el ISR - 15 Recollection-Springs-Place.
pulley, rope, bucket, electric motor, dust. 12,000w X 30,000d X 4,700h (mm). 2005. BankART Studio NYK
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Devices that Bring Out the Individual Characters
Tamayo lemura (Curator, Meguro Museum of Art, Tokyo)

“Ka-, ka—, ka—, ka—, ka-..."
“Ta-, ta—, ta=, ta~, ta-..."

This is how a child who pronounces “ka, ki, ku, ke, ko" as “ta, ti,
tu te, to" is trained to correct his pronunciation. What sounds
“ka” accurately to the ear becomes “ta” when it is pronounced by
this child. "Ka” is pronounced deep inside close to the throat.
However, it turns into “ta” if the tongue is raised and pronounced
in the front.

‘Ta-, ta—, ta-, ta—, ta—...”
The speech therapist tries to hold the child's tongue down with a
wooden spoon. However, the child resists and twists his tongue.
The therapist is obliged to put on a glove and hold the child's
tongue down with his finger.

"Ka-, ka-, ka-, ka—, ka-..."
The first “ka—" uttered by the child is veoid of impurity and sounds
like glass. As the child's parents and his friends are used to his
pronunciation, there is no trouble on a daily basis. In a sense, the
child's pronunciation is his “individuality”. However, once he
starts going to school, amidst a new environment, such “individ-
uality” might turn into a “disability”. The therapy took place for
fear of such a situation.

| saw Ushijima’s work entitled Recollection-Springs—Place at the

“Landmark Project”, which took place at BankART Studio NYK in
Yokohama in December 2005, It was exhibited in a former
seaside warehouse measuring 30 by 12 by 4.7 metres. A single
rope was stretched over the entire space with five pulleys fixed at
each end of the warehouse. It was designed to be pulled in a
zigzag at a speed of one knot. Both ends of the rope headed
straight towards the centre of the ceiling, where two buckets
were hung. It was just as if somebody had been playing cat's
cradle with ten fingers and, all of a sudden, someone else came
and pulled the string. Depending on how strong the rope is
pulled, the two buckets at the centre of the ceiling jolt nimbly as
if dancing and the dust in the buckets falls in sprinkles.

At the same time, Ushijima was also having a one-man exhibition
at a gallery in Ginza. His work in Ginza was entitled On the
Origin. Hanging in the centre of a tiny space measuring just over
3 square metres was a simple machine. If you insert some:
papier-maché into the middle of the device, it buzzes and begins
to make a ball. After a while, it disgorges the papier-méaché as if
to say, “I'm fed up!”

It was quite a long time since | had seen Ushijima's work and
these two occasions reminded me of bygone times. | found
myself smiling, “That is how it should be!” Just behind our daily
life, unaware of other people’s eyes, Ushijima’s device intently
vields products that each possess a character of their own. This
made me feel a rush of emotion. One is not conscious of one’s
own “individuality”. One thinks he or she is doing the same as
everyone else. However, inevitably, something turns out slightly
different. That becomes a little discrepancy and the bucket jolts
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abruptly as if dancing merrily. Despite undergoing the same pro-
cess, the papier-maché balls that are disgorged each differ
subtly in roundness.

The devices Ushijima makes eliminate lyricism. They exclude
expressiveness. All they do is taciturnly cope with their pre-
designated routine work. Yet, what is produced there bears an
individuality of its own accord.

Ushijima chose the title Useless Machines for his one-man show
held at Hillside Gallery in 1987. “One side of a thing may appear
to be highly useful and beneficial, but viewed from a different
angle, it may be quite useless. Such two-facedness or peculiarity
is what makes my works exist. However, the difference is that
the useless phase does not bear any direct productivity. This
probably derives from a ground level possessing two different
phases that never intersect.” (Useless Machines, exh.cat. Hillside
Gallery, 1987.)

The difference between ordinary “useful” machines and Ushijima’s
“useless” machines is discernible. However, to begin with, the
question "Why machines?” remains unanswered. Without an
answer, Ushijima’s works came to be regarded as "Sisyphus
machines” or “absurd appliances”.

However, such words seemed somewhat unbefitting to the re-
cent works | saw in Yokohama and Ginza. Ushijima’s works
cannot be accounted for simply by superposing mechanical
aesthetics upon the human existence by means of “appliances”.
The works themselves do not assert their individuality there. Yet,
it seemed as though it was taken for granted that they were

allowed to realize their individuality. It was not as if they would
express their individuality. The individuality would emerge of its
own accord and | simply experienced witnessing that scene.,

According to Ushijima, around 1984, he happened to pick up a
pebble and considered whether it would be possible to derive a
sound characteristic of that pebble. That was his first work
entitted On the Details of Nature. Ushijima’'s interest was not
focused on the “sound”. Neither was he intent on the “device”
itself. “The simple aim was to create a device capable of bringing
out the individual characters of the shape and nature of each
pebble.” (“Notes on the Works and the Changes 1", Ushijima Tatsuii,
1996, p.1.) Ushijima produced this device to acknowledge and
faithfully bring out the individual characters. The pebble was a
record and the device a player. As such devices would not yield
products, they were indeed “useless machines”. However, in the
respect that they reproduced individual characters that could not
be perceived under normal circumstances, these devices were
exceedingly “useful machines”.

Having surveyed the space at Gallery Maki, Ushijima commented
that he was curious about the view beyond the window, which
overlooks Sumida River, What kind of “individual characters” will
he bring out in this space? | have a feeling that | might be able to
hear the familiar sound of “Ta-, ta—, ta-, ta—, ta—...” coming in on
the river breeze.

(Translation: Kikuko Ogawa)
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Wandering with “Elusion” in Mind
and Where That Goes
Tatsuji Ushijima

The mediocre views we perceive and where our
glances lead to --- such perceptions play with re-
collections and eventually become slightly feverish.
It looks as if something might start. However,
most times, the fever gets dispersed and b‘uried
in peaceful recollection.

The horizon of recollection seems to follow a
course similar to the way remains of marine organ-
isms accumulate and, in due course, form a karst.
Come to think of it, the neurons in our brains
somewhat resemble plankton and branching coral.
There is nothing special about this place. | begin
by pondering about the relationship between per-
ception and recollection, which will sooner or later
be buried. What emerges here should undoubt-
edly be “everydayness”.

(Translation: Kikuko Ogawa)
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