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Do We Really Understand ?

Takahashi Mizuki

Senior Curator, Contemporary Art Center, Art Tower Mito

Thisexhibition displays Horikawa’s body of works produced in the past five
years from 2008 to the present. This attempt even seems to be a premature
retrospective but the aim is, by juxtaposing chronologically various painting
experiments that she has executed until now, to extend experiments exec-
uted in her studio practice to the act of an exhibit and reveal her painting
language. The reason she exhibits her works in different ways — such as
placing canvases deliberately shifted from the centre of the wall, hanging
works at different height, shifting some paintings from the surface of the
wall —is that the artist sees the white wall of the gallery as a canvas, and
develops her experiment usually executed from within the painting space
into an actual space.

We can find in Horikawa’s works her consistent interest in outline. Although
{Object #1) exhibited from her earliest years are three-dimensional, that fact
is very clear even in those. Horikawa started with frottage through which she
scratched the uneven surfaces of objects around her such as a wall socket
or intercom to create imagery on copper, steel and tin plates. The technique
of frottage reveals the outline of an object by copying its unevenness. In
addition, Horikawa emphasizes the unevenness with soot and shadow by
warming the surface of the plate with a lighter and then forming it into a
three-dimensional object.

Since these her earliest works, she has lately come to concentrate on rep-
resenting a three-dimensional (object) in the two-dimensional (plane) by only
using outlines. Her black and white works {Pencil Cace) produced in the fol-
lowing year are a diptych, and the white one depicts a pencil case. However,
it seems that there are few that would recognize such a depiction at first
glance, for outlines of several parts of a pencil case observed from various
viewpoints are enlarged in different scales and depicted as overlapping one
after another in this work. As a result, the form of a pencil case that we usually
recognize is already disassembled on the plane. Just as in Cubist painting,
her series of paintings depict an object observed from plural viewpoints. The
object she depicts is something around her and relatively small such as a
lighter, garlic, cotton mask and spatula. Horikawa observes these while she
takes each in her hand, turns it over and changes its angle. Then she draws
the object with outlines which emerge from various angles. Consequently,
lines like traces of blades of skates on a skating rink remain on the plane. In
other words, the lines remaining on the plane are the outlines of an object ob-
served from plural viewpoints as well as the trace of its motion. That is how
the white plane was composed, and the black plane is the outcome of further
tracing those outlines of the pencil case depicted on the white plane.

Horikawa'’s experiment is unconventional and bold. She sticks a small white
-painted panel on a wooden panel so that it becomes a three-dimensional
support which has a difference in level. Her experiment covers a wide range
of materials and detailed techniques as the artist heaps up and scrapes paint;
colours a section from which paint is scraped; cuts the panel into two after
she draws the object; not to mention changing the degree of her viewpoint,
to depict a pair of compasses or a lighter. Having spent one year as an art
teacher at a primary school in 2012, she has found that children draw and
emphasize specific parts of their interest even if they depict one object.
Among her works incorporating such a subjective manner of observation and
depiction are Garlic and T-shirt completed in 2013. Several parts in which
Horikawa is particularly interested such as the thin skin of garlic’s surface
and minute texture of a T-shirt are depicted in detail.

A number of experiments in the past five years exemplify her determination
towards entire understanding of the structure of an object through observing
and drawing. For instance, T-shirt is based on more than seventy pieces of
drawing depicted by observing from different angles and distances. The T-
shirt Horikawa depicts is rather far from a general shape of T-shirt we imagine,
but it can be said that the work based on a close observation is actually closer
to the real form of T-shirt. What we think we understand is what we do not
really understand. In this respect, Horikawa’s working attitude is similar to
that of scientists who repeat an experiment seemingly the same to laymen
to pursue truth. Therefore her experimental paintings even cast a question
about the mysteries of the painting on to us, calmly but powerfully: Do you
understand what painting is? My answer to this question is rather shamefully
that ‘I understand that | do not understand’ but | somehow convince myself
that painting has boundless potential. For Horikawa’s works, primarily de-
picted in white and blue or occasionally with their greater part occupied with
blanks, create new painting languages even in minimal conditions in which
paintings are formed.



