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Haibara has been influenced by allegory and metaphor of classical Western art, and through examining people’s reaction to
narratives and symbolism, she has explored her interest in people’s process of understanding history (community) and
societal systems that control them. On the other hand, Muroi has been influenced by graffiti on the street and has shaped
his ideas using landscapes and readymades. He is interested in outsider art as a way of thinking that affirms what exists
outside the field of Art.

This exhibition brings together two completely different directions, and the artists have attempted to describe each other's
work or practice through creating artwork. A new idea of collaboration may emerge when two artists of the same generation
address each other’s work.
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“Artwork to Describe Each Other’s Work” was a new effort by Chiaki Haibara and Yusuke Muroi.

Haibara creates performances and video installations redraw-
ing the deeply entrenched borders she finds in her vicinity, all
the while questioning the position in which she herself stands.
Muroi, on the other hand, is an artist whose studio spills out
into the open air, bringing everyday objects into streets or
vacant lots and creating installations that extend from a given
environment to its surroundings. The core of the joint exhibition
by these two completely different creators ultimately consisted
of a spatial installation, developed from back-and-forth
dialogues exchanging critiques and impressions of each
other’s work.

What does one need in order to continue working as an artist
throughout the course of one’s life? Rather than insight, taste,
skill, or experience, | would argue that it’s inspiration. The
future abilities of the artist develop according to the degree to
which this artist is able to find inspiration — or so | believe.

What if Haibara were Muroi and Muroi were Haibara? What if
the title of an artwork by Muroi were to be taken for one’s own
artwork; what if Haibara’s critique of Muroi were to be used as
material for an artwork? In “Artwork to Describe Each Other’s
Work” these experiments are conducted casually, as though an
evolution in the notes children pass back and forth. Each artist

was accordingly able to tackle work they had not yet even
sought to attempt. We do not feel, here, even a hint of the
heaviness implied by the acquisition/renunciation (they are
both, after all, the same thing) of identity as such. In the exhibi-
tion space, a range of inspirations shower down onto the
audience, as well as the artists themselves.

In Haibara’s “Color Field,” smoke drifts suddenly across a
black screen suffused with color by the lights of blinkers or
automobiles; her “Busy TV” abruptly switches on and off;
‘“License Plates,” using frottage, gathers numbers at random
from parked cars. With its white runner on which discarded
items of unclear origins (sports goods, bouncy balls) are
scattered, Muroi’s installation, “Playground,” appears as if in
response to the dark color shared by Haibara’s works. Looking
at the exhibition as a whole, we begin to see the board game
“Othello,” in which black and white chips are flipped over and
over in turn — although | cannot speak to how intentional this
was on the parts of the artists.

As in a game, this experiment in using artwork to reproduce a
dialogue resulted in more than simply “artwork describing each
other’s work.” One cannot help but look forward to the artists’
future developments.

Yuko Mohri ( Global Art Practice, Graduate School of Fine Arts, Tokyo University of the Arts. Lecturer )
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Tokyo University of the Arts.
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Global Art Practice (GAP) is a graduate program, dedicated to fostering future leading artists
with a global focus on social practice in contemporary art.

We were proud to present a two- person exhibition at Youkobo Art Space organized by
students who excelled in the inaugural year of this program.
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Youkobo Art Space has provided studio, gallery and accommodation facilities for offering
artists opportunities to stay and work in Tokyo since 1989. Youkobo has also run various
experimental exhibitions programs for artists, one of which is the Youkobo Y-AIR Studio
Program (YSP) for young artists. To date, over 300 artists from approximately 40 countries
have stayed and produced at Youkobo as part of the AIR program, while more than 200
Tokyo-based artists have exhibited in Youkobo's experimental gallery programs. (As of
March 2018)
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Youkobo Art Space, Tokyo < http://www.youkobo.co.jp >
©Youkobo Art Space. Published March 2018
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The work in figures 1-5 was created by Chiaki Haibara.



Description of Haibara’s Description of Yusuke Muroi’s Work.

While I'd like to use this space to describe what was described by
Haibara in her artwork, | seem to be at a loss for words. These
pieces have compelled me to draw a blank. For starters, the manner
in which the title “Artwork to Describe Each Other’s Work” manifests
itself will differ widely depending on the viewer. The same goes for
the work created according to this theme — or at the very least, the
interpretations of the interested parties (us) and that of the audience
(others with whom we have varying degrees of closeness) will differ.
And the reaction her works incited in me was to go blank. Likely the
issue was that | wasn't sure if | agreed with the idea that my work
had actually been described (exhibited) by her. In any case, drawing
blanks is not going to help me actually write anything here, so, going
on the assumption that her work was not a description of my work, |
will go ahead and describe, piece by piece, what | noticed in what
she exhibited. In this way I'd like to reveal the truth of this “blank” —
to consider the truth of what was described by these artworks.

