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Unanticipated continuity

Thefirst timeIcameacross the works of Sibyl Heijnen I was taken by the display
of rich and natural forms. At the same time, her design and her perception of
it struck a chord with me. I found particularly impressive her works created
between the late 1980s and early 1990s (and which are still being created) with
beautiful cross-sections such as Water 1 + Water 2, The two sides of the same coin 3,
Collective and No Title. These works capture the feeling of irregular, natural
patterns as if they were cross-sections of plants.

For today’s design what’s important is ‘the eye to discover’. It is clear that
these works did not discover nor adopt the features of cross-sections of plants.
However, even if that would be the case, I believe one essential viewpoint in
creating a work of art is to discover something in nature, adopt it and let the
laws of nature take over the design. When an artist works on a project, he/
she inevitably ends up relying entirely on his/her own skills. Such behavior is
natural for an artist, but it loads the work with marks of the artist’s signature.

What makes this work fascinating is that it lets the natural world take over.
The cross-sections of fabric reminds us of the natural patterns seen in plant
cells when they are sliced across. The outer surface of the cell walls and the

inner tissue cells push and squeeze each other to form an incredible variety of

patterns. These are patterns that cannot be seen in our daily environment and

are beyond our imagination. Plants reveal a range of delicate forms that evolve
from the nucleus, which has the ability to reproduce. The irregular patterns
in Sibyl’s works have the power to awaken many memories that are hidden
behind whatis visible and inspired by nature, such as unanticipated continuity,
patterns formed by allowing nature to take over and unpremeditated forms.

They embody time and embrace an invisible something.

Shigeru Uchida
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Sibyl Heijnen | Waving Space
Ken’ichi Iwaki Director, National Museum of Modern Art, Kyoto

Preface

The Exhibition of Sibyl Heijnen was held from June 19th to July 16th,
2007 in the main hall on the first floor of the National Museum of Modern Art
Kyoto. The exhibition was titled Look!. On the back cover of the catalogue, Look!,
the concept of this exhibition is succinctly explained. I quote it with some
amendments.

‘Look! and enter the world of Sibyl Heijnen. Her art is made from flexible
materials such as calicoes, sheets of rubber, artificial grass or even cowhides.
Her works are definitely three-dimensional, but at the same time always based
on the arts of drawing and painting. They are simply folded, hand-sewn, or
computer-driven. Just Look!’

This address isn’t confined only to her exhibition which we held, but it
also characterizes all of her other works which were not shown at this event.
The title Look! represents her core concept because she has always presented her
works as ‘visual art’, even though she has used various materials and her works
evoke our total feeling of materials and space. She has also, first of all, proposed
people to ‘look’ at her works with their own sensory organs.

Before analyzing Heijnen’s works which were presented in our hall and
then considering the meaning of the exhibition Look! as a whole, I would like to
retrace the short history of contemporary textile art which has been exhibited
in Japan and the high level of achievement which Japanese people found in

Heijnen’s works.

Ashort History of Contemporary Textile Art in Japan

From her bibliography, we can see that she is already an experienced
artist. Her activities have been presented in various countries and she has
received many awards and grants. From 1980, her artistic training began at
the Gerrit Rietveld Academy in Amsterdam, from which she graduated in
1985. Shinji Kohmoto, organizer of our exhibition Look! and chief curator at
National Museum of Modern Art Kyoto, suggested in the ‘Introduction’ to the

catalogue that Heijnen belongs to ‘the second generation of new tendencies in
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the field of textile art’. Previously, the first generation of ‘new tendencies’ in
the field of textile art had broken out from the beginning of the 1960s to the
1970s (p. 5).

From the end of the 1950s to the beginning of the 1970s, Japanese
contemporary art had been radically changing in every field of art.

First,at the end of the1950s, French ‘informel’ painting had swept through
Japanese artists, not only painters of western style, but also painters and even
calligraphers of Japanese style. The so-called ‘avant-garde art’ began in this
period in Japan. Influenced by this movement, many young Japanese artists
turned their attention to the materials they used and they tried to show the
materiality itself and the passionate movement of their own bodies fighting
against the materials. These experimental tendencies also became the main
subjects of contemporary arts in Japan.

