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Preamble

Yo

It is my pleasure to present my solo exhibition
Pin case.

Preliminarily, I proffer this preamble as poten-
tially and practically a form of ‘pretext.’

Please premeditate the possibility that your
perceptions might be primed and partly predeter-
mined by such ‘pretextual’ prose-poetry, posted as it
is preceding the venue portal, and playing the role
of proscenium.

Rest assured, however, that you will be spared
the perils of provocative punchlines and placatory
persuasion.

Plainly, if polemically, one of the pivots of my
project-in-progress is precaution against literature’s
power of personification, and the perlocutionary
power of words.

From this perspective, what I pledge is not pur-

pose but procedure; not punctuality but procras-

tination; not promise but plausibility. Because
participation at the ‘proper point,” so to put it, and
promptitude prevent us from pondering providen-
tially and/or post-experientially.

Proust’s A la recherche du temps perdu pictures the
plentitude of truths packed in a private personality.
As the protagonist’s palate—a la petite madeleine—
perplexes his sense of past and present, ‘pegs’ of
perception provide the parallax to parry questions
of paternity and the pith of being.

And so it is the paradigmatic, parasitic, and
probably pointless, that I prefer to produce. Put
paradoxically, one of the purports of this piece, and
this preamble, is a parody of paranoia, pausing per-
sistently, as does painting.

The prospective practice pertains to not con(-)tem-
porary, but ‘procrastinated’ proximity between us.

Please prowl with a piercing eye.
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P enters.
Push a pump.
Press and rub palms.

Persistently again and again.

Pardon me for procrastination.
Punctilious, you are.

Perhaps it would be paid off.

Proceed along the wall.
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Pause.

Patrol.

Police?

Plain clothes.

Prove yourself not pretending.

...Pickpocketed.

Proceed passively.
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Pause.

Precaution against what?

Pyromania.

Proceed.
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Pay attention to the

potentially inflammable:

phone, poster, paper, pushpin,

paint, paper for wall, plywood, plaster,
paraffin, at a passenger seat,

pylon, pail, pink, postcard,

pansy, poppy even a pattern,

photo, puberty, pathos, pessimism,

pane, panorama, pine tree, and...

Prolonged pause.

Parasol goes on fire.
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Pause.

As you see, it’s paranormal.
Psychokinesis?

Pretty.

Purposeless perpetration?

Probably for pleasure.

Proceed.
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Pause.
Paranoias see anything
pertaining to them and

peer to produce fire.

Proceed.
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Percussions.

0

Prince and Phantom enter.
People!

Prince and Phantom we are.
Provided you had got poisoned.
Painful past perfect.

Poison is painful.

Practice the plot.
Play yourself.
Pantomime?

Prompt me.

We exit.
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Pause.
Pushing again.

Paralyzed.
Pull the door and go outside.
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How to avoid losing yourself

in the (fire) vortex

N akagawa Chieko (Towada Art Center Assistant Curator)

(43

P in case, an exhibition by Oiwa Euske, took place in the city
of Towada. Venues included the Towada Art Ceenter; an artwork
cum satellite venue called space; and the route between the two
places.0t

Most visitors read the “Preamble” by the artist—which hung
on a wall of the café in the art center’s main building—before
walking over to space, just seven minutes by foot. After admiring
space from the outside, visitors headed to the second floor via an
external staircase.

space, by the art collective H [m¢], is an artwork in which a white
cube, or an exhibition space that exists purely for art, 1s (somewhat
violently) made to collide with an ordinary house in the country-
side. The sterile exhibition space, which looks as if it has been
transplanted directly from the Towada Art Center, is detached
from the institution of the museum, yet retains its authority.

Just a clock, eight pinned up sheets of paper, and a takeaway
hung on two thin brass pipes protruding from the wall are
displayed in the space—or so it appears. The neutrality of the
room supports the pure experience of the texts and deceptively
stripped down objects installed by Oiwa, such as the paper and
the clock. Fragments of masking tape, like left-over markers,
imply that this is indeed a place where objects are specifically
positioned and exhibited. Oiwa utilizes the characteristic con-

text and environment of space, an artwork made by other artists,

and doesn’t shy away from the fact that it further contextualizes
his own exhibited material. But outside, wallpapered plywood
and plasterboard appear discarded—a starkly ironic reminder
of the materials that make up the white cube upstairs.

As we read the text pinned to the wall, we begin to notice
that the writer has intentionally introduced English words
beginning with the letter P. We grab a sheet of paper from the
stack hanging on brass pipes and find a simple diagram printed
on the back. It appears to be a map. An earnest viewer would
then be inclined to exit the exhibition room and wander the
surrounding area. It is easy to find a parasol, a pink car, and a
plastic tank filled with paraffin lamp o0il, just as the text had in-
dicated. The viewer’s next move is obvious. Where is the letter
P? On the paper hanging on the wall in the museum café? Or
somewhere in the middle of the road? We follow the map and
make our way back to the art center again, this time turning
left. Finding Ps should be pretty easy, with nothing much for the
majority of out-of-town visitors to see on this route. Oiwa’s text
and map strip facilities and buildings of the proper nouns that
describe them, replacing them with symbols. And this is how a
so-called compliant visitor might move through the exhibition.

Those familiar with Oiwa might think that the exhibition is
typical of him. In recent exhibitions, we can see many attempts
made to manipulate from within the closed environment of the
gallery or art space or the fixed system of the contract, partic-
ularly through the use of language. However, you may notice
that this exhibition, which encompasses the characteristics and
contexts of space and Towada City, differs greatly from the spa-
tial compositions of Oiwa’s past exhibitions, where he had a
complete grasp of the viewer’s path of movement.

