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"Space" That Kuwayama Tadaaki Aspires to Achieve

Ichikawa Masanori (Director, The Museum of Modern Art, Ibaraki)

Thank you for your kind introduction. My name is Ichikawa.

Yesterday, when | arrived at Kanazawa Station, | learned of the earthquake. |
could finally connect with my museum by phone that evening and heard about
the situation there. | wondered whether | should stay in Kanazawa, but as | was
unable to return, | am here to give this talk.

Today, | am talking about Kuwayama Tadaaki. Last year, Ms. Fud_ asked me to
give a talk. The artist had named me. But | wonder why me, since | have no track
record as a Kuwayama scholar. | thought somebody else should talk about him,
not me.

Honestly speaking, | have worked in the museum world for a long time,
and Kuwayama is a rather difficult artist for me. When | was with the National
Museum of Modern Art, Tokyo, he more than once proposed an exhibition. He
would come with his wife, bringing a paper tube which contained an exhibition
plan, carefully drawn in pencil on hard paper, like Kraft paper. He would spread it
on the desk and wait for my reaction. For him, everything was clear in that plan.
He would propose a grandiose plan to have three simultaneous museum shows.
The more | heard about his plan, the more | thought about the budget—we
would have to repaint gallery walls and make other preparations—and about the
number of people who would pay attention to such a "pure" work. As | listened
to him, my concerns grew. So, | was unable to organize his exhibition in Tokyo.

As mentioned in my introduction, | finally worked with Kuwayama
when we did a small-scale "One Room Project" at Aichi Prefectural Museum of
Art, in conjunction with another "one room" exhibition of his work at Nagoya
City Art Museum.

That is why | feel underqualified to give a talk on him. | was hesitant
and asked for time to think it over. As | thought about it, | came to realize the
museological situation that | face now and his work are not unrelated. He has
recently called his exhibitions "Projects for the Museum," which | came to realize
engages the existence of the museum. | asked Ms. Hirabayashi if that could be
a topic. With the understanding that this is an issue that anybody working at a
museum must face, my proposal was accepted, and that's what | am going to
talk about today.

Let me begin with Kuwayama's material and his engagement with material.
| learned that the same was true here at Kanazawa, but from the beginning of our
meeting, | heard him frequently say he wanted to make his work with titanium.
Titanium is a metal that is very pure, highly ductile, and highly corrosion-
resistant. Above all, titanium is known for its high strength-to-weight ratio, twice
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as much as iron and six times stronger than aluminum. However, titanium is not
easy to handle. It pulverizes at low temperatures, for example. Kuwayama
wanted to use titanium, which is highly corrosion-proof, for a long time. He must
have given it up many times in the past. But his obsession is significant. His
deep engagement with material can also be observed in his very particular
attitude toward finish. His recent works consist of units, and he wants to make
them all equal, with no unevenness, demanding precision in finish. | found it rare
that he won't easily compromise with physical reality. | once felt his demands
were excessive, but | came to appreciate this attitude. It is not self-centered but
a critique of the literal nature of the material world and our own literal attitude of
believing that what we see is everything.

Kuwayama frequently uses the word "pure." Pure as he may be,
Kuwayama still has to accept impure reality in order to make his work. All the
more so, he speaks of "pure." Our society is becoming more and more realistic.
From the outset we are forced to think about getting on with what we have. In
this situation, | find Kuwayama's uncompromising attitude more invaluable and
meaningful than ever.

In order for a work of art to exist as something visible, it has to depend
on something physical. In this context, we often talk about "material." What is
important is the relationship with "material" that an artist chooses to have. This is
one concern he has to think about.

Say, he chooses iron. Iron is hard, and he uses it because its hardness
suits what he wants to create. The real world works like this. In the world of art,
too, "material" is used in such a utilitarian manner. An artist draws material close
to him and incorporates what's convenient for expressing himself. Conversely, he
may be drawn to material. We often see materiality emphasized in a work of art
to the extent that material almost has a smell.

