement
of professional development. Furthermore a guide book is being published with the purpose of
informing audiences of the actual methods of collating and preserving the legacy of art projects
which are currently being realized, along with the provision of a web data base in which docu-
ments in the archive and domestic art projects can be searched.

The P in the title of this initiative stands for "PUBLIC", "PROCESS" and "PEOPLE". This is
because we believe in highly socially engaged art programs it is not just the final art work but
the context and process of creation which is important, while also acknowledging the need for
the promotion of archiving documentary materials, along with their shared provision for many
different people to draw upon.

P+ARCHIVE aims to create a platform centering upon the collation of these valuable resources
while also providing a place for interested parties to gather in discussion upon these issues.
P+ARCHIVE aims to create a platform centering upon the collation of these valuable resources
while also providing a place for interested parties to gather in discussion upon these issues.
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