Michel de Certeau argued that the act of walking in the city
fulfills a specific function, much like a speech act.02 De Certeau
writes that pedestrians, by deliberately or casually walking
through urban systems shaped by economic and political strat-
egies, can leap over the order and discipline of the system to
form their own relationship with urban space. He compares

this to a series of “acts of speaking,” where the speaker embodies
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language as their own, implements the language acoustically,
and realizes contracts with others in the form of speech. If
Oiwa is presenting us with a kind of system through the texts
and maps made for this exhibition, while following the rule of
“looking for things that start with P,” the viewers continue to
rewrite this rule through the act of walking, precisely because
the inherent characteristics of the land as viewers experience by
walking can’t be ignored. By taking part in Oiwa’s invitation to
walk around the venue in search of P, the viewer is inevitably
prompted to learn about the space of the city. For example, the
streets run in a grid oriented from east/west and north/south,
the city blocks are wide, and there are few old wooden houses
to be seen. This kind of urban design indicates that Towada is
a newly developed city. Viewers may remember places such as
the small Sambongi Park, the Towada City baseball field, the
Towada civic center (which has a planetarium), the fire station, and
other administrative facilities by their proper nouns. The act
of walking in this city, where parking areas are everywhere and
driving is expected, becomes meaningful in itself. The city is
impossible to fully grasp, but by using it as a stage, viewers can
begin to make various connections on their own.

But the artist Oiwa Euske doesn’t completely free the viewer.
De Certeau’s pedestrian speech acts refer to the act of trans-
forming spatial orders and their particular possibilities or inter-
dictions into ambiguous spaces by crossing through, avoiding,
and sometimes improvising movements. To realize a pedestrian
speech act here, one should bear in mind the rules that Oiwa
sets forth. Sights such as buildings, signs, and objects—some-
one’s personal or lost items—or sounds heard faintly in the dis-
tance, pebbles in the road, and even things not visible during
the day, make the viewer endlessly doubt whether things are
as they should be, or if they are the artist’s doing. While wan-
dering through the various contexts and genres that Oiwa ref-
erences—conceptual art, translation, drama, comic dialogue,
horror, film—the viewer must continue walking to free up their
minds. How do you play the role of yourself? The ghost of the

artist antagonistically asks you, handing over a wide open map.

01 space is an artwork by the contemporary art team H [mé]. P in case was
the first in a series of exhibitions which use space as a satellite venue.

02 Michel de Certeau, The Practice of Everyday Life, translated by Steven
Rendall (California: University California Press, 1984), p.97.
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Reading Prometheus’s fire

after P case

On Beckett’s “premonitions”

Kiuchi Kumiko

(44

Broodthaers, Duchamp, Perec, Proust...anyone at all famil-
iar with the history of art and literature will be intrigued by
the artistic genealogy referenced in P in case. Perhaps readers
of Oiwa Euske’s writings will focus on the relations to themes
he has discussed. Rhetoric, narratology, audience theory, the-
atricality, media, outside and inside, names, natural/artificial:
all this and more is condensed into P in case.

Conversely, however, might we not find instead that the
viewer’s involvement in the artwork can only ever be inade-
quate, that the artist is the person who understands their work
the best? I expect that Oiwa would answer otherwise. Instal-
lation is an open medium. It does not solely refer to objects
installed in some specific space; it also refers to the space that
has been installed (the literal space/the environment). The viewer is
an element of this space as well, and their interpretations hold
the potential of re-spatializing this “installed space,” making it
into a new one. If we term this process and its possibilities “the
artwork,” then the work bears the potential to deviate from the

artist’s intentions.0!

1. Samuel Beckett: Premises and “Premonitions”
On July 17, 2022, I received an email from Oiwa Euske that
read as follows: “My current exhibition, P in case, [...] makes

explicit reference to Beckett.”

Samuel Beckett (1906-1989) was an Anglo-Irish writer who
was born in Dublin and worked in France. He was also a bi-
lingual author, writing in English and French and translating
most of his own works. Traversing different artistic genres,
Beckett created pieces that questioned their expressive limits
and enhanced their potential. These artworks consistently
include “premonitions” that cannot be positively identified
as substantial entities but must be recognized as having been
seen or heard. These “premonitions” are expressed through the
blurring of boundaries between time and space, text and per-
ception, reality and imagination. We will refer to them here as
“the ghostly.”

When we use the Beckettian “choreography” to frame our
confrontation with P in case, the various boundaries set up in
this piece begin to emerge.0?2 Experiencing P in case was nearly
intoxicating. I would like to elaborate on this further as the core
of the artwork’s magnificence, but to keep this to a reasonable
word count I will stick to a schematic presentation that focuses
on its conceptual aspects.

The boundary between languages is what first catches our
attention in the café space of the art center. The English ver-
sion of the texts is not a strict translation of the Japanese—and
vice versa. In the artist’s “Preamble,” for example, the Japa-
nese version delves into the work’s meaning, explaining it in a
conversational tone; the English version focuses less on com-
municating this meaning than on highlighting the rules that
govern the exhibition by repeatedly using words that begin
with the letter “P.” The two versions exist in a complementary
relationship, and together they form a single text.