It is obvious that Kuwayama's work is no personal expression. However,
| want to point out that his attitude also differs from the latter case | just
mentioned. He is obsessed with titanium yet he tries to be "pure" with materiality.

Let me explain. When we say iron, what we may think of is shiny iron,
rusty iron, or molten iron coming out of the furnace. Artists who handle iron
sometimes say iron is soft. Some people feel iron is hard, and some people feel it
is soft. They choose it based on their individual experiences of material. Iron can
be many things to different people. Each represents an aspect of iron. That is how
things exist. The concept of iron encompasses them all. The word "concept" may
be sometimes despised, as in "fixed concept." However, it embodies our desire
for the wholeness of being. In reality, no iron perfectly fits the concept of iron.
Conversely, the human-made concept of iron is not iron in real life; it's "absent
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iron." Despite this, or rather because of this, by pursuing something pure,
Kuwayama must have pursued the manifestation of the concept that cannot
exist in real life, wherein the manifestation of "absent iron" is the whole being of
iron. | have used the example of iron, but Kuwayama aspires to encounter the
being of matter itself.

As opposed to the concept of iron, iron that exists as a substance in
real life has many aspects, as it changes depending on the situation and
environment. This is a very natural state of matter. That is, iron as a substance
constantly changes responding to the environment and conditions, subject to the
changes of temperature, atmospheric pressure, and force. This constitutes the
way matter exists as it is. | think we can understand Kuwayama's concept of
"pure" better if we characterize this nature of iron as "slackness."

To choose one phase of that which is constantly changing is an act of
individual subjectivity. To engage personally with one real-life aspect of matter is
to compromise with the slackness of matter. What Kuwayama means by "pure"
and his pursuit of a precision finish embody his refusal to compromise with the
slackness of matter, refusal to accept that which varies from circumstance to
circumstance. In other words, he pursues the wholeness. He neither incorporates
his material inside him nor is he drawn into it; but he keeps a certain distance
from nature and undertakes a collaboration with nature as it is, while maintaining
an equal relationship with the human-made concept.

| just now used the example of iron. The same can be said of such
phenomena (or "things" or "matters") as "red" and "blue." If | ask you to show me
"blue," you will show me all sorts of blue. Even for a single person, yesterday's
blue may be different from today's blue. In this way, things that exist in the world
"slacken."

In his early period, Kuwayama tended to use primary colors or basic
colors. But the colors in his recent works are indescribable. Such primary colors
as blue and red in his early works evoke strong associations in viewers. His early
works still feel like "paintings," existing as works as such. In contrast, the palette
of those exhibited here is not material. Their colors are devoid of materiality,
closer to light or luster. What do you think?

In the beginning of my talk, | said that Kuwayama's work engages the museum's
existence. His work demands we reexamine the "space" of the museum. | have
used the word "work" to describe his art. Aside from his early paintings, his
recent work consists of the repetition of units. What, then, is his "work"? Is one
unit his work? Or the entire set of units? Or the whole space in which these units
are placed? Maybe so. However, if "space" means an empty space enclosed by
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the walls, ceiling, and floor, that is, a physical architectural space, then that's not
really the answer, either. The word "space" is also indefinable. Language, too,
slackens as it is used. The meaning of "space" is thus ambiguous. Such
ambiguity is the object of examination in Kuwayama's pursuit of "pure."

Does "work" mean "display"? "Display," though, is more than the
arrangement of works as things. Kuwayama uses the word "project” in order to
avoid the word "exhibition," which means a space to see "works." If so, the
expression of "'space' to exhibit 'works'" begins to seem untenable. This is to
say, we must now reexamine the "museum"” as conventionally deemed a "space
to exhibit works."

