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D.B. Why did you stay in Rome?

H.T.  Milan, I think
D.B. Oh, Milan, sorry

H.T. Because
Well, | was living in Italy
From 1972... oh no, 1962
Because... anyway, | was an assistant

D.B. Of Lucio Fontana?

H.T. Yeah, yeah

D.B. s it true that you did a work together?
H.T. Yes, yes

| made a canvas itself
| made it into a pattern painting
The type of painting | was working on around that time

And he just cut it
Swish!
Then it became our piece
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FROM MEMORY DRAW A MAP OF THE UNITED STATES

A collaborative project conceived by Hisachika Takahashi with 22 artists
1971-72

Rocio and Boris Hirmas Collection
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That day
Lone orange light

You leapt out the window and sank
Beyond the sea

In shattered glass pieces of you

Asleep under the vision
Candle burning into morning
To meet in dreams maybe

By now
A blazing bird of life

You pierce the darkness in your climb
Up the sky’s edge

Whorling wings enfolding the earth

At the window eyes closed
The hush lasts until tomorrow
To meet in dreams maybe

Jacob’s ladder breaches the clouds
Yvon’s floor drops into the ground

Would that it were you beckoning that day

Asleep under the vision
Candle burning into morning
To meet in dreams maybe
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{Ef Y Xk / List of works

BATHER / Yuki Okumura

p.3

pp.6-7

pp.20-23

pp.40-41

pp.42-47

BAEBICLIEENE
Hisachik i by Yuki Ok
2016

TLET) b

Lambda print

38 x 57 cm

Photo: Yuichiro Tamura

EEERESHD AT NIT LB A 21—
Who is Hisachika Takahashi: An interview by Danief Baumann
2015

HDY <74 1853100 —TB%
HD video, 18'10" looped

Camera: Yuichiro Tamura

12T DEEEE
Hisachika Takahashi in Israel
2016

BB ENSHINAANRE ([T RS TNDTIY 12 N=T | A 2T TIVEMERSAT, 1975 F &£4))
Partially erased cutout pages (from Rauschenberg in Israel, published by the Israel Museum, Jerusalem, 1975)

£16.6 x 22.8 cm, 244¢
16.6 x 22.8 cm each, 24 pieces

B@®OIALFTFT1

Choreography of Collaboration

2016

A2 IT TN TN TIVIEERICR AT b
Inkjet print mounted on aluminum

149 x 149.4 cm

Photo: Pietro Consolandi

Painting: Hisachika Takahashi with Lucio Fontana, COLLABORATION (formerly known as Concetto Spaziale, Attese)

1966, synthetic paint on canvas, 62 x 50 cm

Location: “Thomas Demand: L'image volée,” Fondazione Prada, Milan

Courtesy of Consolandi Collection

Yrtvhvd
Sunset Song

2016
HILHysaDILAY
Caran d’Ache crayon

YA RB] %
Dimensions variable
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pp.24-39

p.45, pp.48-53

p.66

pp.12-17
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S48 4% / Hisachika Takahashi

AEY— AT = RXE—

MEMORY OF NO MEMORY

1973

FHRICH T A y2aDILIS

Caran d’Ache crayon on Japanese rice paper

£63.5x 97.2 cm. 1141
63.5 x 97.2 cm each, 11 pieces

LI —=N—-TOLAT 542 FR-3—
LEFTOVER FROM YVES KLEIN AND ME
1982

R AR RRZA D B it
Dry pigment, synthetic resin, natural sponge, tin can, wire

14.5x39x5.5¢cm
Collection of Agathe Gonnet

TOLAEY—ROD Ty T AT A LFAFYR-ZFAY
FROM MEMORY DRAW A MAP OF THE UNITED STATES
1971-72

FEEHIR. 23 HORO—1>F
Twenty-three drawings on handmade Japanese paper

%445 x 57.8 cm. 231
44.5 x 57.8 cm each, 23 pieces

Rocio and Boris Hirmas Collection

By NAFI7
SUNSET HIGH CHAIR
2016

(RUIEN S N e DT (P
Bamboo, canvas, linen thread, caran d’Ache crayon

HAZEE (57552 x 65 x 65 cm)
Dimensions variable (Chair 552 x 65 x 65 cm)

