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The Fondation d’entreprise Hermés is pleased to present
“Visitors,” an exhibition of the work of Christian Hidaka and
Takeshi Murata, both of whom are artists that take a strong
interest in the interweaving of reality and fiction in art.

As their names suggest, Hidaka and Murata are of Japanese
descent, but they grew up in the linguistic and cultural
environments of the UK and the US respectively. Their gazes
are those of visitors with a degree of distance from the
Japan-centric cultural and linguistic approach of those of us
who live here, and thus transform our own viewpoints into those
of visitors to their unique worlds.

Through his paintings, Hidaka continually references the
theater and its architecture, as well as the history of Western
art. In this exhibition Hidaka takes viewers on a mysterious
journey transcending time and space, like theatrical dramas
unfolding in parallel, in which the harlequins of Pablo Picasso,
the detailing of Fra Angelico, the frames of Carlo Scarpa, and
the diagrams of Joshua Kirby are reiterated within symmetrical
divided spaces.

Meanwhile, Murata has been pursuing his own unique mode
of realism in video and three-dimensional works, primarily
using digital media. Murata’s interest in Web 3.0, brought
about by technological innovations such as NFTs, led him
to create a video piece for this exhibition featuring Larry,
a basketball-playing dog, also a virtual self-portrait of Murata
that exists only in digital virtual space.

The worlds created by both Hidaka and Murata are both
hybrids, running parallel to the world around us, yet deftly
employing the fictionality we seek in art so as to beckon us into
different dimensions of reality.
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Biography

1977 FEERFHBEFN RE AV FYEZRRITERD HLWIRBERLAOERRELT. BB DEMHARLT
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3£ D E 7B E IZ[ Tambour ancien] (Michel Rein Paris, 7¥Y) 20214 ) [Set for Four Players, a Sundial
andaBear (77T -HFLHED2ARE) | (F¥5U—-T77E 7. Fa1—Yvk 2021%), [Unhooked
a Star] Qv —< =7 EZEREMNE,. 7H LR 2018%F), Mudam(L 7> 7o) (CNAP(/SU) 41 R F
TVEME (T ALY LL)BEIERPREINTVS,

Born in 1977 in Noda (Japan). Lives and works in London (UK). His complex mental landscapes are
animated by an intimate associative logic through which disparate temporalities and spatial structures
collide in the quest for new pictorial forms. In recent work, Hidaka develops both in the realm of picture
planes and beyond the physical margins of the pictorial frame when executing wall paintings with a fusion
of two cultural traditions merged together in what the artist calls an “Eurasian” mode of crafting images:
a hybrid spatial structure combining the chiaroscuro technique of Western tradition with the oblique
perspective of Asian art. His work is part of the collections such as Mudam (Luxembourg), Centre
National des Arts Plastiques (Paris), the Israel Museum (Jerusalem).

Selected Solo Exhibitions

2021 “Tambour ancien,” Michel Rein Paris, Paris, France
“Set for Four Players, a Sundial and a Bear” with Raphaél Zarka, Galerie Fabian Lang, Zurich,
Switzerland
“Siparium,” Michel Rein Brussels, Brussels, Belgium
“Peter’s Proscenium” with Raphaél Zarka, Koffler Centre of the Arts, Toronto, Canada
“Unhooked a Star,” MNAC, Bucharest, Romania
“La famille SCHOENFLIES" with Raphaél Zarka, Instants Chavirés, Montreuil, France
“Desert Stage,” CAC Le Grand Café, Saint-Nazaire, France
“Meeting House,” CAC - la synagogue de Delme, Delme, France

Selected Group Exhibitions

2022  “VARIA Une approche subjective de la création contemporaine,” CAC Meymac, France
“Apres Monet,” Le MAT, Centre d’Art Contemporain du Pays d’Ancenis, Montrelais, France

2021 “Spring,” Fondation Thalie, Brussels, Belgium

2020 “Water Always Moves On,” Almine Rech, Brussels, Belgium

2019 “Une Journée avec Marie Vassilieff,” Maison d'Art Bernard Anthonioz, Nogent-sur-Marne, France
“Chinese Whispers, Recent Art from the Sigg Collection,” MAK, Vienna, Austria

2018 “Naturel Pas Naturel,” Le Palais Fesch, Musée des Beaux Arts, Corse, France

2017 “Flatland / Abstractions Narratives #2,” Mudam, Luxembourg
“Museum of Together,” Spiral Garden, Tokyo, Japan
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EGRYRF | List of works

1

LY L(NysFaYT)
Siparium

2020

FRRISHE T T

Oil tempera on linen

178 x 255 cm

Collection Nouveau Musée National de
Monaco
Courtesy of Michel Rein, Paris/ Brussels

[p.C8, p.C13]

2

70-70HRVFEDL

Flora’s Singers

2022

AR 7 <7

Oil tempera on linen

104x71cm

Courtesy of Galerie Fabian Lang, Zurich
[p-C9]

w

F7rYzYa-F7
Angelico Door
2021
i b b
Oil tempera on linen
212x105.5cm

Private collection:
Veronika Mailander Zelger and Martin Zelger
Courtesy of Galerie Fabian Lang, Zurich

[p.CY]

4
JIRFTVFT
Venetian Door
2021

B SRE T RT
Oil tempera on linen
212x135.5cm

YUANART COLLECTION
Courtesy of Galerie Fabian Lang, Zurich

[p.C4,p.C7]

5

DY F (h=—FV)

Sipario

2022

KYT7 590 RTHETVRT

Oil tempera on polyflax
45x45cm

Courtesy of Galerie Fabian Lang, Zurich
[p.CE]

6
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The Conjuror
2020

R SR T )T
Oil tempera on linen
195x130cm

Private collection: Sylvianne Nellens

[p.C10, p.C12]

7

RANISDT T b
Plato in Scarpa
2022
AR T Y R7
Oil tempera on linen
60.5x43cm

Courtesy of Michel Rein, Paris/ Brussels

[p.C6, p.C10, p.C11]

8

FRETV

Conjuror V

2022

R ST R T

Oil tempera on linen

195x130cm

Courtesy of Michel Rein, Paris/ Brussels
[p.C17]

9

Ky T=N-Trovy (HROKER)
Tambour Ancien

2021

R ISR T T

Oil tempera on linen

251x178.5¢cm

Courtesy of Michel Rein, Paris/ Brussels
[p.C14]