What is the museum? If | start talking about it, it will be too much for
today, so | won't. However, the point is that Kuwayama's work actively questions
what the museum is. The relevance of the museum is questioned today maybe
because the museum is regarded as a container to show works, a "space"—
which is in and of itself a nebulous definition. "What is the museum?" This
question is a thing of the past, when museums existed for art lovers, not yet
familiar to the general public. When public art museums were at long last created
in postwar Japan, the most important mission of these museums was not
necessarily to "exhibit" works of art but "make them public" to insure the
public's right to see them. That was the museum's "public mission." As
Japanese society matures and the true nature of "public" becomes an issue, the
existence of the museum itself is beginning to be questioned.

| believe we must discuss the present state of the museum and its
ambiguity. However, as you know, the discussion instead centers on issues of
museum management, such as the independent agency system and the
designated administrator system, trivializing the fundamental question. Some
may even argue for the abolishment of the museum from an economic
perspective. But we should acknowledge that the definition and meaning of the
museum have been reexamined for the past twenty years, as the nature of
"public" is being debated, after the postwar regime collapsed, replaced by
diverse values. Despite all the discussions about the relevance of the museum,
the museum cannot be categorically abolished simply because it makes no
economic sense. That is precisely because the museum encompasses and
insures the idea of public space at its core. It is said that the history of the
museum began with the French Revolution. The idea of "public" space cannot be
limited to "public" as in "public works," but is extended to that which is opened
to, given to, and encountered in human intellectual activity. The space that
insures a coexisting experience of the public cannot be easily vanished. We have
to consider museum reform in light of this understanding.
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Speaking of "coexistence," | recall the words of Paul Valery in the early
20th century, who made the following observation about the sculpture display at
the Louvre: Each work wishes that no other works existed there to compete with
it. His observation still applies to the museum display today. Valery characterized
the works on display as a "curiously organized disorder." His view is negative,
yet saliently summarizes the nature of museum exhibitions. He may have
perhaps expected to see a space of coexistence that transcends works of art
which would materialize after works as things canceled each other out.

The space of display that prompted a negative reaction from Valery
typifies the 20th-century museum. The 20th century was a pessimistic and
despairing time that prevented us from believing in humankind and
coexistencehto such an extent that the concept of "humanity" became empty and
even the concept of "world" felt impossible. Still, | wonder if we were made to
think that way. If that was the reality of the 20th century, do we want to merely
"slacken," helplessly heading toward absolute despair, absolute nothingness?
Needless to say, many artists created their works to critique the historical reality
of the 20th century.

The idea of the museum as a space to display works was long self-
evident. Yet, even the concept of "display" is under scrutiny and no longer self-
evident. Kuwayama's "Project for the Museum" undermines the spatial
foundation of the museum as a container. | would like to accept his project as a
challenge to awaken the space of the museum itself.

In the chronology of Kuwayama's art, his work changed around 1995, with his
projects at Reutlingen, a German town, and Kawamura Memorial Museum in
Chiba. He himself has since increasingly called his work "Project for the
Museum." He does not consider a space offered to him as a space for
presenting his work to the public. His project differs from the conventional solo
exhibition in that he collaborates with the museum on what can only be named
a "project." In his case, the work comprises "opaque shadows" that will
transition to the space of light in the exhibition. Naturally, nothing personal
about him can be sensed. Although this project is conventionally called an
"exhibition," you must have sensed something different from the temporary
occupation of space by works of a single artist or a group of artists.

The flyer for this exhibition also signals the unconventional nature of
this exhibition and the organizer's effort to express it. Is the word Untitled, in
large print, the exhibition title? Rather, it refuses to be named at all. Kuwayama
has even refused to have his work called "painting," making the viewer wonder
whether what he sees is a painting. However, "Project for the Museum" explains
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nothing, and the flyer thus says "Kuwayama Tadaaki Exhibition" in small print.
Probably, he doesn't like this description. Untitled is a code he has given to his
work. It probably means more "unnameable" than "without title."