TA5TI1EINT
1 LOVE MYSELF
2016

FN
Wood
18.3 x 66 x 15.8 cm
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Between Me and You
Andrew Maerkle  Writer / Editor

| was in Beijing, studying Chinese, when | got the call from my mother. My friend, J., was dead. He had thrown himself
from the top of a building. He was 21, or maybe 22. Although | was shocked by the news, the distance numbed its
emotional effects. It is common among men to describe a close friend as being like a brother, even though it’s usually
hyperbole. In the case of J., | never thought to use the term. We had different interests and aspirations. He was a
friend, but also one of the few people | happened to know in town. For his part, J. seemed to like me best for what |
represented, America and Americanness. We were close enough that | could understand why he might have wanted
to kill himself, and feel some responsibility for not being there, not finding a way to deter him. But his death felt
abstract, as though something | had always assumed about the world had been proved false, yet in a way that was
imminently acceptable, so that there was nothing to argue about after the fact. There was no warning, no goodbye.
The proposition, “There is someone named J. who is alive,” had simply been contradicted.

I thought of J. when | heard Yuki Okumura talking about the poem he wrote for his exhibition at Le Forum, Sunset Song
(2016). Ano hi / kimi wa orenji no hikari / mado kara hitori tonde shizumu / umi no kanata / kudaketa garasu ni kimi no
kakera. On the night of the opening | had puzzled over these first lines of the poem, written large in Japanese phonetic
script on the white wall. The room was otherwise empty, save for a tall, five-meter-high chair, made of rope and
bamboo, that tapered toward the ceiling, and a line drawn in blue crayon along the length of the wall at just below
chest height, beneath the poem, with a smudge of orange and yellow midway through suggesting the sun dipping
below the horizon — work by Hisachika Takahashi. Somehow, at this unfamiliar scale and orientation, and with the
confusion of people and the dimness around me, the words ran together. | wasn’t sure where the line breaks went. |
missed the brusque comfort of Chinese characters, with their conceptual immediacy. There was something about
“light” and “sinking” and “glass.” | was at a loss as to what the poem said.

Later, Yuki told me the poem was inspired by the painting by René Magritte, Le soir qui tombe (Evening Falls) (1964),
which was hung in the collector John de Menil’'s home in New York above the bed where Hisachika slept for his first
weeks in the United States after arriving from Italy in 1969, and that it also refers to the suicide of Gordon Matta-Clark’s
twin brother, Sebastian, in 1976, and that of Yuki’s own brother, some 20 years later. The painting shows a sunset over
a bucolic landscape as seen through a broken window in a typically bourgeois home, and, beneath the windowsill,
shards of glass that magically continue reflecting the scene. “That day / lone orange light / you leapt out the window
and sank / beyond the sea / in shattered glass pieces of you.” Hisachika, by then working as Robert Rauschenberg’s
studio assistant, was close to Gordon. He moonlighted as a cook at FOOD, the restaurant Gordon opened in SoHo
with Carol Goodden and Tina Girouard, and exhibited at the alternative space Gordon co-founded, 112 Greene Street
Gallery, where he showed Mirror Piece (1972), for which he collected mirrors from his friends and arranged them in an
installation, with the idea that, like Magritte’s broken glass, the mirrors would retain the memory of their owners’
images. After his brother’s death, Gordon wanted to go to Paris, and Hisachika gave him his ticket. Eventually, Gordon
replied with a note of thanks, sent from Amsterdam, scrawled across the length of a booklet of picture postcards,
bought in Genoa, which he left stuck together in their original foldout format. Above the text was a colorful ink drawing
that develops across the blank spaces of the postcards like the cels in an animation: as it ascends above the horizon,
the sun is reflected in the earth, and its mirror image transforms into an upside-down phoenix that explodes in a burst
of radiating energy, while the earth itself becomes a bird taking flight. “By now / a blazing bird of life / you pierce the
darkness in your climb / up the sky’s edge / whorling wings enfolding the earth.”