We also notice the boundary between voice and writing. The
English version uses the imperative form, which acts as a voice
addressing the viewer. According to the “Preamble,” “literature”
engages in “personification”; it possesses a “perlocutionary
power.”03 The viewer is not explicitly instructed to find Ps.
However, once they have experienced the “Preamble” and the
exhibition space surrounding it (the given context), it is not long

before the viewer has begun to look for them.
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Acting like a voice does not mean that these words are actu-
ally voiced (re-presented). We can construe this from the silent
video of a beautiful parrot exhibited to the left of the “Pream-
ble.” Parrots intrigue humans because they are animals that
mimic our words as pure sounds. Beckett’s novel Molloy depicts
a parrot who swears in two languages. The removal of sound
from the video implies that P in case emerges from the intersec-
tion of written letters and soundless voice.

Relying on the map on the exhibition postcard, the viewer
exits to the street and begins gleefully looking for and naming
things that start with the letter P. Simultaneously, they come
up against the ambiguity of the boundary between reality and
fiction. Of the objects in the city, which were there before the
exhibition (reality) and which were set up there for it (fiction)?
The more the viewer names, the more ambiguous the bound-

ary between reality and fiction becomes.

2. The Inversion of Reality and Fiction and
the Articulation of the Ghostly

At the satellite venue space, the blurring of reality and fiction
appears alongside an inversion and a twisting of space-time.
The exhibition consists of an eight (plus one) page text written
by the artist in the form of a play script. In theater, a script is a
set of instructions for creating (re-presenting) the scene. Written
things and events are represented in tangible form onstage; dia-
logue is spoken aloud. This is the premise of the script as such.

Beckett explored the expression of the ghostly by using this
premise against itself. An oft-cited example is the stage direc-
tion “a door imperceptibly ajar” in the television play Ghost
Tr10.94 Television is an audiovisual medium, so this direction
cannot be expressed literally. Why does he include it in the text?

This is Beckett’s method. By grafting unrepresentable lin-
guistic expressions onto a representational space grounded in
perception, boundaries in their initial appearance are artic-
ulated as “premonitions.” After some trial and error, the pro-
duction went with notches that open up into a door-like visual

just as the character pushes the wall with his palm. When we

compare this image with the stage directions, we feel there was
indeed an impossibility of representation. This failure, this
missed encounter, is what constitutes the ghostly.

Oiwa also turns the script’s premise against itself, throwing
the viewer for a loop. To begin with, in the first text the bound-
ary is inverted between “things with names” and “things that

have been named.”

P enters.
Push a pump.
Press and rub palms.

Persistently again and again.

Viewers who have been entertaining themselves by naming
“P”s will be doubly surprised by this stage direction. They are
surprised to find their actions in sync with the script, and they
feel repulsed, as though they had “been named” with a P.05

This feeling’s origin lies in the inversion of the time axis.
We think of a play script as something written for an upcoming
performance. And yet here the past of the viewer—now a dop-
pelganger P—is written into the script. All of the P objects that
the viewer has named on the way from the art center to space
are listed in the script before our eyes. Do the viewers, who are
here, now, belong to the future, and this script to the present?
Or is the exhibited text a magic memorandum remotely tran-
scribing their namings? Up to their arrival at this venue, the
viewer never doubted that their own axis existed in reality. Yet
here, before we knew it, this scaffolding has found itself trans-
terred to a fiction, to a script. The horror of having already
acted out a script you hadn’t read. (And yet, was the viewer who
used the map on the postcard merely an actor reenacting this map as a
script?) This twisting of time implies a ghostly premonition as

an outside entity.

3. Two Temporalities and the Whereabouts of the Fire
Oiwa’s script references Beckett’s two-act play Happy Days—

we can see this from a number of indications, including the
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signboard outside of space that reads “happy,” the pistol and
parasol common to both scripts, as well as the occurrence of
the parasol fire.

What is particularly interesting is that when we look at both
as scripts, we find things that are not reproduced in Oiwa’s
installation. This is likely due to the different roles expected
from the audience/viewer in Beckett’s play (theater) and P in
case (installation).

The incident that is not reproduced is the parasol fire. In
Beckett’s play, the parasol actually catches on fire; at space, how-
ever, the parasol exhibited outside is not (of course) on fire, and
shows no traces of burns.0 This is in keeping with the curious
time flow in Happy Days. The parasol that had burned in the
first act is placed onstage in the second intact, as if nothing had
happened. In other words, it is given a circular temporality.

On the other hand, the time of the characters progresses
steadily forward, towards its conclusion. In act one of Happy
Days, the main character, Winnie, is buried up to her waist
in a mound of earth. Her mobility is limited, but she can just
manage to move her hands, so she passes time playing with
whatever objects she can reach. In act two, however, the mound
reaches up to her shoulders and her hands are buried as well.
All that is left is her face, and she can do nothing but talk. How
much time, then, has passed between the first and second acts?

I superimpose an image received at space over Winnie’s
distress and the intermingling of two temporalities. Polaris is
drawn in the upper right corner. While I know that this star
indicates true north, I find myself looking to the northeast of
Towada City on the map. There is a facility in that area that
studies fire that was once believed to produce unlimited energy.
And here we find mirror images of Winnie and Prometheus.