Second, at the beginning of the 1960s, a paradigm shift of contemporary
art spread through Japanese art, namely the shift from French art to American
art. We can see one of the most significant shifts of contemporary art from
Europe to the UsA by the fact that an American contemporary artist, Robert
Raushenberg won the grand prize of the Venetian Biennial in 1964. In those
days, the new American tendencies of art, such as ‘abstract expressionism’, ‘pop-
art’, ‘neo-dada’, ‘minimalism’ and ‘conceptual art’ were, introduced one after
another to Japan and so, ‘Mecca’ for Japanese young artists and critics changed
from Europe (mainly Paris) to the usA (New York).

Third, we can also see this paradigm shift of contemporary artin the change
of artistic concepts. The exclusions of pedestals from sculpture and of frames
from paintingare representative tokens of this paradigm shift. The exclusion of
pedestals meant that the role of sculpture changed. The statues standing on the
pedestals made of stones (especially of marble) or bronze had been the typical
and traditional representation of monumental or divine meanings. When the
pedestals were rejected and abstract sculpture was directly placed on the earth
or floor, it became a three dimensional object which directly related with the
space around it, i.e. it became ‘an object’ which introduced us to an original
experience of space itself. We can say that sculpture became an ’environmental
art’. The exclusion of frames from painting meant that a painting also directly

related with the space around it. The painting wasn’t limited to represent the

spiritual meaning inside the fixed rectangular or circular frames anymore, but
it could freely change its shape and construct the two dimensional space by
itself. People have called this kind of painting a ‘shaped canvas’.

Through these paradigm shifts, contemporary art became ‘conceptual art’
in the broader sense of this word, as Heinz Paetzold has suggested'. It means
that every contemporary artist always asks the question, ‘What is art?’, and tries
to answer it through his/her own artworks. Artworks became a questioning of
art and of its function in his/her society.

Naturally, even arts and crafts couldn’t remain in their own traditional
world. Soon after World War 2, especially from the beginning of the 1960s,
they were also influenced by these paradigm shifts of art and tried to find
new possibilities in their own fields. For instance, ceramic art became ‘ceramic
sculpture’. This meant that ceramic artists didn’t make only simple vessels, but
also three-dimensional ‘objects’ made of earthenware or stoneware that could
never be used in everyday life. Ceramic sculpture showed the power of the
material itself or the spiritual meanings these formed objects radiated>.

Contemporary textile art was born in this context of new art and was
introduced to Japan in the 1970s. In 1976, our museum held an exhibition
of contemporary textile art, ‘Fiber Works — Europe and Japan’, which was
organized by Takeo Uchiyama, the chief curator at the National Museum of
Modern Art Kyoto (later, he was chosen to be the director of this museum)s.
In the ‘Introduction’ to the catalogue of this exhibition, Uchiyama explained
the meaning of this exhibition. According to him, the prerequisite condition
of this event was the historical context of contemporary art in general which
had influenced Japanese art. Therefore, at first he pointed out the characters of
contemporary art which I have mentioned above and explained the necessity
of this exhibition in the field of fiber art in Japan+. So, from their knowledge of
new art, Japanese people could accept this exhibition of contemporary textile
art and Japanese textile artists could explore fresh possibilities.

Sibyl Heijnen’s activities of textile art were introduced to the Japanese
people in this context, i.e. in the framework of our new understanding of art
and crafts which had inseparable interactions with the newest tendencies of
visual art in the world.

As we have seen above, Sibyl Heijnen has been developing her artistic
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activities since 1980. Therefore, as Kohmoto said, she belongs to the ‘second
generation’ of contemporary textile artists.

Peggie Breitbarth characterized the art of this generation in her article on
Heijnen. In the 1980s, ‘boundaries between the various art disciplines had by
then definitively become a thing of the past’. ‘Artists were able to draw on all
possible typesof materialsand techniques. The freedom thathad beenso eagerly
desired was within reach, as was chaos’s. We should see two conflicting aspects
in the “freedom of art’ which Hegel had already pointed out in his ‘Lectures
on Philosophy of Art’ (‘Vorlesungen iiber die Asthetik’) at the beginning of the
19th century. We can say that the art of the 1980s, therefore including Heijnen,
faced the same problem as Hegel had suggested. Referring to Hegel’s text,
I would like to consider the true meaning of this ‘freedom’. It will help us to

understand the historical conditions of Heijnen’s art.