The prototype of Hisachika’s Sunset High Chair was made years ago at Bob Rauschenberg’s estate at Captiva Island
in Florida, where Bob and his staff and guests had the custom of going to the beach to watch the sunset at the close
of each day. Hisachika found some rattan poles that Bob had imported from India, and made a high chair to put on
the beach. He made it twice his height, with steps built into one side, and would climb up to his perch, straining to see
the sun for as long as possible — far longer than anyone else could see. Recreated in Le Forum — now three times his
height — the oversize chair and the line drawing that accompanies it are a play on perspective and the vanishing point,
sliding between two and three dimensions, with their proportions impossibly skewed as a result. But in its emptiness
(as in the tale of Goldilocks and the three bears), the chair also extends an invitation to the viewer: put yourself in my
place. Yuki puts himself in Hisachika’s place, and he also puts himself in Gordon’s place. He puts himself in his
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brother’s place, in Sebastian’s place. Through the poem, he is in multiple places at once. There are three lines that
specifically repeat — once after the introduction, and again at the very end: “Asleep under the vision / candle burning
into morning / to meet in dreams maybe.”

At their core, stories contain an inherent emptiness. They are like shifting compartments — drawers, or sometimes
closets or even rooms - into which we can momentarily insert ourselves to share the experiences of others, and which
we can open to others so that they may share our experiences. They allow us to slide in and out of different
subjectivities, and also to recognize and appreciate our differences. | tried putting myself in Yuki’s place, and thought
of J.’s story. | couldn’t imagine what it is like to lose a brother, so | tried imagining what it is like to lose someone who
is, relatively speaking, like a brother — someone who | let down, maybe, but also someone who, in the end, didn’t ask
for pity. The thing about stories is that they are made up the moment we begin to tell them. Did | really have a friend
named J.? Did | truly feel the way | say | did, or am | just molding my feelings to the context? Doesn’t my telling of the
story in some way disavow what actually happened? Maybe J.’s story is not mine to tell. But if not me, who else? The
empty space that allows others into our subjective experiences is itself the space of fiction, and of translation, where
every truth has a parallel truth, and one word can always be replaced by another. It is the same space between artist
and artwork, artwork and viewer. More than Evening Falls, the precondition here is, “Ceci n’est pas une pipe.”

Going back to see the exhibition on another day, | stood once more in the room and read the poem on the wall. It
seemed to me that it was not necessary to know the backstory to appreciate the poem. The afternoon light filtering
through the glass bricks of Renzo Piano’s architecture played upon the text. The poem is about the setting sun, which,
for those with knowledge of Greek myth, also brings to mind the doomed trajectory of Icarus, slipping through the
heavens, or Phaeton, Helios’s son, careening about in his father’s burning chariot, only to be struck down by a
thunderbolt from Zeus. They died, but were immortalized in stories. “Jacob’s ladder breaches the clouds / Yvon’s floor
drops into the ground / would that it were you beckoning that day.” The glass bricks give the illusion that the building
is floating in the clouds. Shifting and diffuse, the light that spills through them fills the space with a plenitudinal
emptiness, generic, but here and now — time itself.

It is in this emptiness that | notice the voices that echo throughout the entire exhibition on a continuous loop. They
come from the video on the opposite side, Who is Hisachika Takahashi: An Interview by Daniel Baumann (2015), in
which Yuki responds to questions from the Swiss curator Daniel Baumann as if he were Hisachika. “Memory has no
form,” Yuki says as Hisachika, “but by giving it form or materializing it, then you can share it with people.” Although it
is conducted as a more or less conventional interview, the video is surprisingly captivating. As Baumann asks
questions about Hisachika’s life, Yuki’s prevarications and mental slips, far from betraying the lie, actually reinforce the
artifice. Suggesting the effort of a man struggling to recall his memories against the handicap of a second language,
they help to create a character who is distinct from Yuki, even if he is not quite Hisachika, either.

There is a sly humor to the camerawork and editing, too, as in one scene where the topic of Hisachika’s floral-print
shirt comes up, and the camera cuts to a close-up of Yuki’s shirt, with its garish sumo wrestler motif in gold on a navy
ground, or another where mention is made of the small bottle of Bob’s ashes that Hisachika carries with him to his
exhibition openings, only for a small bottle of pills to suddenly appear on the table. Throughout, the lines between the
staged and the natural, the spontaneous and rehearsed or edited are constantly blurred. At the beginning, Baumann
says of Hisachika’s past, “The whole thing could be like a storyteller, and it's somebody else.” Toward the end, there
is a sequence where Yuki speaks as Hisachika speaking as if he were Yuki.