Prometheus was a god who was bound to a mountain rock
by Zeus for the crime of stealing fire and giving it to man. In
Aeschylus’s Prometheus Bound, he eschews other gods® calls for
reconciliation and predicts that Zeus’s reign will end in 30,000
years, declaring that until then he will never stop denouncing

him. Prometheus does not know when he will be released from

his restraints. Until then, for some unimaginably long time, his
liver will continually be eaten by an eagle and then regenerate,
causing endless pain. Perhaps Winnie, too, is trapped for an un-
imaginably long time, all the way to humanity’s distant future.
In these reproduced ruins where we find only the objects from
Happy Days, the viewer is called upon to summon Winnie, a
being who will never be reproduced in perceptible form, to this
place, with their imagination, in the form of a “premonition.”
In other words, we are called upon to cast our thoughts from
the present to the unimaginably distant past of the ruins, and
to the ruins as potentiality for what may yet remain unto an
unimaginably distant future. This is precisely why what lies at
stake in these “premonitions” is “not con-temporary, but ‘pro-

crastinated’ proximity and pluralism between us.”07

01 Oiwa Euske, “Spacing of Heterogeneous Spaces of Installation:
Proceduralizability and Literalness,” LOOP Film and New Media
Studies 11 (2021): pp. 93—117.

02 “To choreograph™ is closer to “to instruct” than “to direct.” See:
Oiwa Euske, “Direction and Instruction: Ryoken and Theatricality
of Yanagiya Kosanji X,” Eureka 54.1 (2022): pp. 238, 240.

03 Oiwa has written on this point: Oiwa Euske, “Narrative Never Goes
Outside: Unnatural Narratology on Videogames,” LOOP Film and
New Media Studies 10 (2020): pp. 38-108.

04 As examples, see the following: Tsubouchi Memorial Theatre Mu-
seumn, Samuel Beckett: The Door is Imperceptibly Ajar, ed. (Tsubouchi
Memorial Theatre Museum (Waseda University), 2014);

Kiuchi Kumiko, “Oxymoronic Perception and the Experience of
Genre: Samuel Beckett’s Ghost Trio,...but the clouds... and Beyond”,
Journal of Beckett Studies 18.1-2 (2009): pp. 72--87.

05 For more on “horror” as invasions from the outside, see Mark Fisher,
The Weird and the Eerie (London: Repeater, 2017).

06 Regarding this point, it is possible to read the potential of a past fire
in the past from the large clusters of fireweed growing around space,
but due to space limitations I will omit going into further depth here.

07 Oiwa Euske, P in case “Preamble” (see pp. 4-5 in this catalog.)
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The state and the poison

Projections of People in a twisted time and space

Yamamoto Hiroki (Inu no senaka-za)

Visitors to Oiwa Euske’s installations typically experience
discomfort or confusion at having their actions anticipated.
The anticipation itself isn’t uncommon. Stores, buildings,
advertisements, and even this text all make projections of how
they’ll be received, and are constructed in ways that encourage
particular actions and perceptions. However, I misread most
of these actions as spontaneously my own, or that knowledge is
suppressed to the point of imperceptibility—the grounds have
been established, so I simply don’t take any discomfort or con-
fusion to heart.

In Oiwa’s works, his projections are not hidden. Here, the
artist is wielding the ease, efficacy, and inevitability of pro-
jecting outcomes to the point of excess. I realize that he had
anticipated actions and thoughts that I have already performed,
and the core of this realization lies in the fact that our recog-
nition that we have all been used as the material and process
from which this work is constituted was itself predicted. For
instance, in Blind (2021)p-43.fig.01 T enter a pitch dark room using
the light on my smartphone to read the numbered wall text,
only to realize that my gestures were anticipated by the text. In
Slow Actor (2019)f19-92, recognizing that the first and second floors
of the installation show things before and after a fall is simply
to enact the metaphor of a fall caused by slow-acting poison. This

same strategy is consistent across his works, including Pleasure

(2015)fig.03 and P in case (2022), in which projections are enacted
not only in the opening text about disinfecting one’s hands, but
also on the route between Towada Art Center and space that
many end up walking.

It is also remarkable that, where the discovery of an anti-
cipated act is always present, elements that could be taken as
the artist’s inner thoughts and arguments are not only carefully
omitted, but several measures are set up to prevent the retro-
spective realizations of the one who acts out the projection

from converging onto a particular individual, the artist.

1. The foregrounding of unauthored and accidental expres-
sions of literal forms, laws, conditions, and technologies.0" For
example, the blatant reflection of percentages in margin recep-
tion (2021)p-51.fig. 04 the limitations of the visitors path of move-
ment due to the audio-visual equipment and the narrowness
of the room in Vacances (2020)fi6-05, and the simplicity of the or-
ders written on each playing card in Executioners Accompanists
(2022)fig.06. In P in case, there is the rule drawing attention to
words beginning with P, and the gesture of incorporating the
pine tree that is coincidentally visible from the window of space
acts as a dramatic peak in the experience of the exhibition.

2. A thwarting of any attempts to understand the entire exhi-
bition and explain all of the artist’s intentions.0? For instance,
the random playback of video in Perfect Strangers (2018)P-52 fig.07;
the display method and excessive amount of text in Timetable
(2016)fig-08; the partial correspondence between poems, plays,
space, and video, as well as the limitless discoveries in Breaking
the Relation (2020)f9.09; the (not explicit) mobility of the model in
Chall (2021)p-53.fig. 10,03 etc. In P in case the work consists mainly
of a large number of unmarked objects installed inside and
outside the room that correspond to words beginning with the
letter P.

3. An emphasis on rhetoric and layouts that make us see ob-
jects and words as independent entities (characters) rather than
as objects of representation. This is particularly clear in the

relationship between the play and the items in Pleasure, but it
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can also be seen in the way individual works are referenced in
the handout in Slow Actor and the unique listing of words and

objects based on rules in P in case.0

Beyond these obstructive methods is the initial premise of
Oiwa’s work: the question of how to deal with the artist who
continually surfaces0 as the personified force behind these
methods—a bundled unit of information on the verge of being
found out—or as an entity who finds a kind of aesthetic value
in these obstructive acts (and the persistent recognition of the viewer
concerning these acts) and the urging of the viewer to be aware
that this question, along with a literalness disproportionate to
this pressure, is invading their whole body.