10

YA— =y F(RANIS/ Fry-T)
Wall Niche (Scarpa/ De Caus)
2021

FRARISHET R

Oil tempera on linen

212x135.5¢cm

Courtesy of Michel Rein, Paris/ Brussels

[p.C15]

11
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Sleeping Figure with Kirby
2020

B ISR T R T

Oil tempera on linen

50 x 65 cm

Courtesy of Michel Rein, Paris/ Brussels

[p.C10, p.C18]

12

HOZIEDANDEK

Figure by a Forest

2022

FRRISHE T RF

Oil tempera on linen

81x60cm

Courtesy of Galerie Fabian Lang, Zurich

[p.C21, p.C24]
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FERICEDRZT 1
Study by the artist

13

POE L))

Brion (elbow)

2022

KYT7 T39I RTHETVRT
Oil tempera on polyflax
290x40.5cm

Collection of Michel Rein, Paris/ Brussels
[p.C13, p.C16, p.C25]

14

h—E—-JrYr—3v
Kirby Variation

2022

ISR T Y RT

Oil tempera on linen

151x90cm

Courtesy of Galerie Fabian Lang, Zurich

[p.C22, pT30]

15

EdcetioYak-gid

Woman with an Umbrella
2022

ISR TV RT

Oil tempera on linen
203.5x143.5cm

Courtesy of Galerie Fabian Lang, Zurich

[p.C3, p.C23]

16

EIBERELFEE
Absentee with Crown
2022

WA ISR T )T

Oil tempera on linen
53x37.5cm

Courtesy of Michel Rein, Paris/ Brussels

[p.C32]

17
FN=Fv-oayY
Brunian Clock
2022
MDFISHET Y RT
Oil tempera on MDF
45 x 45 cm

Private collection

[cover, p.C24]

18

EE(THy IR -L—Y)
Untitled (Fox Moon)

2022

RUT 5y o RSHET Y RT

Oil tempera on polyflax

48 x 88 cm

Courtesy of Galerie Fabian Lang, Zurich

[p.C25, p.C33]
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JYRFrr EXH I REZBLU T BIBCEE BEED
BEEANDSBESHMELEHEZRITTOEI IS,
NEFY Y Z0BREPEMADEUER I EFTE P&
FHRZEMBRE Vo B R AR 72 1T ok K BRIEH
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(AR LA R AR E P HET IR BRI AR
EAMFREOYHITTEXLS,
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GEILER) .75 -7V aADT4TF—IL AHILE-RAL
NROTL—L. PavaT h—E—DRAT I FLEED
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EFNZEBEARELCERORREZFHELE-—ED
EREHIELELT.
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(2020,p.C12) (FSEF V) (2022.p.C17) A HYVET,
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EFELE.ZOFLDAPOETILIE, A—AY/NDEER
IC&B19ERBKRDEZEDNDEEALEMBESIALTWET,
MO NLDOBHEICIE, BADERILONENRIESH
LANDTE. A—AYSANOERLMLHIATLET, A
RBREEOREZ . BICEZZBDOTRAELEZMPBED
BHRIHERZDOLLTHBESELVWERVELEL KRG

EHYBRTHAVLEINF—FIDREEE T ITAZAD
(ERvaANEB)ESRBLEAZEZEL. Z2ICE(Pal
K=/ )TN—/ OWENOZMZERAEINATWET,
BFRILFY Y RAD T RFTOHLDT ARSIV H D
PoTELAZYAN BT FTF5-I5VR5EBLTLE
Y RBIED TN T EZEZTE->TW DT,

RS: (gv7—n-7rorr(HROKE)) (2021,
pCLM)ICPVWTRVET, CZTEARICHE>TWERT
Y=L O EELHBALNRERTEBAYOVLEYT
FTH AR BEZORFEEITVEOTLLID,

CH: ZofERIE (27309 4)(2020,p.C8) DT 1T —
NERBIELHOTTEOREBLNIY—%2FALER
ICFehFLz FIv—Id, LV RERABHERICEE
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FRINTWET  EHY D[/ —FIICEIGT S
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LTWZeh b ) ELI BiENOREZEN. ZLTT R
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ENY OER(1905-1917) N & ZDOKRE DB B 1L, B
TEDEF—7 LT RDERICE>THRE IR TRRE
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TEoABI(ZYy 7= - Trovy (HEROKE))IC
BANTUWET, ChIIXFEBY 75V REGOERE
THY EBEEDTT,
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ZBIETRBVTLEID . T—RFEWVWSEEIIDLE
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BHIEONZEVSDR ABTHEZZE~NDKRELE
BRELBOVET, RANLNE AEICZORES ICHKRAT T
#LT<NFELT,
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RS: RANNETVAVEME OB REEL%
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HoTWAERLEL I . HhBRF-DERTSRINT
WANAT Uy FREZ SR -EEE. Ty T
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(FUF>(F))(2022.p.C16) IF. LIFVR . ZDHT,
BEEIZBLELTWALSICRRET,

CH: ZhiE. 7VA ERTHR-EEEZLEICHIELE
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ZBILT EMOBMEZNLOEEUOITELE,
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Through his paintings, Christian Hidaka continually
references the theater and its architecture, as well as
the history of Western art. In particular, his reverence
for Renaissance thought and art has led him not only to
focus on scientific techniques such as perspective and
the geometric rendering of space, but also to explore
their relationship to ancient philosophical systems such
as the Art of Memory and Cabala. In recent years Hidaka
has developed parallels between painting and theater
into a nested trompe I'oeil structure, revealing a bizarre
cosmos in which diverse elements of East and West,
ancient and modern coexist. Hidaka constructs
mysterious realms transcending time and space which
fuse diverse techniques, such as chiaroscuro and
oblique perspective, from different eras and regions, in
what the artist describes as “Eurasian painting.”

In this exhibition, the gallery space itself is interpreted
as a painting, with wall-hung paintings and murals
seamlessly connected. A series of works, characterized
by variability of viewpoint and the physical experience
of making one’s way through them, have been created
by repeatedly layering motifs such as the harlequins of
Pablo Picasso, the detailing of Fra Angelico, the
multiple frames of Carlo Scarpa, and the diagrams of

Joshua Kirby.
Reiko Setsuda, Curator

Q & A with Christian Hidaka

Reiko Setsuda (RS): Can you tell us about your
connection with Japan?