This nested distancing or alienating effect is at play throughout the exhibition. Hisachika Takahashi is proposed in a
way as a subject, but we mustn’t take the subject at face value. A temporary structure has been set up in the near
gallery: a circuit of walls that create a “museum”-like atmosphere. Those familiar with Le Forum would notice it right
away, but even first-time visitors get an inkling of the intervention from the exposed plywood frames on the backside
of the walls, along which one must pass to reach the displays. Hisachika’s works are treated with reverence, but we
are also made conscious of the fagade that supports them, and the production behind it.
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The walls open onto a semi-enclosed chamber with some works by Hisachika, Memory of No Memory (1973) and
Leftover from Yves Klein and Me (1982). In the former, Hisachika made a series of frottage drawings of his favorite red
hunting hat, which he replaced every six months with an exact replica. The idea of doing a frottage of something as
soft and lumpy as a hat, and in turn the idea of a hat as a marker of time, is a bit absurd, but each six-month period,
starting from 1970 through to 1973, has its own hat, with blank sheets prepared up to 1975 still waiting to be filled in.
Encased in a Plexiglas box, the latter work is a sculpture Hisachika made by cutting open a can of leftover
International Klein Blue pigment that he inherited from the Belgian artist Jef Verheyen, who set up his exhibition at
Wide White Space in Antwerp in 1967. It's quite funny: a squashed disc with two rectilinear metal flaps extending from
its side, a kind of rusting Petri dish with an encrustation of mesmerizing blue spores proliferating from it. Deeper in,
there are two rooms dedicated to From Memory Draw a Map of the United States (1971-72), a collaborative instruction
piece for which Hisachika had 22 artists, including Bob and Gordon, perform the titular action on sheets of paper he
provided them. It’s amusing to read the personalities of the artists in their maps, as with Joseph Kosuth, who simply
put two circles on either end of the paper, one labeled “Los Angeles,” and the other “New York.” The maps visualize
how we share ideas; how a shared idea is held and expressed differently by each person.

Then the voices interrupt again. “First he asked me, ‘What do you think about death?’ And | was like, you know, I'm
not interested in death. I’'m interested in life.” Is Yuki using his collaboration with Hisachika to critique himself? It’s easy
to forget that this is not just a straightforward exhibition, that there is another mechanism at play. Back in the
semi-enclosed space there is a table with images cut out from the photobook Robert Rauschenberg in Israel,
published on the occasion of an exhibition at the Israel Museum in 1975. As Bob’s assistant, Hisachika was also there,
and he appears in numerous photos. After Bob’s Erased de Kooning Drawing (1953), Yuki has gone through and
erased all the details of the photos except for Hisachika’s image to create a new narrative: Hisachika Takahashi in Israel
(2016). Both frottage and erasure entail the same mechanics, and maybe the results are not so different. Both share a
sense of uncovering something latent within the paper itself. In erasing the surrounding details, Yuki creates entirely
new images. They appear almost digitally altered, as though Hisachika were dropped in there with the click of a
button, like some jokey Internet meme. But there is also a disconcerting echo of the doctoring of historical
photographs that occurred during the Stalinist purges in the Soviet Union, and a reminder of the pitfalls of rewriting
history. | know it’s just a trick of the imagination, but | think for a moment that the young Hisachika resembles Yuki.

“I think | = not that | know you now, but a bit better than before,” Baumann says to conclude the interview. In the same
way that the horizon line and the high chair slide between two and three dimensions in the other room, so too does
the exhibition as a whole slide across multiple registers, between Hisachika and Yuki, the individual and collaboration,
the personal and the historical or meta, past and present, memory and projection. Some people might come away
thinking the entire thing is an elaborate ruse, too real to be true. Is Yuki over-identifying with Hisachika? And is it
possible to appreciate Hisachika apart from the history through which he lived? How to establish the proper
distance?