This smoldering array of experiences that result from a
series of processes of projection is tinged with discomfort and
confusion because these personal and individual acts are anti-
cipated by an other, with interchangeability written in. Within
a network established before it is partially agreed upon within
the work (as a result of a perceptible power differential), based on the
computability of the self that is the public sphere, each person
implicated in the work has an individual history that is over-
written as one same self and made iterative.0

What is important, then, is that these experiences also op-
erate self-referentially between perceptions of multiple space-
times (and the in-between that is imperceptible directly, but grasped in
retrospect), such as the delays and predictions that occur with
projection, and literal and fictive spaces.07 For example, in
Chill, a model of the installation space is placed in the space,
and video of the interior of the model is captured by cameras
installed on its perimeter and projected on two screens in real
time. I realize that my presence in the room was anticipated,
yet I realize that I am absent from these two videos, and to-
gether the two realizations collapse in on themselves. Words
and images that overlap with the video generate motifs such as
the invitation to “spot the difference” and the idea of a (viral)
premonition, which also amplify my experience. I notice that

the screen has been caught on part of the model, creating a

gap, which invokes an extremely heavy metaphoric quality. In
Blind, in the aforementioned text that anticipates my actions,
finely tuned dialogue and stage directions direct my attention
to an unknowable time and space (including death), and a mirror
placed in the room (regardless of my ability to perceive it) witnesses
what lies behind me. In Catchup (2021)p-5.fig.1 an exhibit is dis-
played identically in two different rooms, thereby disrupting
the continuity of time and space, and consequently making un-
certain the locality of my experience itself. In P in case, the dia-
gram that is available in space may cause a particularly intense
effect. It is reasonable to assume that the rectangular shape of
the diagram indicates the route from the Towada Art Center
to space, but while the route is similar to that of the inside the
space, the fact that only the position of the entrance is off kilter
creates a forcible superimposition and partial twisting apart
of the diagram (or the layout of the words on it) and this room (the
places described on the pinned papers), and we can no longer ignore
that the objects and words composing P in case and myself are
staged in connection with this twisting.

In terms of time and space and individual experience op-
erating together abstractly, Takamatsu Jiro’'s THESE THREE
WORDS (1970) may come to mind as an excellent and concise
work, but O1iwa lacks such concision. His works are composed of
many things and words, all of which are simply ready-mades,%8
but, through processes of projection, take on a more exagger-
ated and messy affect than before, giving rise to a strangely worn-
down lyricism.0 When all of the elements are reloaded into
the abstract expanse indicated by the self-referential linkage
weaving together the self and space-time, a mood!0 (impossible to
conceive of in an integrated sense) stirs in the enclosed room (and the
room). There, my thoughts seem as though they are attempting
to anticipate the tangling of the things and words in front of me
with the self that is anticipated by them, as well as the self that
is inherent to me, as seen from an out-of-body perspective. The
orchestration of these extremely abstract and incomprehensible
experiences is a distinctive quality of Oiwa’s work.

Lastly, I'd like to touch upon another aspect of Pin case. The
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pine tree seen from the window in space provides a dramatic
moment in which the text on paper connects to things outside
the room, but this is a decidedly different realization from, for
example, the tree from which the parachute hung in front of
the Towada Art Center—the difference being the lack of clarity
over whether the tree is the legal property of the exhibition’s
host, the Towada Art Center. In the search triggered for things
that start with P, it is inevitable that we will make a judgment,
separate from searching for the thinkable or quantifiable, on
whether Oiwa newly installed these objects or not. And there,
apart from all that this work brings about, the idea of state-
defined legal ownership rears its head.

The law originating from the state—which has projected my
existence since before my birth, without any prior negotiation,
and quantifies this potential as people—rubs up against the
poison that, according to the diagram, trails through the small
room of space and the surrounding area. In Slow Actor it is a
metaphor for the experience of anticipation itself, and it will
be revealed here as a literal, natural effect of my own body’s
anticipation of myself—an experience other than the one pre-
pared by the state; a dissolution under it; a coup d’état.

If you look at the diagram again, you can see that the place
where the prince and the phantom interact—and the place where
the police are on patrol—are littered in the direction of the rect-
angle, and polaris and park are printed in the margins around
the rectangle. The former cannot be possessed by any nation,
while the places corresponding to the latter might have memo-
rial monuments for those who died serving the state. But rather
than bothering to tally up the politics of each, we should pro-
duce fire in the realm of time and space where poison traverses
to/transforms into poison. When I move beyond the contem-
plation of what I have found currently imposed upon me and
my current body has given its performance, I'll anticipate the
anticipation of myself, where it can’t be reduced to the state or

the artist or any law.

01 Oiwa’s Japanese translation of “literal” adopted here. See the fol-
lowing: Oiwa Euske, “Spacing of Heterogeneous Spaces of Instal-
lation: Proceduralizability and Literalness,” LOOP Film and New
Media Studies 11 (2021): pp. 93-117.

02 Oiwa’s own critical writing, events, social media and other posts
on the internet can be added to these examples, albeit somewhat
paradoxically. Disclosing the background and logic behind works
dismantles the metaphorical depth often attributed to artists, making
the artist as a category in itself incidental. Of course, it is important
to note that subsequent metaphorization is unavoidable, and Oiwa
himself carefully describes this as the problem of the artist-as-instal-
lation. “Challenge Your Readers: Artist as Installation and Specta-
tor of Statement,” ART RESEARCH ONLINE, 2021, accessed on
January 5, 2023, https://www.artresearchonline.com/issue-9b.

