On Murayama and Hicosaka's Works

Yuko Hasegawa

Because painting is explored on a flat surface, high abstraction has been expected. Being a work of art itself has placed this
genre under the most stringent of demands.

After mimesis, in relation to the preceding definitions and theories, Contemporary art has had 1o establish new definitions and
theories, and inevitably has had to take on gualities of self-referential, self-reflectory Meta art. Behavior of art was involved in
the renovation of definitions and theories of art.

After the advent of video, icons in our visual environment have been suppianted by flowing fragments of an overwhelming
number of indexes. The unprecedentedness of the methodology and expression derived from processing, editing and
collaging still images, which are situated at the midpoint of icons and videos, is also becoming overabundant,

Within the context of contemporary art, the super-saturation of the index has thinned/worn the relationship between form
and meaning, signifier and signified, and urged the promotion of abstract painting. This combined easily with topology and PC
programming language. Which is to say. they shared the same goal of creating a new,
self-contained diagram of order. This, however, could not disregard the sver-changing
parameters of the world. In addition, designs for the visualization of data and art production
made through computers that enable new visionsand compositions hecame a source for
creating new visual language;however, this was a mere method of "signage" and fell short of
being comparableto Construction/Structure—Grammar, Denotation—Connotation.

itis not an easy task to express change and formation on 2-dimensional picture plane.
Mary of the new theories were valid in representing 2.5-dimensional to the 4-dimensional. This
is evident through the exemplary works that are aware of the Chaos and Program theories, are
autonomous whilst being open, such as that of Sarah Sze (3-dimensionality merged with
temporality), Matthew Ritchie (transformation from 2.5 to 3-dimensionai} and Julie Mehretu
(2-dimensional, but with the complexity of the picture plane and the incorparation of layer of
space formed by the crossing of lines, continues to shift the fixed center and focus).

Within the context of 2-dimensional "painting” that requires the audience's intellectual and
physical participation, consistent formation that brings forth “change” in the audience in the
analysis of painting and the method of accessing painting must be guaranteed.

For example, to the audience, like how "the theory of schismogenesis” was appropriated
in the creative process does not render a work a “forming” painting, but through the formative
elermnent that continues to take rise from various parts of the picture plane, and in the
unfathomably big picture, the autonomy of contemporary abstract painting extends to the
realm of existence.

The commonality in the work between Murayama and Hicosaka is that both attempt to
bring forth new methodology of painting, and that they start off without themes and meaning,
and their titles given to “paintings® made through their systematic methods are irrelevant to
what their instructions indicate. Their objective is to declare a realm in which new painting,

formed by the system in the age of information era, exists.

€1



o

ey

assume the burden of self-referentia

srly experience from this, let us examing its methodology and the interaction that

h the two artists’ wol

The Castration of Index and the Reactivation of the Painterly Picture Plane—Toshiaki Hicosaka
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