It’s strange to start with death when discussing an exhibition that is really quite humorous. (The last work visitors see
before getting on the elevator to leave is Hisachika’s sling-shaped chunk of wood with the words “I love myself”
carved into it.) But | think the undercurrent of mortality is what gives the project its criticality, saves it from becoming
laudatory or fannish. It establishes the stakes: we are all headed for obsolescence - even if, as Yuki/Hisachika says,
death is just a transformation. To turn a cliché, it gives the project its mono no aware. Or put another way, its vitality.
(Umberto Eco’s theory is that comedy is the “quintessential human reaction to the fear of death,” and that, as such, it
casts “a diabolical shade of suspicion behind every proclamation of truth.”) When | imagine climbing Hisachika’s
Sunset High Chair, | also recall Yves Klein’s Leap into the Void.

“At the window eyes closed / the hush lasts until tomorrow / to meet in dreams maybe.” J. was a young man who felt

his dream slipping from his grasp, and killed himself in despair. If | could speak with him today, | would say, let your
dreams be.

61



HHEHLF ra0-5-

BEOHMEBVETEX ZTICRZBOERIOA

REORTHBERRETHY

BEDEME DB RHEHIE

FhEZNET ABZIBRTVBTERL
URILR-LA 2

TRUa— RV IDONENTRESEAFET2ENL
SRR B EY UM FITLODNREAEE AEY—-
37 /= A=, TAVEDIBEHDVDFL T DU L,
I TI—ANEFFSTHL KFIREBUEDY AT
HELDEBICE>TLEEESM BH I TV

AANBEOEINI[RRBE | EFIENBEZOEEEEE Zh
ZhOAETERERURIVNHILDEF N T TILF RN T
[ EBOEEREEDICNFRRNEL -, AR P HBEEME
BB PEE MR [FA EVDIERE ARV T DX ZEEEHD
ERAOHVAIE IO TERLTVBEICEDIS,
HIBREAL MEHDIVIIEREICLDZET EENER
DR H - LEBRBREECILS, [FEOLIC HE
THI] 2 RYT OB D—ETHBN, 2012F DA
DIER(ZTFEDER) EBRETITIL—ITbH 3,

[RREHICSIESBHEIRE.EEVEIZADRES
THY. BAICE->TRMOBEREL, SBOERELERY
TEIEBRNEAATH D, 2013FICIAFZ 7 —T1 AR T
DRFPOEEFNARRR RIS [SHBHBIAED
B EWIVEDDENCEELICERT . 554 DH
TREERRLEERDT7 —T1AREDEBOHEWNS,
ETHOTOV TGS BEETORE. BRESOEE.
SEEROBRYICEDEELE,

BRI AR SBERINT 205 THEATHEIICRZ
3. BAIIESDEREBIHELTEBEERL TN,
—F L BN EEELESEIBINLIC fEENESYE
Bl 7o 7Y RN THO1HIA0ERE. SR AERELTTY
VIVIN=TEVWIREZDHERIL TV EBWVZ BN HLNEL,

EEORR

EEOHRK IO 78 (FROM MEMORY DRAW A MAP
OF THE UNITED STATES) (1971-72) #5356 E#>TK3
TOERMBOT XU HIE B EMELERLUTRELT
WEREBRESIHIREEZ5THDI. 7771 TyhiEY
381&EM, O/N—FFYTIN—TDTRN)IEHICHETD
T—TAANDEEDZATO—J HES R, VMBI,
BREDTZ2A—A—TDESORDLERTRIIDE LR

62

H. Bl LEF)DEhDEF - TLBELIL. 332271
RDE|BE L—RHF ZORO—1 > IZIBEN TV B,

ZNTAYIIMEEL T BB 13- DTFIX— g
HEABERVIBZEICRIIL FILE. 77212 1N=7 D
TIRBNEBDTWETIA -7 —FUPIET LI,
[HELUATHRTDFYFLTRVANBLEZENBETL
DS ZOEIBFUD FIIERI L HRETREDN D
THA2: 22 N\DT =T 1AM S L 7=F L Z N ZE&RIC I,
ZNZhOBILLI=TAVHPHY)  EFNEFT 2. BITh/
BXRAT AL HARMNOEE . ZLTE B BICAM,
ZZICREROBEAMLNE . CLABR I EEZMNTEST
W3, EADEER BRI HE | £S5 TBUARI 8RS8
ENLTC AIZZTADITIF 12— INERET S,