03 The possibility of moving the model was assumed, although no
such instructions were written anywhere, according to the artist in
“Insutareeshon no naka ni mo wagei ari? / Sakka no B-men Vol. 3
Oiwa Euske (Storytelling in Installation? Artist’s B-side Vol.3 Oiwa
Euske),” ARToVILLA, 2022, accessed on January 5, 2023, https://
artovillajp/articles/sideb-02_esuke-oiwa2.html.

Similarly, elements like the sugar in Slow Actor and the takeaways
in P in Case imbue the space of Oiwa’s work with signs of an excess
of possibilities.

04 In considering Oiwa’s work as an ensemble drama featuring charac-
ters with practical backstories (structures), the work of Nisio Ishin and
Seiryoin Ryusui are important, as evidenced by Oiwa’s enthusiastic
mention of their influence in an interview in AR Tnews JAPAN, 2022,
accessed on January 5, 2023, https://artnewsjapan.com/30artists_u35/
article/8.

05 This figure might resemble the likes of Jean-Pierre Richard and Ha-
sumi Shigehiko, writers of thematics, or Quentin Meillassoux, who
writes of the necessity of contingency and deciphers poetry, horror
story characters that trace the origins of psychic phenomena, and
detectives in the mystery books of the aughts who meta-fictionally
advance their story based on the slightest of premonitions. However,
it should be noted that the artist is comparatively more restrained
and does not hesitate to reconcile things and texts within the closed
system of the exhibition.

06 The play format, which Oiwa frequently uses, encourages this effect.

07 Oiwa defines this as “the re-spacing of space” as “the medium of
installation art in all its forms.” “Dancehall:(re)spacing of Space,”
ART RESEARCH ONLINE, 2020, accessed on January 5, 2023,
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https://www.artresearchonline.com/issue-3a, and “Re-Spacing of

Space: How Installation Artworks are Created.”

Marcel Duchamp’s concept of the readymade was itself a concept
about projection. Yamamoto Hiroki, “Seisakuteki kuukan to gengo—
‘asoko ni watashi ga iru’ de amareta kyoudoutai no sekkei ni mukete
(Productive space and language—Toward designing a community
woven from “There I am’)” EKRITS, 2018, accessed on January 5,
2023, https://ekrits.jp/2018/12/2914/.

For example, the somewhat clichéd, and, as a result, propulsive sex-
ual impulses found in Breaking the Relation and Perfect Strangers.
Through an examination of “voice” and, particularly, “mood” with-
in Gérard Genette’s narrative theory, Oiwa proposes “a narrative
theory that dismisses the narrator.” “Narrative Never Goes Outside:
Unnatural Narratology on Videogames,” LOOP Film and New Me-
dia Studies 10 (2020): pp. 38—108.

“The French phrase coup d’état literally means ‘a blow to the state,’
with ‘état’ translating to ‘state.” The state is a fiction. Established
speculatively, it functions only when one believes in its significance.
Therefore, the state must ‘state’ its territory and its ideals. To fill
a closed environment with ideals is much like an exhibition—so
closed, these days, that no one is even there. A ‘statement’ always ac-
companies an exhibition.” From Coup d’ctat: How to Read Statement,
a project by Oiwa Euske, accessed on January 5, 2023, https://euske-
oiwa.com/2020coupdetat/.
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P Out of Case

Kuraya Mika

Oiwa Euske’s artwork thus far has taken the form of installa-
tions. He also publishes writings on his website, including his
own texts and summaries of English literature on installation art.

Among these is an entry on the book Installation Art: A
Critical History (2005) by British critic Claire Bishop. Bishop’s
definition of “installation” runs as follows:

“Installation art’ is a term that loosely refers to the type of
art into which the viewer physically enters, and which is often

described as ‘theatrical’, ‘immersive’, or ‘experiential’.” 01

One forerunner to installation art was the US-based mini-
mal art movement of the 1960s and 70s, which Oiwa himself
often references. Objects are placed here and there around a
space, molding the audience’s conscious awareness and be-
havior; American critic Michael Fried disparagingly referred
to this quality as “theatricality.”02 Robert Morris’s 1964 solo
exhibition at the Green Gallery is the classic example. The
viewer is prompted to go under sculptures protruding from the
walls, forced to walk around ones placed on the floor. In other
words, the objects are the director and the viewer is compelled

to “perform as the viewer.”
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Incidentally, while minimalism and many of the other art
movements from the 1960s and 70s involved the creation of
spaces that fully enveloped viewers’ bodies, there was resistance
to generating coherent narratives in these spaces. Fearing that a
360-degree immersion of the body and mind in another world
would cause a loss of independent thought, artists fragmented
the experiences in an attempt to prevent total absorption.

Since the beginning of the 1980s, however, works have
emerged that emphasize storytelling. Ilya and Emilia Kaba-
kov’s The Communal Kitchen (1991) is a good example. The
viewer’s wanderings through a suite of rooms modeled after
the former Soviet Union’s apartments allow them to gradually
decipher the little stories of its residents, just as if they were
reading the chapters of a novel.

This type of work thrived in the 1990s, later going on to take
its place among other styles as just one form of installation art.
Since around 2020, however, we have seen a number of works
of this type created by young artists in Japan, including Oiwa.