Whether "Unnameable" or "refusal to name," it reminds me of the
words of Rilke, who said that those engaged in creation have no right to select,
they must not call things by names. The statement was made in his lecture on
Rodin's art in the early 20th century. He wanted to direct people's attention not
to something nameable, such as the work of "Rodin" or "sculpture," but to the
existence of "things" and the meaning of things existing there. Kuwayama, too,
eschews the conventional notion of "work" and reveals his will to look at the
presence of things by using the word "untitled."

Before the mid-1990s, Kuwayama's work existed as entities. Since then, he
introduced the repetition of units as his strategy. At this museum, he is offered
four rooms: three galleries and one glass-enclosed courtyard. | would like you to
remember how you entered each room. Didn't you pause at the entrance to
each room? Didn't you look around the whole space? With any regular
exhibition, we would unconsciously pass through the entrance and just head to
the first work on display. However, with Kuwayama, we see four walls and only
one entrance. The sight inevitably stops us. We look around and enter, while
sensing something unusual. Even if we examine one panel at a time, we can
detect no meaningful differences. Strictly speaking, they are things and as such
they are somewhat different from each other. Since Kuwayama eliminates all the
accidental differences, even if we compare his panels, we have no clue to what
to make of them.

But | have to ask you: Did you see the repetition of all the same things?
Didn't you find things changed as you moved along? Didn't what you had thought
was greenish change to yellowish and then golden? The same color of the panels
looks different because the gallery's lighting system is not consistent. What we
see is the shifting light on the panels. No significance can be found if we look at
the identical panels. When we stop our search for meaning, or liberate ourselves
from such search, and immerse ourselves in the repetition of panels and blank
spaces in between, the repetition of things and voids, we can encounter the
shifting light over the panels; mediated by these panels, we then encounter a
"space" completely different from the space of the room in which we stand. The
repetition of the units renders the being of things uncertain, illuminating the void
between things. In other words, it was a strategy for "transition."

| think this experience of space is akin to that of music. However, |
don't claim that Kuwayama aspires to create a musical experience. It's merely a
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figure of speech. When we listen to music, do we listen to sound waves
that stimulate our auditory sense? By listening to sounds, don't we listen to
spaces in between sounds, soundless voids? Whether we listen to music at our
house or at a concert hall, as we listen to sounds and silence, we encounter a
void different from the space as a container which encloses us. Don't we call this
void "space"?

When we talk about our encounter with such "space," we often use the
word "scale," as in "l experienced a great scale," an expression which applies to
music, art, and even people. "Scale" entirely differs from "size." While "size"
concerns things that are measurable, "scale" concerns beings that are
immeasurable. Scale is absolute in that it is incomparable. "Scale" of space
refers to our "spatial" experience based on what we see and hear which
transcends the physical space. We don't have a shared standard of
measurement for "scale," yet we try to measure and explain the immeasurable.
"Scale" concerns our consciousness that captures a whole, the whole of
something. This something is "being" that manifests itself as a thing but
transcends thing-ness itself. What must be measured without being compared
with something else is nothing but the absoluteness of our being. We donlt
argue what it is but we have to feel its being.

Rilke explained "space" in the lecture | have mentioned above as follows:
"Dinge (thing). When we pronounce this word, silence arises. Silence arises around
things. All the movements die down, become their contours, and a circle is closed
as a continuation from the past to the future. That is space. It is a great silence of
things pushed to nothingness." In other words, "space" is a phenomenon that
materializes mediated by things on the verge of nothingness.

"Scale" does not solely reside within a work as a thing, but it manifests
itself as we see and hear the work. In other words, the viewer makes it. What is
called "work" is not self-sufficient, but functions as an index to meaning within
those who engage it. Kuwayama's "project" represents his concept of "space,"
the form of spirit that aspires to objectify the space that materializes as things
and as our experience of being. He projects this idea to the museum's space, in
which he expects individual viewers to encounter an absolute space of absence
by seeing his project. This void which is realized as space is the whole
manifestation of being. The being of what is offered is owned by nobody, yet
given to anybody as a phenomenon, wherein everybody can encounter his own
being. This is what | want to call "public space."