Christian Hidaka (CH): | was born in Noda, Chiba
Prefecture, to an English father and a Japanese mother.
Then we moved to Hong Kong before coming to the UK.
| grew up in West Sussex and am now living in London.
My birth name is Christian Ward, but in 2010 | began
using the surname Hidaka, which was my mother’s
maiden name. For me, the issue of identity is important.
| spent several months in Japan to explore my roots, but
it turned out to be more complex and challenging than
my knowledge of the facts had led me to expect.

RS: We discussed various aspects of the exhibition title
“Visitors.” We took art-historical references and the
concept of “Eurasian painting” as a starting point, and
the conversation centered around the emphasis created
by the exhibition structure, specifically the idea of the
threshold and the significance of crossing it. Now,
within the theatrical structure there are works, namely
The Conjuror (2020, p.C12) and Conjuror V (2022,
p.C17), depicting what appear to be a Japanese woman.
What might be the intentions behind these works?

CH: I have been interested in old photographs of Japan
as much as for what they say about the European gaze

and the beginning of modernity in Japan, as about
Japan itself. Take, for example, the head of a geisha
taken from an early photo by a European photographer
in the late 19th century. | wanted to restore the geisha's
role as a performer, not as one in service to a client
but to art and the history of ideas. | have clothed her in
a costume from Parade. She holds discs which reference
Matisse's The Moroccans and which | have decorated
with Giordano Bruno’s geometric seals. Her hat is from
Renaissance Venice, worn by the Jews who had come
from Spain, bringing with them the Cabala, which
migrated into the Renaissance via Pico della Mirandola.

RS: I'd like to ask you about Tambour Ancien (2021,
p.C14). The main figure, a drummer, stands out as one
of your most vividly portrayed figures. Can you speak
about why he is carrying a drum?

CH: This figure is developed from a detail within
Siparium (2020, p.C8). | have coalesced the view of the
garden and the drummer into the same composition.
| use the drummer as an analogy for the repetitive
practice of painting as a means of reaching a more
profound mental space. Except that this world is totally
silent. | have referenced the arabesques on the costume
of the acrobat in Picasso’s Parade because this acrobat
leaps from star to star, and for me these stars are akin to
constellations of references. The drum appears in
Picasso’s Rose Period works and then on the curtain in
Parade in 1917. | have often wondered where this drum
came from, and with the help of a friend, who is a
Picasso/Apollinaire specialist, found an actual example
on a French auction website. I'd spent some time
looking at images of drums like this from Napoleonic
times, which had been repurposed by Saltimbanques in
order to attract audiences to their street performances.
So, this migration of the drum from the battlefield to
street theater, and then into the poems of Apollinaire
and Picasso’s works, which bookend the beginning and
end of Cubism (1905-1917), has a very special and
magical meaning for my work as a temporospatial motif.
The drum which | bought at the auction is depicted in
Tambour Ancien. It was quite literally an instrument and
witness of the French Revolution.

RS: Within a mechanism that revisits works of art from
different historical eras alongside characters on a stage,
what is the position of exhibition visitors?

CH 1 think because the exhibition deals with the idea of
illusion, the idea of constructed worlds is very pertinent.
The visitor is in a sense like a ghost in this world,
because this world is completely non-existent — it has
to do with this sort of invisibility because these worlds
did not exist before they were made. | mean, they're just
coming into being due to the exhibition itself. | suppose
this enables visitors to return to the idea of the
provisionary. Using the word ghost may be a bit strong,
but a ghost in the sense of an anonymous, fleeting
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presence, and one that the viewer enacts. They're not
here to shop, they're not here to eat. They're here to look
and just be present.

RS: In the structure of the current exhibition, doors,
windows, and apertures are deployed effectively as
thresholds. In addition to life-sized door pieces such as
Angelico Door (2021, p.C9) and Venetian Door (2021,
p.C4), the framing using Scarpa's ziggurat motif also
feeds into the overall composition. In what ways did
Scarpa inspire and inform this exhibition?

CH: | went to visit the Brion tomb near Venice last year.
I never had such an intense and poignant experience of
architecture before. It was a cemetery that Scarpa
designed for the Brion family. It was a very strange
feeling because he seemed to take us somewhere else.
It was very metaphysical, a doorway to another
unknown place. And this is really a great tribute to being
human, | think, to be given that awareness, which is
essentially something invisible, where we will all go one
day. Scarpa really flavoured the exhibition.

| used ziggurats, his trademark motif, which essentially
feels anonymous, as a framework. There's nothing
stylistic about it. It has an objectivity, and it's a very
useful device, which he uses in many incredible ways.
It's very geometric, it's regular, and it makes very nice
shadows, and it's also modernist. | wanted to find
a frame that was related more to the 20th century which
could take my work in a different direction.

RS: It is said that Scarpa referenced the stages of Noh
theater when he created the Brion tomb. Perhaps that's
why the cemetery’s spatial structure seems to serve to
give it a geometric and Japanesque dimension. Also,
the hybrid of a pagan temple and a quasi-stage and the
frontality of the Temple of Clitumnus, referenced in your
work, introduced a different perspective. At the same
time, Brion (Elbow) (2022, p.C16), depicted at life-size,
seems to exude an air of otherness within this context.

CH: This was made after a photo | took at Brion. This
part of the body becomes an abstract fragment and
situates itself between us in the “real” world and the
endless blackness of beyond. I've been interested in the
idea of extending painting beyond its normal confines
by using different ideas of the frame. Here I've taken
Scarpa’s long vertical window from the chapel at Brion
to make an extremely tall painting which sits on the floor
and has a 1:1 scale to our bodies.

RS: Regarding the relationship between art and reality,
Takeshi Murata emphasized fluidity, highlighting the
properties of movement itself rather than the contents
of images. With digital and video worlds now seamlessly
joined to the physical world, how do we connect with
reality in paintings and in spaces such as theater
stages?