BI BB TNEEET HREFBNTRLLE. —A
— NP THSI AXFTELPNIHEDIRNTY
2a DI ELENER KN ELERE T BN F1—T
LHESZDODEHEIEICELARHRR L. HOP HBED
RBEBUDELEN S ZEMICHEELTVWBILEZN U LD
S€2. BEEFRBHEIEDLEN ST A) A WOLLERE
DEBOAFREL ST,
BHEBRROLBEECHI) . cOTAVTIMNeFIVES
FTAIERILERBRELTANFOR L7,

BROIEE

VY —FAN=ZDAL T F 27 NEERDFTH ABHTHE
BTOCZARITAHIEREVERLC T [REVW>EHKE
BV 3 BRIICES T ERBREELRBFHRTHE. 552
ICRTETZBUANA HERHIMNICIRY Ah3—5 BIREED
T IRIDANNTHZ EReEDSEICRATETSOE
BHEIHED,

AREVOEBEEPEICLVABRDOE AT, (SBHE
ENSEED AT NI NEBABE21—) EVIT AT A
ERICEVWT BREEHBELTESBL ERAEICSE TS
IEV—REEN NI DERBICEZZ. ZTOESEIH#HDD
DIEBID RIEISEBRCEEBEITWIE TATFDOHET
SEN AERMIFELL T B,

[ARLEGEID &L WRDUET, THiERSAIR. BE
B, EEBTER5V RBICHELALDS]

— K. HBERDNELSFHENFENEBIDTHAID AANIZ
P EAEDERGIIESECH) MEETHEEF VNS
DIEBIP
ZhETDZDTAVIIMIENTH BREV-7A 1FE
EEIDDIIICHRASE V. FRFCH LB IEE PEEE PH

EERESED, ZDRAV) L THEBIEIZIE FhibEFED
EBZENHEPBLNEVLAL ZDNAILE>TIFAID
TERFEESDFIREMEFICT LR HADH ZDO[H]IC
FOoTU ROBFREFROBPEL DB EHRETS
ZENTER AHOE—BEHFDEE I ANOHRHI BEHE
HEC[RIEVOIERDEHICL-TETHNS,

ST SE. ZADERDEERUER . HFLORTTRER
TBZEL LD (FotybhNIFT) (P tybh VL T)
B ZZHEORNESHEOME,ISBELITIEEDHS
1A-—SDEBENDHRBETH D,

[ WEDIEISEATLENEY, THREICDWT
DEASHPOTAY I HHIE EETWBRRY, ZhICTE
RBZEN TEB A A—VEZDEEIITEDIE. TIEBLLZE
T ZITHIET REIFEERICLDHS]

SAELEEVE T ZhSLEL SUv e N—-Jn7nYg
DARTARNCHo1-BREICBEIPN TV ESHEOBWH. HS
PHEyaDILALD KFERPRAS B IE. RVOAE
ERTC. ROBUBULALEAT(ILTHI[ L | M 4A=
ICBEHBAT . BID D HE-#P DERBOMK . AWV
BEEIC.ZHDLITEN. SEDLICEICE NI B,

HETBORENDH T RENTAVE—T15R 45,
ZARBEVOESRERVCHEAELTOBEDBEAPESR
EEALDIEETHEVW. SEETDLTWEDES P,

ZADT =T A B ER I E R BAERLED S,
A S EEIEVBIER]ILVHTLA —ADTER]
EVOBHRARTDNEICDWTEZDZEICE ST,
[TV ERTTRZEESD Zhisi]
BEEOEE, COXEEHFDKLBDIE WON 2T
UEEELOMVWERADELICHELTHELVDSICME
5%,

REIC.BELALIDaOE5ERFEL LS. B0F
&RYZ BT ZKRFITDLPOOEILERL 0,

1 TrFIR ARV TE ZBERIHRE TEOE. BE]FA.2013
£ 358, VAR LA RRTTIVF IR RITDREDVED,

%2 [FlE.82H.