The work “Fire Truck,” [fig.1] for starters, seems to be a minimally
constructed abstraction of the concept of “the firetruck.” A red
beacon and a reflector are arranged at the actual heights they would
be at on a real truck. The black stainless steel pole connecting them,
however, is impossible to ignore. Given the context of the exhibition
space, one doesn't feel as though it were acting as a
behind-the-scenes structural support, but rather that the pole itself
must be making some kind of statement. | don't think it’s difficult to
regard the beacon and the reflector as portions of “the firetruck,” but
the black pole is auxiliary to this concept. As for me, I'm interested in
the pole. Next we have ‘“License Plates,” [fig.2] which could be
understood as a hybrid of fine art and graffiti. What | found very
interesting was that while “frottage” was used in the work’s creation,
this classical technique was applied to license plates found on the
street. The artist’s nerves, worried she might be caught by the cars’
owners, accordingly appear in the lines of the drawings. Which is to
say, one could also consider it as a new possibility for graffiti, the
“real-time” feeling of which typically cannot be taken from the streets
and reconstructed in a gallery. Now I'd like to turn to the work “Busy
TV.”[fig.3] As we can infer from the video’s intertitles, this apparent-
ly consisted of a television taking a break. | found it difficult to under-
stand — it's not easy to look at a television placed on the floor and
imagine it as if it were asleep. The specification that it turn on and off
every 15 minutes didn’t help, either. However, | found it very interest-
ing that the focus was placed on “rest” as the obverse of “labor.” One
could say the same about Haibara’s other work, “Color Field,” [fig.4]

which was also exhibited in the show. Here we have a video portray-
ing colored smoke bombs set off inside the gallery at nighttime. Like
“Busy TV,” this fascinates me in that it shows the gallery at night —
the counterpart to its dominant time (its operating hours.) And finally
I'd like to consider “Beautiful Sky.”[fig.5] | was less surprised here by
the work itself than by the painstakingness of the collection Haibara
presented. We might interpret the materials in this piece (the plastic
fasteners used to seal bread) as an accumulation of testimonies to
the fact that she and her family had eaten breakfast. As it turns out,
what she exhibited was only one small portion of what she had
collected. | had never seen such an impressive compilation of the
items that amass in one’s daily life; | was also envious of the raw,
unaffected qualities betrayed by her behavior.

The above opinions are based on the assumption that the artwork
exhibited by Haibara did not describe my work. And here we
perhaps find my work’s essence — we could apply these opinions to
my own creative production. Whether or not it was intentional, if she
was in fact able to draw this out, one might be able to say that she
effectively did describe my work. | will yield on this point. | suppose |
was initially provoked to draw a blank precisely because | had seen
my own aesthetic exhibited using a different set of aesthetic
principles.

| have never used the color black, which Haibara employed heavily
in this exhibition. | have also never worked with many of the methods
(such as minimalist, silent video) with which she created her final
products. I'd guess the only possible reason for this disparity would
be that Haibara has her own particular identity. And yet, there was a
form of self-sacrifice provoked by the reciprocal creation process to
which we had subscribed — we had constrained ourselves to take a
step away from our own personal contexts. I'm tempted to say that
being able to take such circumstances positively ultimately depends
on whether or not we felt the exhibition was founded on a sense of
meaningful necessity. Such a necessity was already fundamentally
destabilized for us from the start, however, due to the fact that we
were selected for this exhibition by an outside authority. And yet,
given that we nevertheless set out on this attempt with the aim of
finding the necessity for ourselves, it is the process that should be
treated as important here, rather than its results. This exhibition is,
accordingly, unfinished. We hope that it will take on a sense of
necessity for both of us, as an important waypoint on our journey to
becoming artists — one might say, then, that the exhibition could
paradoxically have been founded on necessity from the start.
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Fig. 1, “Fire Truck” Fig. 2, “License Plates” Fig. 8, “Busy TV” Fig. 4, “Color Field” Fig. 5, “Beautiful Sky”
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lamp, four wheels
The height of a fire truck

Frottage, drawing

Black drawing paper, white pencil
switch timer
Variable size
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Video displaying the words “I'm taking Video
a break.”, display laid on the floor, 2m 21s

Bread clips
Variable size
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Born in 1990 in Gunma, Japan, Muroi began creating work in 2009, after a memorable encounter with graffiti. He graduated from
Tokyo University of the Arts’s department of Inter-Media Art in 2015. After working as a carpenter on stage sets for commercials and
the like, he enrolled in Tokyo University of the Arts’s Global Art Practice course, where he currently studies. Recent exhibitions
include POCORART vol.6 and the 21st Exhibition of the Taro Okamoto Award for Contemporary Art.
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Fig. 6, 7: “Playground” (details) Fig. 8: “Report”
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Fig. 7, left: Chiaki Haibara’s
“Beautiful Sky” (see fig. 5)
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The work in figures 6-8 was
created by Yusuke Muroi.