Cc31

CH: | spent a long time in the southwest of France
studying the 10,000- and 20,000-year-old painted
caves there. And it struck me how these spaces were
made with a visual narrative that takes into account the
visitor moving through the space. The way the images
bear on the position of the viewer is not accidental, and
there's nothing planned about it. It's very spontaneous.
And | took something from this experience that has
developed into making murals, which take that pure
sense of moving through space and images, and talk to
you. | think this relates to the animals as well. As
humans we project our humanity onto animals.
Animals look back at us and we don't know what they're
thinking, but we might guess. But they still have this
power in our imagination that | felt in the caves. | mean,
you go in those caves and the bison, their eyes are all
staring at you as you walk through the cave. You're being
watched. And because of that, the gaze is deeply
connected to the experience of moving through the
caves.

RS: It's an intriguing observation, that cave paintings
were already projecting perspectives of movement and
not just relationships between seer and seen. So, are
these relationships maintained in the dimension that we
call virtual reality?

CH: Ultimately, the idea of virtual reality will not be
true until it replaces reality completely, and the idea
of it being like this or like that. But there have to be
the tensions that exist in life that make us human for
the virtual to be another reality.

| thought this would make an interesting object because
painting is rooted in our need to externalize things. We
still need to communicate through images. So | feel that
unless virtual reality can be seamless, virtual reality is
not going to be true virtual reality. It's just going to be
another mode of existing in a fantasy.

But the true idea of another reality would include
the tensions that make reality — not just satisfy
our narcissistic needs. It's about connections and
arguments and love, and so on. | think reality is much
more complicated — it has to do with being late for
work, being early for something else, and the qualia
involved in these banal minutiae which our lives are built
on. Well, | always imagined maybe there would be
painting in virtual reality, because it would become
reality again. And that is a symbol of being human. We
need to externalize. Otherwise, what are we?
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EEQERMEEIC, [Living Room] (ILARAK, TR, 2017%) . [Infinite Doors](Empty Gallery, &,
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Born in 1974 in Chicago. Lives and works in Los Angeles (USA). A pioneer of glitch art—a visual effect
realised by manipulating digital errors which occur during video compression. CGl is an instrument for
Murata to meditate on the process of image-making and digital afterlife (i.e. giving form and movement to
images to keep them alive digitally after their death), and pursues his own unique realism using various
digital mediums and techniques, from animation, video, CGI to NFT. His work is part of the collections
such as SFMOMA (San Francisco), DESTE Foundation for Contemporary Art (Athens), Museum of
Contemporary Art North Miami, the Hirshhorn Museum and Sculpture Garden (Washington D.C.), and
the Smithsonian American Art Museum (Washington D.C.).

Selected Solo Exhibitions

2017  “Living Room,” YAMAMOTO GENDAI, Tokyo, Japan
“Infinite Doors,” Empty Gallery, Hong Kong

2016 “Second Nature,” Kasia Michalski, Warsaw, Poland

2015 “Takeshi Murata,” Halsey McKay Gallery, East Hampton, New York, USA
“Takeshi Murata,” Kunsthall Stavanger, Stavanger, Norway

2014 “OM Rider,” Salon 94, New York, USA

2013  “Takeshi Murata: Midnight,” Ratio 3, San Francisco, USA
“Takeshi Murata: Mortality,” Museum of Arts and Design, New York, USA

Selected Group Exhibitions

2020 “Monster,” Svetlana, New York, USA
2019 “Dracula’'s Wedding,” RODEO, London, UK
“Post Analog Studio,” The Hole NYC, New York, USA
2017  “Broken Language,” Shulamit Nazarian, Los Angeles, USA
“After Us,” chi K11 art museum, Shanghai, China
6 “AtHome,"” Launch F18, New York, USA
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Pigment print

62 x84.3 cm (§8% /framed)
Edition 1 of 3, AP. 1

Courtesy of ANOMALY
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Golden Banana
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Pigment print

79.4x109.8 cm (48% framed)
AP. 2
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Larry Cove

2021

Edition of 1
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Larry Dunks

2021

Edition of 1

Sound by DJ TacoFiesta
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Air Larry

2021

Edition of 1

Sound by DJ TacoFiesta
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Donuts

2018
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Digital video
Silent; Continuous loop

Edition of 5, AP. 2
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Cuckoo Clock

2017
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Pigment print

106.4 x 78.5 cm (%A% /framed)
Edition of 3, AP. 2
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2017
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Pigment print
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Edition 1 of 3, AP. 2

Courtesy of ANOMALY
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Pigment print
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Edition of 3, AP. 2
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2012
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Pigment print
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Edition 1 of 3, AP. 2
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Bullseye

2012
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Pigment print

151.2 x 122.1 cm (¥% /framed)
Edition 3 of 3, AP. 2

Private collection
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Screen 2: Larry Dunks, Larry Loop #7, 8,9 162.5x56 x56 cm Digital video ;
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Takeshi Murata has primarily worked with digital media
to pursue a unique mode of realism in his videos and
three-dimensional works. For Murata, reality shifts
fluidly in a manner akin to CGI “dissolves,” and is
characterized by decay, dissolution, disappearance, and
superimposition. In his computer-generated images
derived from early animation techniques such as
zoetropes, or from online DIY tutorials, human-made
objects exude a subtle weariness while cloaking
themselves in classical motifs. For this exhibition,
inspired by the metaverse currently emerging through
cutting-edge technologies like Web 3.0 and NFTs,
Murata has created a video featuring a dog named Larry
playing basketball. While Larry, rendered with a fluid
simulator, appears sculptural, the image is also a virtual
self-portrait of Murata that exists only in the metaverse.

Reiko Setsuda, Curator

Q & A with Takeshi Murata

Reiko Setsuda (RS): Takeshi-san, you have a Japanese
name. What is your connection with Japan?

Takeshi Murata (TM): My father is Japanese and my
mother is American. My father moved to the US to study
architecture when he was eighteen and met my mother
at university, where she was also an architecture
student. My grandfather, Masachika Murata, was an
architect too, and he designed a stadium in Komazawa
Olympic Park in Japan. Because my grandfather had his
own firm in Tokyo, he encouraged my father to establish
himself independently in the US.

| was born in Chicago in 1974, | have a sister who is a
year younger, and we grew up in Denver, where my father
opened his own firm.

| visited Japan twice as a child to meet relatives, and I've
visited several times as an artist, but unfortunately I've
never lived there. My mother doesn't speak Japanese,
and there was little exposure to the language at home.
My grandparents were fluent in English too, so our
conversations were in English.