One example is Oiwa’s solo exhibition Vacances (2020)p-5!. fig. 05,
Here, Oiwa created a guest room reminiscent of the cabins on
Diamond Princess, the cruise ship where the first coronavirus
infection was reported in Japan. He built a room-like enclo-
sure with temporary walls and placed a real double bed inside.
There is a curtain along the back wall, with another space
peeking through the gap. At the venue entrance, inside the
room, and in the area behind the curtain, there are monitors
showing a manzai comedy act.

This work derives two elements from the historical instal-
lations referenced as examples above—that is, the “narrative”
element, and an element of “theatricality” that directs the
viewer’s awareness and behavior.

For starters, the space in Vacances “theatrically” choreo-
graphs the viewer’s movements. Seeing the bed makes us want
to lie down; seeing the headphones makes us want to hear what
is being said. When we notice the multiple monitors, we want
to compare them with each other.

At a talk held for the exhibition P in case, Oiwa defines his

own installations as “bringing a story into a room.”03 And
indeed, as the viewer walks around the space in Vacances, they
begin to feel the story emerging of someone confined to this
room for several days. It is a story that closely resembles our
own cooped up feelings during the pandemic, forbidden as we

were for long periods to go outside or share meals together.

2.

During this talk, however, Oiwa goes on to note that P in
case takes a step in a new direction, away from installations like
Vacances. Where, then, might this newness be located?

In P n case, viewers are asked to travel by foot between the
art center and space, the building that figures as the main venue
for the work. space is a residential building with a large glass
window on its second floor, and is itself an installation work by
a different artist, the collective H [mé].

There are a number of sheets of paper pasted on the walls of
the venue. As you read the text along the wall, a story unfolds:
the police have arrived, there is a pyromaniac lurking the area.
Before long, the viewer realizes that the writings are matching

up with their actual surroundings.

Hidane ni naru mono ni

gochuui negaitaku desu ne

denwa posutaa kami gabyou

toryou kabegami mo kami beniya sekkou
touyu toku ni joshu sek ni aru baai
pairon baketsu pinku hagakt

panjii popu gara fukumu

shashin seishun setsunasa monout

mado garasu choubou matsunoki nado...

Paper (kami), thumbtacks (gabyou), paint (toryou), and wallpa-
per (kabegami) appear in the exhibition before us. There is a huge

glass (garasu) window (mado) at the back of the room that opens
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up onto a view (choubou) of pine trees (matsunoki). And then the

viewer notices that the paper also contains an English version:

Pay attention to the
potentially inflammable:

phone, poster, paper, pushpin,

paint, paper for wall, plywood, plaster,

paraffin, at a passenger seat,

pylon, pail, pink, postcard, pansy, poppy even a pattern,
photo, puberty, pathos, pessimism,

pane, panorama, pine tree, and...

We are surprised to find that almost all of the material from
the Japanese is translated using English words that start with
the letter P. That is, in this space we find superimposed 1) the
world of the story and its prowling pyromaniac, and 2) the
present-day world of Towada City that exists before our eyes.
And behind these two worlds a rule has been established, stat-
ing that events occur successively as English words that begin
with the letter P.

This rule of successive Ps may now expand to infinity, by
way of the viewer themself. For example, we can find P objects
all over on the way back to the art center. A park, a para-
chute—once we’re at the art center, a stuffed penguin, a piggy
bank. These objects may have been placed there by the artist;
they may also have already been in the city or the art center
from the start.

In this way, P in case, too, “choreographs” the viewer’s con-
sciousness and actions, through the sequence of Ps. What differs
conspicuously from Vacances, however, is the artist’s presence,
which in P in case 1s rendered as ambiguous as possible.

Vacances does not conceal that there is a single artist respon-
sible for tailoring the space and telling the story: Oiwa Euske.
In P in case, however, the artist attempts to obscure their exis-
tence, abdicating their responsibility as the author of the work.

For example, P in case does not create an elaborate space

(as in Vacances). The art center, space, and the area between the
two were all already there. It also goes without saying that the
artist is not the one who decided which words in English could
start with the letter P. If the viewers take it upon themselves to
expand the sequence of Ps after leaving the exhibition, this is,
of course, also outside the artist’s control.

In the talk referenced above, Oiwa speaks of the relationship
between the installation and the artist as follows. Say there is
an air conditioner in the exhibition space—it is not possible for
the viewer to determine whether this is a part of the work or just
there to provide air conditioning. The sole grounds for making
these classifications lie in the “terms” set by the artist. There-
fore, the installation artist is something like an omnipotent be-
ing, organizing and determining all elements within the work.

And yet, in P in case, the supposedly all-powerful artist uses
a variety of means to attempt to escape his role. But this is en-
acted far too deliberately and accordingly draws our attention
instead to the artist’s existence.

What’s more, in Vacances, all the viewer need do to return to
the world outside the artwork was to exit the exhibition room.
The stage of P in case, however, is the city, and the space of the
“P” is expanded by the viewer themself. In other words, in P
in case, we are engulfed in an infinite narrative, losing sight of
how to exit, even as we lack understanding of the true identity

of its author, who appears and disappears in turn.

3.

There is someone creating this story. That someone 1s hid-
ing themself warily behind the story. While the viewer is im-
mersed in the story’s world, they remain troubled by its author,
a figure to whom occasional allusions are made.