Description of Muroi’s Description of Chiaki Haibara’s Work

Born and raised on the planet earth in this place called Japan,
with Japanese citizenship — an individual Japanese person?
Possessing the parts biologically defining one as female — an
individual woman? Living in a time zone that, since its delinea-
tion, has revolved around the sun roughly 2019 times — an
individual modern human? Bearing a given name — an individ-
ual Chiaki Haibara?

It seems once I've cast away all that’s been bequeathed by
social convention, there isn’t much left to make me me. This
frailty of ego-consciousness gives rise to an irresistible physi-
cality screaming “I’'m here, | exist!!!!” — encountering it, a rich
discord emerges between myself and something almost like
my soul, and my pulse quickens. My actuality has been
testified to; my thoughts have been stimulated. So | was
curious about what I'd be confronted with in the gallery —
about how Muroi had understood my work and my attitude
toward creation, and how he’d describe all of this using an
artwork.

My first impression was to be unsure if his work was really a
“description” of anything. “Description,” | had thought, would be
the act of making an account of something such that its particu-
larities could be understood. Given that this would necessarily
take place from the point of view of the one doing the describ-
ing, it would be vital that the otherness of the artwork or the
postures implied by the artist’s creation processes be drawn
out and presented to the artist themself. To do this, | figured we
would have to take each other’s respective ways of thinking
into consideration. What sorts of ideas might the described
parties arrive at together, concerning that which has been
brought before them? What might it mean to meet a (yet)
unknown “me”/myself as an “other’? This was the basis on
which | had been intending to approach the exhibition. What |
ended up encountering there, however, seemed to be Yusuke
Muroi through and through. This is the regard in which | would
like to take a look at the artwork he produced.

| had given Muroi an explanation of “Playground,” a past piece
of mine that involved filming a certain location’s transformation
into a playground, as well as the concurrent emergence of a set
of rules and regulations. | sent this to Muroi in response to a
text he had sent me prior, describing his own work and the
shifts that had occurred in his way of thinking. In “Playground,”
| used a commonly found pink plastic ball purchased at the 100
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yen store; the same ball had appeared in a past work of
Muroi’s. He zeroed in on this similarity and created the work
“Playground.” [fig. 6, 7] Developing itself on the basis of his
own rules and regulations, Muroi’s playground was held togeth-
er by an assortment of information inferred through details
(objects — sportswear, trophies, etc — calling to mind games
such as tennis, golf, or baseball) and visually structured by a
series of pink circular items (stickers, bouncy balls) represent-
ing that pink plastic ball. In “Report,”[fig. 8] the aforementioned
text | had sent was put on display, rewritten piece by piece via
the mediation of an outside system (Google Translate — for
example, “graduated from art school” became “graduated from
beauty school.”) The original work was not exhibited: only the
text translated once, with Google Translate, into English, then
another that had been translated back from the English into
Japanese.

In both of his artworks, then, | felt there had been a disruption
of the preexisting narratives on which they were based,
engineered precisely through the introduction and intermixing
of a variety of pieces of information. I’'m calling this a “disrup-
tion” because the narratives used happened to be my own, but
| suspect Muroi might use the word “disturbance.” That is what
he has always been about. One might say he treats even his
own narratives in the same fashion — as can be seen in the
work he exhibited at the Taro Okamoto Memorial Museum,
“Can (Ordinary Artist) Become Real Artist? (I Want to Start
Everything from Scratch.)” Up until now, however, Muroi has
made every choice and enacted every manipulation directly,
using his own hands. Why is it, then, that he used Google
Translate when working with the narrative that | presented to
him (or, dare | say, that | was coerced into offering him as a raw
material for his work)? At first glance it almost seems too easy.
He claims he “used it to ‘reset’ the work [he] had been doing.”
But while Google Translate can sometimes alter specific words
in surprising ways, it doesn’t entirely do away with the original
text. I'm inclined to believe that the use of such techniques —
which allow results to manifest without intentional action on his
part — represented one means of refusing to take a step into
the narrative belonging to a specific human being, without
erasing all traces of what this original narrative had consisted
of. | wouldn’t characterize this “refusal,” however, as just
having been some kind of “fuck you.” Rather, it could be seen
as the hesitation to trespass on another’s personal narrative —
that is to say, a form of kindness.
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