RS: The title of this exhibition, Visitors, is open to
multiple interpretations. In bureaucratic terms, there is a
“Visitor" status when one enters a country. Inthat sense,
your personal story also relates more broadly to the
multigenerational overseas migration of Japanese
people. How do you feel when you visit Japan? Although
you've had a Japanese name since birth, do you feel that
the US is home?

TM: I feel | have an intriguing relationship with Japan. It's
evident from my name that I'm connected to Japan and
have Japanese heritage. However, having grown up
entirely in the US, | couldn't grasp the more subtle
aspects of Japanese culture very well, and | always felt

wholly American. | currently live in Los Angeles, where
being biracial or being a second-, third-, or
fourth-generation person of Japanese descent is quite
common. However, growing up in the mountains more
than an hour to the west of Denver, Colorado, | was the
only half-Japanese kid and in fact the only Asian of my
age in my community.

| remember a sense of cognitive dissonance during my
second trip to Japan in sixth grade, feeling like | was
seen as Japanese in America, but seen as American in
Japan. Reflecting on it as an adult, | think the sensation
of being seen as a visitor in both places imbued my
younger self with a unique and somewhat perplexed
worldview.

RS: Your works contain many quotations and references.
There are direct references to American culture, such as
the hero Popeye in the still life series I, Popeye (2010,
pp.T20-T21), and a poster for a film by director Gerard
Damiano in Deep Blue (2012, p.T22). Your sources also
extend to classical still life and Surrealism. What sort of
worldview underlies the time indicated in Cuckoo Clock
(2017, cover) or the imagery in Eagle (2017, pT3)?

TM: Both are reflections of American reality and the
times we live in. Eagle was inspired by a scene from
Cormac McCarthy's dystopian novel The Road (2006).
The story centers on a father and son wandering in
a post-apocalyptic near-future landscape. | drew
inspiration from a memorable scene in the book. To
quote the scene:
The clocks stopped at 1:17. A long shear of light and
then a series of low concussions. He got up and went
to the window. What is it? she said. He didnt answer.
He went into the bathroom and threw the lightswitch
but the power was already gone. A dull rose glow in
the windowglass. He dropped to one knee and raised
the lever to stop the tub and then turned on both taps
as far as they would go. She was standing in the
doorway in her nightwear, clutching the jamb,
cradling her belly in one hand. What is is? she said.
What is happening?
| dont know.
Why are you taking a bath?
I'm not.
| made Eagle when the Trump administration came to
power. No one could have believed that the violence
symbolized by the eagle, an emblem of America, would
materialize in the real world in that way. It was a moment
when something out of sci-fi became reality.

RS: You're currently working with NFTs in virtual spaces,
and you're making a series featuring Larry (pp.T4-T11),
your personal icon. Nowadays, people often
communicate online using avatars to represent
themselves. What characteristics do you see in
metaverse interactions, or in visitors to virtual worlds?

TM: I love creating digital art, or works without a physical
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basis. I'm also fond of the cultural convergences opened
up by the world of NFTs. Many artists, collectors, writers,
and critics interacting in this world use pseudonyms or
aliases. Their real-life locations, genders, and ethnicities
are often unknown, and they are not bound by traditional
norms. The use of cryptocurrencies not connected
to central banks is also important. A key characteristic
of NFTs is that they exist only in the metaverse, but
are collected and valued just like real-world items.
In the Larry project, this invisibility is reflected
in a manga-style format. | render the familiar form
of a dog and the action of playing basketball with a fluid
simulator that has a real-life touch, time becomes
ambiguous, and the work becomes something akin to
an abstract sculpture.

| have career and a name in the traditional art world that
| can't just abandon, so unfortunately, | can't revert to
anonymity. But if | were young and just starting out,
| would definitely be anonymous. Now, that's something
I'll have to leave up to Larry.

RS: Your belief in the fluidity of reality seems to be clearly
reflected in your video series including the new work
featuring Larry. Does this relate to your practice of
creating time-based works?

TM: The images would remain abstract, but the
movement would be fluid. This relates to the fact that
while the movement in and of itself is rooted in
representation, it also represents something else.

| think it's the in these especially in this time based, It
relates to time passing, to our perception of time, and to
our mnemonic cognition of fleeting moments.

It involves remembering something that happened
a year ago as if it was a decade ago, and the way such
things become fluid in their own way. The past can also
be brought into the present, and that can be a very fluid
experience. It's like what gives us life. We are fluid, you
know. We're mostly water, mostly fluid.

RS: Does the rapid advancement of technology influence
your interpretations of reality?

TM: | have an 11-year-old daughter, and when | observe
the relationship people her age have with technology, it's
very fluid. When she looks at things, she perceives them
as if they are items in a video game, and plays with them
with a sense of value like when one purchases things in
a store. When | ask her what she wants for her birthday,
she says she wants something from this or that game.
She'll ask for a hat in the game, not a real hat, but a hat
for her character... I'm still not used to this sensibility, it
gives me a strange feeling. The evolution of technology
is so rapid that no one can grasp everything anymore, yet
we're shaping our reality based on these technologies.
Perhaps I'm reflecting this situation’s high degree of
plasticity through CGl technology in my videos.

RS: Finally, I'd like to ask about the role of music. You
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incorporate music into your video pieces, but how would
you describe the way music relates to your works?

TM: Music and sound in general is very primary
inspiration for my work, | think possibly because they are
somewhat separate and unrelated. When | hear things,
they bring up visuals in my mind, and this process is
distinct from what occurs when | see or look at
something inspiring.

Sound is much more immediate, like if you hear
something that’s about to attack you inside a cave, you
have an immediate reaction. There's a sense of sound
being more directly tied to emotion, and | try to convey
that in my visuals as well. Different aspects of sound
allow me to collaborate in different ways.