I would like now to address the reality of the museum as a context of
Kuwayama's project. Having worked in the museum, as | repeatedly stated, |
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fear that the museum may become complacent with its role as a container of
works or a space of things.

In recent years, museums frequently offer gallery talks by curators. It is
of itself a good thing. They often explain the works and the artists who made
them. | do not know about this museum, but the visitors tend to want to know
the meaning of works on display, as though wanting answers to questions. Lest
the visitors say they don't understand, curators thus tend to annotate subject
matter and explain the ideas behind it on behalf of the artist. Such information is
necessary. Still, | believe curators should talk about what they see as a viewer,
without imposing their observations on the listeners. The meaning of a work
transcends what's expressed in it, because the viewer will create it. Different
encounters with it will accumulate and possibly transform it into a "masterpiece."

Without works of art, the museum does not exist. However, works
alone do not make the museum. The gallery-talk type of explanation points to
the notion that the work is self-sufficient and deifies the artist as its creator.
| don't know which comes first, but such deifications as well as the view that
the museum is a container of works are predicated upon what is offered at
the museum.

The deification of the work is alien to the worship value in religion.
Rather, it concerns fetishization. Since Japan's high economic growth era, many
large-scale museums were built all over Japan, with many exhibitions held in
them, and the issue of conservation arose. As conservation science has
matured, a rigorous standard of museum environment is enforced at the newly
built museums for the sake of conservation. Granted, conservation of works is
an important mission of the museum. However, | am afraid that the concern for
conservation restricts exhibition activities. Conservation means scientific care
given to works as things, prioritizing the logic of things. If we want to avoid
material deterioration, the gallery environment must approximate the storeroom
environment. Since Japanese museums rarely have in-house conservation
specialists, they tend to pay attention to the hardware aspect of conservation.
This can allow the logic of things to dominate the museum's architectural
space.

In Western museums, historically important works are on permanent
display. This is partly because works of Western art may be stronger in terms of
their materials but also partly because in-house conservation specialists give
appropriate care to these works. In other words, their work is to conserve the
works in order to show them to the public. However, in Japan, conservation
means the construction of an environment that minimizes deterioration to an
extent that overrides everything else. Since works are things, when exposed to
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light and placed in a crowded gallery, they will inevitably deteriorate. Unlike
Euro-American museums, Japanese museums tend to be hardnosed; their
measures, which may be good for works, inconvenience the visitors. Rather than
devising conservation methods suitable for a given display, they tend to think of
conservation and display as adversaries. In other words, to conserve must mean
not to exhibit, and it is best for works to stay in the ideally conditioned
storeroom. This could happen in Japanese museums.

What | am concerned over now as a museum curator is thing-centered
thinking. As a result, if what is visible becomes everything, the meaning
expressed in a work may be conserved but the museum may well have vanished,
as we will not be able to encounter the meaning of the work's "being." In this
sense, Kuwayama's "Project for the Museum" engages the situation of the
museum today.
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[Slide 1]

Tadaaki Kuwayama Untitled: Red Blue, 1961, acrylic, pigment, silver leaf, Japanese paper,
canvas

This work was presented at his first solo exhibition at Green Gallery in New York. One panel
is horizontally divided into two color fields, red and blue, with the silver leaf demarcating
their boundary. In this work, the silver is no more than a dividing line, but it prefigures the
joined metal strips in future works. The color fields in this work differ from a constructivist
abstraction of color planes. Rather than pursuing the relationship between red and blue,
Kuwayama literally juxtaposes red and blue as two things. The white bands on right and left
edges seem to incorporate the area outside the canvas into the field of vision. Instead of
creating a relational picture made up of different elements, they function to defy the
relationship among the painterly elements. The relational structure that makes painting is
removed and the painterly elements are reduced to things. As such the "work" is barely
held together as an entity by its wood frame. He layered red and blue mineral pigments
bound by acrylic over the Japanese paper lined by canvas. The resulting surface presents a

strong materiality.