This structure recalls a certain characteristic dwelling space
for the youth of Japan in the mid-2000s—that is, the space
emerging from roleplaying games and light novels. In fact, Oiwa
was a junior high school student during this time, and light

novel writers such as Tanigawa Nagaru and Seiryoin Ryusui
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had a great impact on him.0

In Geimuteki riarizumu no tanjou: Doubutsuka suru posuto-
modan 2 (The Birth of Gamic Realism: Animalizing Postmodern 2) (2007),
Japanese critic Azuma Hiroki provided a detailed analysis of
the light novel, including games meant to be read through as
though they were novels.05

One characteristic of these media is the presence of charac-
ter tropes. The “characters” of light novels are assembled out
of elements drawn from the moe% database of otaku favorites:
maids, girls in glasses, tsundere,07 cat girls. These characters
therefore lack the fully constituted personalities of the protag-
onists of modern novels, who suffer, grow, sometimes even pass
away. Thus, even if these characters were, for example, to die
in the main story, they are revived in derivative fan works, never
to perish again.

Azuma draws out the similarities between the light novels
populated by such characters and computer games, naming
this quality “gamic realism.” In games, too, characters are cre-
ated from combinations of moe elements, and, even if they die,
can be revived immediately with the push of a reset button.

Now according to Azuma, in “gamic realist” novels, we find
a motif that might be called the “escape from a closed space,”
wherein the repeatedly reincarnated characters are freed from
this loop, allowing, so to speak, their “blood” to “flow.”08

As an example, take Seiryoin Ryusui’s Chara net: ai$tanter
no jikenbo (Chara Net: Idol Detective Casebook) (2004/2007).99 The pro-
tagonist, a young boy, takes the form of a “character” to attend
“sKOol,” which exists in a virtual space on the internet. He is
killed by someone at the beginning of the work, but quickly
reinvents himself as a character, returns to the school, and solves
the mystery of the incident. In the process, he meets a beautiful
girl “character” and falls in love. At the end of the story, he has
a showdown in the real world with the figure who determines the
rules of “sKOol” so that he can meet this girl in the flesh (that is,
the person who controls her character). In the novel, he goes up against
the CEO of a game company, but it is clear that this figure acts

as a metaphor for the author presiding over the story: Seiryoin

himself. In other words, Seiryoin here challenges the reader to

defeat him and escape from the virtual world of the work.

4.

Back to Oiwa and installation art. There are several reasons
why the popularity of large-scale installations that use a built-
up construction to envelop the viewer and tell a story gradually
declined after the 1990s. One of these is, of course, the concern
that viewers would become so immersed in the work that they
turn away from reality. If Oiwa, then—surely fully aware of
this—goes ahead with the creation of narrative installations,
there must be something about the 2020s that calls for this type
of work.

One interpretation could be to imagine Oiwa as bringing
the gamic realism of his junior high days into the context of
the art he studied from university on, using this as a strategy to
attempt to show us a route to “escape from a closed space.”

Using the work of the above-mentioned Bishop and the
Danish critic Anne Ring Petersen, Oiwa describes the state
in which viewers of installations are placed as “a dialectic of
immersion and spectatorship.”10 And, true to these words, in
both the gamic realist light novel and in Oiwa’s installations,
the reader/player/viewer is immersed in the world of the sto-
ry, while at the same time conscious that they are turning the
book’s pages/controlling the game/being “forced to perform as
the viewer” of the installation. Summoning our “spectating”
half from within the immersive state, how might we confront
the author who determines the rules of this “immersion”? The
goals of the gamic realist novel also provide a key to under-
standing where Oiwa’s installations are headed.

Opver the past two-and-a-half years, Oiwa has created works
that superimpose the closed spaces of the 00s with the closed
spaces of installation, and then again with the closed spaces
of the pandemic. Now, with the end of the pandemic finally
in sight, we are called upon to vanquish this mastermind and

attempt to step outside the closed world. In doing so, we bring
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Oiwa along with us, liberating him for a new, post-corona

body of work.

01 Oiwa Euske, “Claire Bishop ‘Installation Art: A Critical History’
tairyaku (An outline of Claire Bishop’s ‘Installation Art: A Critical
History’),” July 13, 2020, accessed November 21, 2022, https://euske-
oiwa.com/writings/online/20200713installationartbybishop.html.

02 Michael Fried, “Art and Objecthood,” in Art and Objecthood: Es-
says and Reviews (Chicago: University of Chicago Press, 1998), pp.
148-172.

03 Towada Art Center, “Oiwa Euske x Kuraya Mika ‘kachuu no P’ten
taidan (Oiwa Euske x Kuraya Mika ‘P in case’ exhibition discus-
sion),” YouTube, August 13, 2022, accessed on November 21, 2022,
https://www.youtube.com/watch?v=toGFwg1Os8g.

04 Ibid.

05 Azuma Hiroki, Geimuteki riarizumu no tanjou: Doubutsuka suru po-
sutomodan 2 (The Birth of Gamic Realism: Animalizing Postmodern 2)
(Tokyo: Kodansha, 2011), Ebook edition.

06 In the Japanese otaku (nerd) subculture, “moe” refers to a strong af-
fect felt toward a specific character or set of character traits.

07 A moe element describing characters with a certain bratty, hot-cold
personality type.

08 Ibid., p.131.

09 Seiryoin Ryusui, Chara net: aiStantei no jikenbo (Chara Net: Idol De-
tective Casebook) (Tokyo: Kadokawa Bunko, 2007), Ebook edition.

10 Oiwa Euke, “Challenge Your Readers: Artist as Installation and
Spectator of Statement,” ART RESEARCH ONLINE, 2021, accessed

November 21, 2022, https://www.artresearchonline.com/issue-9b.

This translation comprises excerpts from the preceding essay; it
differs from the original text.
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