Now, let’s listen to “Strangers” by The Kinks :)

T

“Strangers” The Kinks

Where are you going? | don't mind

I've killed my world and I've killed my time
So where do | go? What will | see?

| see many people coming after me

So where are you going to? | don’'t mind
If 1 live too long, I'm afraid I'l die

So | will follow you wherever you go

If your offered hand's still open to me

Strangers on this road we are on
We are not two, we are one

So you've been where I've just come

From the land that brings losers on

So we will share this road we walk

And mind our mouths and beware our talk

Till peace we find, tell you what I'll do

All the things that | own, | will share with you
And if | feel tomorrow like | feel today

We'll take what we want and give the rest away

Strangers on this road we are on
We are not two, we are one

Holy man and holy priest

This love of life makes me weak at my knees
And when we get there, make your play

'Cause soon, | feel, you're gonna carry us away
In a promised lie you made us believe

For many men, there is so much grief

And my mind is proud, but it aches with rage
And if | live too long, I'm afraid I'll die

Strangers on this road we are on
We are not two, we are one
Strangers on this road we are on
We are not two, we are one
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2.5D travel

Clélia Zernik Professor, Ecole nationale supérieure des Beaux-Arts de Paris (Art Philosophy)

Having only recently emerged from pandemic-related travel restrictions, Ginza Maison
Hermeés's Le Forum now presents an exhibition called “Visitors.” Visitors does not refer to
strangers or spectators, but rather someone who visits, who is a guest, albeit a slightly
impromptu, unexpected guest, like those in The Devil's Envoys, a movie directed by Marcel
Carné (visitors who had in fact been sent by the Devil), or Jean-Marie Poiré’s The Visitors
(time travellers from the Middle Ages). Visitors do not experience tourists’ lack of
connection, but neither are they are entitled to the hospitality that must be shown to guests:
they are somewhere in-between—between unwelcome and welcome. One thing certain
about visitors is that they come from elsewhere, an elsewhere that doesn't seem to be in
continuity with our here and now. That is why visitors' visits are always a surprise, they
astonish us.

But who are they exactly? Who are these visitors? Is it us, who by visiting the Forum
Hermeés become for a fleeting moment visitors to this translucent spacecraft girdled by
Ginza's neon lights? Or rather is it the artists invited by curator Reiko Setsuda to leave
traces of their passage in the gallery? If Christian Hidaka and Takeshi Murata can be called
“visitors,” where do they really come from? What lands are they visiting us from? Christian
Hidaka was born in Noda, Japan, in 1977 and lives in London, while Takeshi Murata was
born in Chicago in 1974 and lives in Los Angeles. Arguably what makes them visitors is that
they are originally from Japan but grew up abroad, so in some respects they do come from
elsewhere, or they have returned—like the prodigal son, after a long absence—perhaps to
where they were no longer expected.

And this is the great audacity of the exhibition, which brings together two artists
connected to Japan who live abroad... simply because they live abroad. But is there not
something utterly indeterminable about living hither or thither in our post-pandemic world?
Did COVID not teach us the hard way how impossible it is to coexist in different places?

Upon starting the visit, the first thing we see is a photograph on glossy paper of an
eagle tearing the paper with its talons to reach us. We are troubled by the dual presence of
the glossy paper—both that of the real photo and that which the eagle tears—which
are identical (in a two-dimensional space there is no room to superimpose) while
simultaneously being different (paper cannot be torn and untorn at the same time!). So we
start the visit having experienced this disruption of space, a space that is ordinary and
familiar, but at the same time begins to unwind, stall, and malfunction. Moreover, the d-on
impact of the emerging eagle, which appears to swoop down onto us suggests that rather
than receiving a welcome address we are being warned of our arrival in a new sphere. And
it is indeed a new space, a new territory in which we find ourselves. Of course once again
everything initially seems familiar, be it the still-lifes or trompe-I'ceils, the references to
moonstruck pierrots and ageless harlequins, the advertising pictures or the cartoons of our
childhood (Popeye and his spinach), the large glass panes of the Hermeés building or the
adjoining streets that we can glimpse through the gallery’s openings... . But is there not
something disturbing, a troubling strangeness which means that, despite the familiarity,
something wavers and spins?

Initially what disconcerts us most is bringing together these two artists who seem
aesthetically very different; at first glance, their life abroad would appear to be the only thing
they have in common. On the one hand, Christian Hidaka takes inspiration essentially from
classical painting, renaissance buildings, and designs beloved of Picasso. On the other
hand, Takeshi Murata's influences are advertising, America, and new technology. The two
artists could not be more far removed. One is a trompe-I'ceil painter who employs Italianate

hues, and the other—enthralled by social networks and similar metaverses in acid pop
colors—manipulates computer images. What is the meaning of bringing them together in
the same exhibition here at the Hermes Forum, in a gallery which hovers like a space shuttle
above the hustle and bustle of Ginza? What if, rather than just commissioning a new
exhibition, this was an attempt at mental displacement, an actual scientific experiment aimed
at changing the world, NASA-like research to help us discover unexplored interstellar spaces,
a truly metaphysical breach touching the very core of our daily lives?

It would seem that between them, Christian Hidaka and Takeshi Murata embody
opposite sides of a chasm that has suddenly opened up. With his trompe-I'ceils that spread
across the gallery walls, Christian Hidaka pierces the space and rearranges it using oblique
perspective drawings. He starts with 2D and pushes its boundaries as far as possible to
create an effect of fictional depth, to a point where 2D becomes 3D. We are struck by these
red and black columns which mark the real space and create continuity with the painted
interstices from which an arm suddenly emerges, a dog stares at us, or a curtain flap seems
to move. Meanwhile the spaces illustrated in the paintings are in perfect continuity with the
architecture of the exhibition space. A clear continuity is achieved between the space in the
paintings and the gallery space. Strolling through the gallery, we become giddy as we move
between real and fictional space, constantly teetering between 2D and 3D.

In contrast, on the other side of the chasm Takeshi Murata dissolves real space, recasting
it in two dimensions. Projected onto giant screens, Larry the dog seems to lose substance at
dizzying speed—he goes from one to many, from solid to fluid, from airborne to
ground-bound. He loses his identity, becoming malleable and shapeshifting, he changes into
agorilla or adinosaur. Our first discernible disarray comes from duplication of the basketball
he plays with. Why is he playing with two balls? How do you play with two basketballs? But
immediately Larry duplicates himself, multiplying 3-, 4- or 10-fold, pixelating, melting and
collapsing like plasticine or dough, like sticky oil paint from a tube that's been badly mixed on
an artist's palette. Takeshi Murata turns the 3D world into faltering 2D, through multiplication,
fusion, projection, pixelation, volatilisation, explosion, he goes underneath representation. In
the time it takes to see the picture, we return to the original palette. In the Donuts video (2018,
pp-T14-T15), Takeshi Murata is indeed referring to our world, a world in which we go to the
shopping mall with our daughter and the dog. But 2D is now changing 3D; reality is disturbed
by pictorial effects, bodies lengthen and deform as they meander through the space, they
stretch and split, the seemingly familiar space breaks up, diffracting through the prism of a
kaleidoscope of images, the top and bottom become detached, elements lose gravity and
take flight, duplicating and blurring. A leg detaches from a walking body and columns cut
through the space.

