40

3]

I™

=

cli

Ryohei Kan

White Cube
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Ryohei Kan's works don't accept criticism.

That is not because Kan's own language is fertile enough to intimidate any mediocre critic. It's because the architecture of his works
simply excludes the possible presence of others.

About the concept behind this exhibition, Kan explained that he was most interested in the act of exhibiting paintings of white cubes at
a white cube, and wanted to create a labyrinth of looped illusions in which images of white cubes are repeated again and again inside an
actual white cube.

Very clear indeed, but this is where things get tricky. Firstly, the presence of the viewer is abstracted here. In addition, there are pictures
of white cubes exhibited as images within the spatial setting of a white cube, but this fact is not reflected in the images. Accordingly, the
illusions here are not looped. It is perhaps the act of repeatedly exhibiting multiple works that the artist refers to when he speaks of loops,
but this would in fact just be a form of repetition that involves rather large discrepancies. It is not a loop.

However, Ryohei Kan is a clever man, and he must be more than aware of this error. How are we supposed to look at it then?

The key factor here is the absence of human beings. Architecture - even just a model - always assumes spaces in which people are
present. In Kan's case, the presence of human beings is never assumed, neither in a model nor at a more advanced stage. When we
remember that a person is perceived as a visually present element in the environment of a white cube, we realize that Kan is absolutely
right with his assumption. He is not wrong at all.

And there's more. My thoughts when negating the loop function were based on real spaces, but as a matter of fact, it's rather the other
way around. In other words, it is the image that we have to start from. The actual space is supposed to repeat the image correctly and
without discrepancy. Ergo, we, the viewers, have to move off — now, immediately, in order to make the works work. Ideally, Kan's works
won't even allow us to step in. | claimed that Kan's works don't accept criticism because | assured myself of the situation.

Kan once explained somewhere that "artists are people who see things that aren't visible to anyone but themselves, and then express
those things in a form that everyone else can see." The works exhibited here are doing just that — "express things that aren't visible to
anyone else in a form that everyone can see." This means that Kan is a true artist. Here again he creates a circular, self-contained loop, and
I, concerned with the maintenance of my critical spirit, at least feel alienated. But it is in fact that very sense of alienation that Kan aims to
verify through his works born out of elaborate calculation and operation. Let me close with another quote. "My problem consciousness is
rooted in the fact that the world is just for myself and can never be shared - or in other words, in the 'absence of communication'."

Kenjiro Hosaka (Curator of The National Museum of Modern Art, Tokyo)
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