#3 SBANTEBINBNANRTIMIGRSNARIFICE ST XN EHEH

BIALDBVH]B RESOAIREL TOHEIEE 7,

LITFICUN$R &7z, Marcia E.Vetrocqlc & %Brice Marden~NDEEE 1 >

2E 21— (20145 7H22H) &V), Hisachika Takahashi: From Memory

Draw a Map of the United States, Hatje Cantz Verlag, Ostfildern,

20154, 66 . 5| BB 13 BAT MR ER

R _E. 1098, Marcia E.VetrocqlZ L2 EBANDT>RE 1— (201457

RA228) &4 BATUMEHER,

x6 BAHH (SEMEBLREHED ST NITUEBILEE L)
20155 . HDU (T4

IN

@

63

Untitled

Reiko Setsuda Curator

When I recall my past self, that person is someone
else

In memory, the past is present

And my past self is someone | have loved

But even that is just something ! glimpse in a
dream

Ricardo Reis*"'

Andrew Maerkle’s excellent critical essay, literary in nature
and comprehensive in its discussion of the exhibition, leads
us to the scene of the Sunset Chair. Memory of No Memory.
Florida at sundown, the lone orange light of that day fading
into Klein Blue. The horizon shifts, constantly overwritten
and updated by someone else’s memories.

The Portuguese poet Fernando Pessoa published literature
not only under his own name but also as a series of fictitious
authors he called “heteronyms,” which had not only different
names but also their own distinctive personalities. Yuki
Okumura’s focus on the issues of authorship and the “I” as
subject seem to be pursuing, in a different form, the
investigation of multiple “heteronymous” authorship that
runs as a constant thread through Pessoa’s oeuvre. By
becoming someone else, or multiple people, through the
use of names, both create new layers and disruptions in the
concepts of the artist and the work. A phrase from Pessoa’s
prose urges the reader to “be multiple, like the universe,”*?
and this resonates with the title of Okumura’s 2012 work
Canned Multiverse.

Hisachika Takahashi by Yuki Okumura is an experimental
exhibition that superimposes two artists on one another,
and can be interpreted as either a solo Okumura exhibition
or a solo Takahashi exhibition. The show arose out of
interactions between the artists that began in 2013, and
unfolds under the guidance of Okumura’s narrative
Memories of Hisachika Takahashi*®, which tells of how
Okumura encountered the older artist after discovering his
name in a book, how this encounter grew into a project that
continues to this day, the structure of the exhibition, and his
interpretations of Takahashi’s work.

In the exhibition, Okumura seems to act as a host for
Takahashi. Okumura replicates Takahashi by letting the
senior artist inhabit his own body, while on the other hand
Takahashi also acts as a host allowing parasitic inhabitation
by the mediator, each continually enabling interposition by
the other. One could say that over his 40 years as the
artist’s assistant, while remaining an artist in his own right,
Takahashi existed as part of the heteronym “Robert
Rauschenberg.”

Takahashi’s landscape

The early 1970s American scene evoked by Takahashi’s
hand-drawn map project FROM MEMORY DRAW A MAP
OF THE UNITED STATES (1971-72) strikes us differently
than the one we have learned from art history. The
day-to-day dialogue, intimacy, distance, excess, and
chance encounters of artists in a milieu revolving around



the studio of Robert Rauschenberg at 381 Lafayette
St.—looking at these drawings we can feel the mood of the
close-knit community, we can almost see the light and smell
the scents of the artists’ New York homes and studios, hear
the hubbub of a group of friends gathered for the evening.

Through this project, Takahashi succeeded in distilling a
certain personal, everyday New York reality. Around the
same time Brice Marden was working as an assistant to
Rauschenberg, he recalled, “There was plenty going on in
Bob’s,”*# suggesting that a situation like this was by no
means a rarity. In this omnibus project with 22 participants,
many different Americas coexist in parallel, based on the
artists’ independent interpretations. Choosing their own
colors and media, they wrote city and state names, drew
shapes, appended their signatures, sometimes the date
as well. More than each artist’s distinct personality, the
maps are imbued with a light-hearted anonymity. Through
the starkly political contours of a map, individuals’
responses and gestures create a testament to a vanished
community.

One can imagine Takahashi asking the participants to draw
their maps, using simple language, spoken clearly and slowly,
like his instruction written in all capital letters. Takahashi’s
freshness and naiveté is miraculously impregnated with a
multilayered collective drama through which anyone can
connect with these memories. The United States, which he
never drew himself, at some point became Takahashi’s own
remembered landscape.

Okumura structured the exhibition so that this project is
an alternative exhibition of its own, nesting within the larger
show.