Whereas Christian Hidaka uses painted columns to bring fictional and real space
together, Takeshi Murata, plays with video distortions (glitch art), using actual columns to
break up the real space and drag it to fictional space. Both artists are effectively on either side
of achasm: Christian Hidaka pulls 2D towards 3D, while Takeshi Murata pulls 3D towards 2D.
In each case we discover a unique space, an interspace, a 2.5D space. The chasm that
emerges in joint work, operated from either side by both artists brought together in an
unprecedented and visionary way by the curator, is a 2.5D chasm that opens up from within
our world and our lives, and splinters the familiar space in which we dwell. This metaphysical
experience—which makes us contemplate the face of this space between spaces—is at once
dizzying, innovative, and familiar. For did the worldwide pandemic, which for a time restricted
our movements, not accustom us to seeing this chasm in front of us, to seeing the space



break into a 2.5D universe, where happy hour went online, meetings took place in the
metaverse, and purchases became virtual?

Hence the feeling of both familiarity and strangeness that we experience when we view
the Visitors exhibition. It's as if we have landed in another space, with different coordinates,
alternative space-time variables, on an alien moon but yet without ever having left our own
planet, in perfect continuity with the elevator we have just used, the nearby streets, and the
other stores in Ginza. We know this other world well, it is the one in which we are immersed
when we browse the internet, look at glossy picture books, and view our computer screens.
It seems far away, but is very close, between the images and reality, in an in-between space
which the pandemic let us glimpse, in 2.5D.

The great audacity of this exhibition is to give a space, a place, to this in-betweenness,
deepening the breach and opening it. Of course we have become very adept and versatile;
we pass from image to reality, from 2D to 3D, from our colleague online to our child who
opens the door behind us, without dizziness or confusion. We move from one to the other,
but what is in between? What is between the computer image and the door that opens onto
our living space? Is it this still largely unexplored space that both of this exhibition’s artists
let us set eyes on and visit? If there are visitors, it is precisely because of a change in space
and time: we have arrived in the land of 2.5D. Both artists depict new, strange, and
uncomfortable variables in this country of the interval and the in-between. We can identify
some of them.

In the exhibition, Christian Hidaka's characters find themselves in several places at the
same time. They have the gift of omnipresence, coexisting in several locations at once. Thus
the drummer in Band Captain (2020) can be found identically in Siparium (2020, p.C8). And
although fictional and real spaces are connected, they segment again within this
omnipresence. An absence of unity is added to the absence of stability: Larry the dog
disappears and is regenerated with the fluidity of an animated phoenix. There is no constant
gravity. The world is fluid or rather in perpetual fusion, as if subjected to continuous
temperature changes.

The inhabitants of this new 2.5D planet are also devoid of identity and origin: while
Larry abruptly becomes a gorilla, Christian Hidaka's Pierrot suddenly takes on the
features of a geta-shod geisha. Christian Hidaka, furthermore, makes multiple references
to both Western and Eastern culture to create a space of his own, one of blending, and of
intervals between cultures. Pierrot and Harlequin become hybrids. In Conjuror V (2022,
p.C17), the model is based on an old geisha photo, but she wears a Venetian hat. She holds
discs inspired by Matisse's painting The Moroccans (1915-1916), while carrying a
Napoleonic-era drum that can be found in Picasso's Rose period. The character seems to
show several faces at the same time, to be gifted with the ability to shift shape or hybridise
to the extreme. More accurately, we could say that these unstable hybrid characters are
actors. They always present themselves to us face on, as if performing, or else only an arm
appears, as if in the wings. Christian Hidaka's visitors are actors, fiction-inhabited beings
who appear on our world stage, our real world.

For the Japanese, the expression ‘2.5D' almost immediately conjures up images of
musicals featuring cosplayers portraying popular manga characters. In addition to the
fanaticism that surrounds them, these 2.5D performances have the advantage of opening
up a breach into space, allowing another space to emerge: one that perhaps only fans can
see. In fact, such stage productions combine the 2D of manga with the 3D of theater, or
rather they amplify two-dimensional manga characters into flesh and blood beings. This

was already the case with comedia dell'arte, where popular and well-known fixed-type
characters were on stage. Through a subtle play on references and spaces, Christian
Hidaka amplifies this second dimension almost to a third dimension. This amplification
plays on the encounter and overlap of several perceptive processes: Western chiaroscuro is
countered by oblique Eastern perspectives. In Siparium—a thought-provoking reflection on
the history of theater and pictorial space—Christian Hidaka combines the flatness of the
Ancient Greek world with an inverted Roman perspective (the chequerboard that serves as
a stage does not have a vanishing point towards the back but rather towards the front, it
“falls” towards us) to create a space that the artist himself calls “Eurasian.” It is neither one
nor the other, rather in-between. It is a space that seems familiar not only to the Japanese
and Chinese, but also to Westerners. There is a precarious balance between intimate
familiarity and confusion caused by an unfamiliar strangeness. This 2.5 world seems both
the same and other.

A 2.5 world is a shapeable world, a space of in-betweenness, of play-acting,
theatricality, transformation, and metamorphosis. In Takeshi Murata’s work, this world is
soft, like a melting candle or molten tube, or like the 3D sphere Melter 3-D (2014,
pp.T12-T13) that melts under the stroboscopic effect of a zoetrope. A soft, liquid, and
ultimately elusive world. A world that is either too soft or too hard, which escapes and loses
all function. In Takeshi Murata's computer-generated still-lifes, the oft-found apples have
become metallic and inedible, or are sometimes replaced by the softer shapes of bananas,
themselves half touched by King Midas. It is an everyday world that escapes us, or that we
can no longer consume (just like Midas who nearly starved to death as all that he touched
turned to gold). The atmospheric perspective is too pronounced, and the most in-focus
shapes shift from eye-piercing clarity to an all-absorbing haziness. The music by DJ
TacoFiesta that accompanies Larry underlines this strange mobility, which is constantly
repeating and restarting. If everything repeats itself, it is precisely because time no longer
exists in this 2.5D world. It comes as no surprise to see indefinitely stopped clocks in
Christian Hidaka's paintings. Just like Dali's melting watches, time is no longer useful, so it
is no more. Likewise the mobile phone with a broken screen in one of Takeshi Murata's
still-lifes: in this world of intervals there is no more time.