[Slide 2]

Tadaaki Kuwayama Untitled: Red, 1961, acrylic, pigment, canvas

This work was presented at his second solo exhibition at Green Gallery. Unlike the previous
work, it combines two vertical pieces of canvas painted in red. The joined edge appears as
a line to our eye, but it's external to the painting as such. Its wood frame makes it look like
a painting, but the slit, or an external space incorporated into the work, allows it to exist as
a "work" consisting of two panels that are things. In other words, it aspires to exist as a

thing other than a painting.

[Slide 3]

Tadaaki Kuwayama Brown, White, Blue, 1968, acrylic, cotton, chrome strips

With a height of 3 meters, this work is unusually large, consisting of vertical panels in a10 to
1 proportion. The panels' colors are brown, white, and blue. Varnish is applied over acrylic
paint to create a smooth but hard lustrous finish. The borders of each panel are painted
black and further outlined by chrome strips. Displayed on a white gallery wall, its verticality
vividly alters the space around it. It is vivid yet never gaudy. The contrast of three colors is
beautiful. Still their beauty is underscored by a certain tension because Kuwayama did not
use colors of the same value. Above all, the vivid tension derives from the central white.
Perhaps, Kuwayamals white is not a color as such, but signifies the absence of color (as in
Slide 1). In other words, the absence of color penetrates the center of the work.
Kuwayama's work heads toward the presence that exists in the absence of the concept of

painting.
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[Slide 4]

Tadaaki Kuwayama Untitled, 2001, and electrolyzed painting on aluminum

Kuwayama air-brushed metallic paint on panels made of honeycomb board during the
1970s, whereas he deployed such industrial materials as plywood, Bakelite, and aluminum in
the 1990s. A unit of this "work" is made by joining two readymade U-shaped industrial
aluminum parts with a flat cross-section. He applied metallic blue and metallic silver to it
using electrolysis. In 2006, for "One Room Project" at Aichi Prefectural Museum of Art,
Kuwayama alternated blue and silver units at equal intervals on the four walls. It is also
possible to install either the blue or silver units alone, or install them to show the joint either
horizontally or vertically. The installation method is determined by the installation site. Already
from the 1980s, Kuwayama's panels became three-dimensional, protruding from the walls.
By this work, no painterly element was left. It would be followed by floor-installed pieces.

Units, which are neither paintings nor sculptures, would be repeated at certain intervals.
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Albert Giacometti, A Nude Woman Standing, around 1960, bronze.

Although there is no direct connection to Kuwayama, this work demonstrates the concept
of "scale" well. Including the pedestal, this figure is only 9 cm high. Giacometti is a sculptor
who subtracted mass, that is, reduced the visible size, thereby inviting the void toward him,

to express the being through "scale."
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Thomas Struth, from the series museum photographs

A German photographer who is globally active, Struth photographed museum displays.
Three works are shown here, shot at the Louvre, the Accademia in Venice, and the Tokyo
National Museum. His photographs demonstrate the difference between Western and
Japanese museum displays. When he photographs a museum display, he tries to include
both the object on display and the visitors. At the European museums, the work and the
visitors exist with equal weights. However, in a Japanese museum, his camera captured
Delacroix's La Liberté guidant le people alone, literally placed on a pedestal, with the visitors
in front of the painting becoming a crowd of black heads indistinguishable from each other
in the dark room. In the European displays, people can stand in front of the paintings or
freely roam as though they were in a plaza. However, in the Japanese museum, the light is
solely on the work. The German artist, who thought of the museum as a space for people,

was so stunned by this unusual scene in Japan that he asked a permission to photograph.

At 21st Century Museum of Contemporary Art, Kanazawa, March 12, 2011
(Translated by Reiko Tomii)