Okumura’s language

Language is an important means of expression for Okumura,
who even among research-based conceptual artists
approaches the question of “I” as subject through highly
distinctive processes and radical actions. While critically
incorporating the political force inherent in language, he
also has the flexibility to hand over the reins of the body,
vessel for the self, to other languages through the process
of translation.

This exhibition, for which the prefix meta- would be
highly apt, features in the opening section the video piece
Who is Hisachika Takahashi: An Interview by Daniel
Baumann, in which Okumura plays the role of Takahashi,
relating episodes from his artistic career and responding
to Baumann’s questions. To whom do these words really
belong? When | was listening carefully their conversation in
the video at the exhibition space, Takahashi passed by and
spoke to me.

“But it wasn’t really like that. Anything, or a bit different.
But he’s a very serious young man, maybe even too serious,
totally sincere.”

Who is really qualified to speak about the life of an artist?
Can we flatly state that artists themselves can most
accurately bear witness to, and compile, their own personal
histories?
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In many projects thus far, Okumura has acted as if he
were wresting away authorship while the same time
creating a new author, medium, and commentator. These
tactics thrill us and may confuse us at times. However, they
also create countless possibilities for the whereabouts of
the “I,” and only for a fleeting moment, enable us to seize
the controls of the “I” and hurtle through the space between
artist and work and the interstices of history. Criticism of a
single, specific “author” is performed by the chain of
subjectivities we call the “I,” which also includes the viewer.

In this exhibition, the overlap and disconnects between
these two artists take on an entirely new dimension. Sunset
High Chair and Sunset Song are mutual images through the
memories. They represent new, shared endeavors arising
from the dialogue between Okumura and Takahashi in
recent years.

Memory can disappear very easily. But if you have some
kind of project for memory, you can go back the rest of your
life. It’s nice to have an image intact. Now, memory can be
just facts.*s

The high chair looking out over the sunset is derived
from Takahashi’'s memories of a chair in front of
Rauschenberg’s studio in Florida. A horizon line in Caran
d’Ache crayon can be seen. After long deliberation,
Okumura has given form to “language,” the medium that he
has employed very often in his practice, with form. As in a
trance state, fragments of others’ memories meet with his
own, drifting across a white wall like musical notes,
speaking directly to the ear like words inhabited by spirit.

| am trying to create a frottage rubbing of the future,
superimposing the figures of the two artists on my
afterimage of the sunset. How did the two of them recall the
landscapes of their own pasts through one another’s work,
and what words did they exchange?

While vicariously experiencing the time that the two artists
undertook together, | came to think in terms of a single,
united artist rather than in terms of specific authorship or
work of art.

“When | really feel like making something, | just do it.”*®

Leaving this essay Untitled to the end is a way of
intentionally leaving blank the answers to the various
questions that the two artists thrust at us.

In closing, we would like to thank Rocio and Boris Hirmas
for kindly lending the work from their valuable collection.

*1 New edition: Fernando Pessoa, Japanese trans. Nao Sawada, The
Book of Disquiet, Fragments, Heibonsha, 2013, p. 35. Ricardo Reis
was one of the heteronyms (alternate names) used by Pessoa.
English quotations were translated from the Japanese.

«2  Ibid., p. 82.

*3 The visitors receive a handout containing Memories of Hisachika
Takahashi at the entrance to the exhibition.

*4 A telephone conversation with Brice Marden by Marcia E. Vetrocq,
July 22, 2014, in Hisachika Takahashi: From Memory Draw a Map of
the United States, Hatje Cantz Verlag, Ostfildern, 2015, p. 66

*5 Ibid., p.109. An Interview with Hisachika Takahashi by Marcia E.
Vetrocq, July 22, 2014

*6  Yuki Okumura, Who is Hisachika Takahashi: An interview by Daniei
Baumann, HD video, 2015
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Born in Tokyo in 1940. Currently lives and works in Vermont, USA and Paris, France.
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“Hisachika Takahashi,” Project Room, WIELS Contemporary Art Centre, Brussels, Belgium
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Wide White Space, Antwerp, Belgium
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“Works from Change, Inc.,” Museum of Modern Art, New York, USA

“Aspects de I'art Actuel: Festival d’Automne a Paris,” Galerie Sonnabend au Musée Galliera, Paris, France
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