This is how we can understand what country we are visiting from, and we realise that
the otherworldliness is total and complete. It is not an alien world of interstellar space, of
ever-further distances, of stars we see in the night sky even though they are already dead,
rather this is a space of hyper-closeness, of intervals, a space between image and reality,
between 2D and 3D, where time has stopped and no longer exists. This country is a country
that cannot be located on a globe or by using Google, but which is an inter-dimensional
space of interstices and ultra-thin. It is a journey in space, between spaces, between
dimensions. Once again we find the giddiness of disorientation — not because we are so far
away, but because we are so close. And if we are visitors to this intra-dimensional space, the
inhabitants of this land are also rather strange visitors: this pierrot/geisha, drum-beating
harlequin, phoenix-like Larry, or frozen eagle, all caught somewhere between 2D and 3D,
yet who have opened the door to us. All the characters who populate this new 2.5D country
are extra-terrestrials, or more precisely intra-terrestrials. Perhaps future travel may no
longer focus on far-distant, interstellar space, but will involve journeys to the centre of
space, this interspace whose contours take on those of the brain and the labyrinths of the
imagination. We need to believe in these intra-terrestrials, and in the poetry of 2.5D.



BREIVRF v X HRRT Y LFR
202251082108 (%) ~2023%1H31H (X)

[BER]
T TIAREH
KI5 D REXYVIIAR 74—F s

TILXAREAE

BER:AYT1T-70=T

FALIR— i A—F - RT3~

TRV bEE Pa)— TN/ —

7Pz bR =S — i T4 YT LT
AIa=y—vavEF  TFART—=vk

TIARD R AR

RERIGHERALR : FEE

A= —vayiBY NMRTLITFUL BHE—
Fal—&—: HHEILF

HME : BNER. HIHBF

%= : HIGURE17-15cas

[h4ns]

FT—bFaLovar B

REinS : EAEX

RE - hEE (BAREUSN) ARIENE ¥ (C3E.C25H. T4~T5H. T13H. T17H. T22~T23H)

$E:sLYT- BNy (T32~T35H)

BER : VYR 77— RF4—T X (EER:C30~C31H, T28~T298H). . ¥+ H U -t T-ZX<v— (R :C34~C37H),
AFRE(FIR:T32~T35H)

HIfE- R1T : TILXRME

ENRI : JIBENRIMRR &4t

MR

BiEE

REBBICHIY. ZALZTHN%EHY £ L TROBREQERICOLYEILRLEIFES, GRTRRE)
GUYRF Y bXH R LFR TV == RE Y BAKDIZATLATRZ YR Z7—F Ly P
Z7ETY T IV T TYR-Par)L b=2aF T 7\ UAB T EEHEE,
SNTLT VR FZLYRA T IAZH - RAFVE— BN H— v —T4 - EIH—

ANOMALY. > x5 8Y /T YaywiL Fv¥FU—-T7ET Y T, EFAFHEILEME.
YUANART COLLECTION, L'>#3

SREEXY VY ITIVAR 74—F L

T104-0061 HR#HRXIRES-4-1 8-9F
Tel. 03-3569-3300

BIRERSR T IL X REREEFE O H SR I TS,
SHA PR

Visitors By Christian Hidaka & Takeshi Murata
October 21st (Fri.), 2022-January 31st (Tue.), 2023

Exhibition:
Organized by Fondation d'entreprise Hermes
Venue: Ginza Maison Hermeés Le Forum

Fondation d'entreprise Hermes
President: Olivier Fournier

Director: Laurent Pejoux

Head of Projects: Julie Arnaud

Projects Manager: Victoria Le Guern
Head of Communications: Anais Koenig

Hermeés Japon Co., Itd.

President: Masao Ariga

Vice President Communication: Seiichi Kamei
Curator: Reiko Setsuda

Production: Aisa Arikawa, Hiroko Tanabe
Exhibition installation: HIGURE17-15cas

Publication:
Art Direction: SAI
Editorial Cooperation: Naomi Shibata
Photo: Atsushi Nakamichi / Nacésa & Partners Inc. (Except as noted),
Akihiro Itagaki / Nacasa & Partners Inc. (p.C3, p.C25, pp.T4-T5, p.T13, pT17, pp.T22-T23)
Text: Clélia Zernik (pp.C34-C37)
Translation from Japanese: Christopher Stephens (pp.C30-C31, pp.T28-T29)
Translation from French: Catharine Cellier-Smart (pp.C34-C37)
Translation from English: Akemi Ishii (pp.T32-T35)
Produced and Published by Fondation d'entreprise Hermes
Printed in Japan by Kawashima Printing Co., Itd.
© 2024 Fondation d'entreprise Hermes
All Rights Reserved.

Acknowledgements:

We would like to express our sincere gratitude to all of the following people

for their generous contributions in making this exhibition possible.

Christian Hidaka, Takeshi Murata, Anthony Bodin, Akira Taniguchi, DJ TacoFiesta, Christopher Rutledge,
Fabian Lang, Michel Rein, Alice Joubert-Nikolaev, Yuko Yamamoto, Yuka Watanabe,

Sylvianne Nellens, Veronika Mailander Zelger, Martin Zelger,

ANOMALY, Michel Rein, Paris/ Brussels, Galerie Fabian Lang, Nouveau Musée National de Monaco,
YUANART COLLECTION, Ratio 3

Ginza Maison Hermés Le Forum

8F / 9F, 5-4-1, Ginza, Chuo-ku, Tokyo 104-0061 LE

Tel. +81 (0)3-3569-3300 FO

Open daily during Ginza Maison Hermes' regular business hours - RU M



GINZA MAISON HERMES LE FORUM

FONDATION
D'ENTREPRISE
HERMES

-|-i