The Freedom of Art

Hegel saw the ‘past-character (Vergangenheitscharacter der Kunst)’ in the
post 17th century modern art. It might sound strange that Hegel had lectured
about the ‘past-character of art’ at the beginning of the 18th century, just when
the notion of ‘art’ was becoming popular and ‘art museums’ had been opened
to the public in Europe. Therefore, Hegel’s diagnosis of art is distinguished by
the keen awareness of his thinking. I would like to refer to two parts of Hegel’s

Aesthetics and summarize them.

‘Art is certainly a form which grasps the truth. However, this form can only
pertain to the truth that can be grasped by the sensuous organs. Typical
examples of this truth are the ancient Greek gods. Therefore, they were
represented by sensuous forms, i.e. by statues in marble or bronze. Compared
to those gods, the truth of Christianity is beyond the sensuous organs. So, the
main figures of Christianity can, in principle, never be grasped by art. Especially,
in our days, we have surpassed the stage where art had been the highest mode
of understanding ‘the absolute’. The beautiful days of Greek art and the golden
days of thelate Middle Ages have gone.In the modern world of which the ability
toreflect has been built and everything is regulated by general laws, artists have

also come to be infected with the habit of intellectual reflections, opinions, and

judgments. They can never reject and leave such a world of reflection by their
own wills or decisions. The indispensable matter for art is the vitality in which
general meanings and individual, i.e. particular, feelings of human beings are
inseparably unified. In this sense, our situation of today doesn’t fit the original
condition of art. Art has now been carried away into the world of reminiscence.
Because of these reasons, the genuine actuality of art has already been over with
regard to its ultimate mission in the world. Nowadays, the main interest in art
is not the vital enjoyment it gives, but our judgment of it. What people respect
now is the ‘theory of art’. Art is now inviting us to intellectual considerations.

That is, however, not to invoke art, but to think and know ‘What is art?’ (vol.

13,23 pp.)’

Hegel also pointed out that, ‘in the days of reflection’, the confusion of styles,
the arbitrary employment and parodies of the great artworks of the past world

inevitably arise.

‘It is now in blank (‘tabula rasa’) what artists choose and how they represent it.
For the artists of today, it has become ‘something past (etwas Vergangenes)’ that
artists are bound to represent special forgiven subjects and the forms demanded
by these subjects. Today, art has become the instrument which artists as subjects
can freely use. In order to make their works, they arbitrarily apply the images
and techniques which they have previously kept and various forms of past art.
For the great artists of today, the most necessary tasks are the free and creative
actions from their own spirits. Therefore, all traditional superstitions and
beliefs have become only tools with which the free spirits of artists show their
power over everything. Artists have already left the fixed and limited sphere
and they have made ‘Humanus’ their own god. This means that art can sanctify
everything that moves the feelings of human beings. Universal humanity is just

what the artists of today should represent. (vol. 14. 232 pp.)’

At the beginning of the 19th century, i.e. in the middle of the modern ages,
Hegel diagnosed the symptoms of modern art as be-fitting the manner of a
post-modernist who takes ‘quotations’ from past artworks as a significant

character of post-modern art.
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In the second half of the 2oth century, Hegel’s thesis of ‘past character of art’
attracted the experts of Hegel’s philosophy and so the symposia called ‘The
End of Art’ (‘Das Ende der Kunst’), were held by both societies of Hegel studies
in Western and Eastern Europe. After these congresses, this thesis has come
into common use and many philosophers and art critics have discussed this
subject from various standpoints outside of Hegel’s philosophy®. The reason
for this popularization lies in the radical paradigm shift of art after Dadaism in
the 20th century. Therefore, we can find many opinions concerning “The End
of Art’ in debates on the possibilities of contemporary and, most of all, avant-
garde art because everything is literally ‘tabula rasa’ for it. For contemporary
artists, there is neither fixed form nor necessary material they have to choose,
and also, thereis neither pre-selected and obligatory content nor genre to which
they have to heartily devote themselves.

Art after the 1960s, which we have mentioned, and its second generation,
to which Heijnen belongs, should be understood in this historical context of
paradigm shift in contemporary art and theories. ‘The freedom of art’ which
P. Breitbarth saw in Heijnen’s art doesn’t simply mean the positive aspects of
contemporary art, but also its negative aspects. The artists of today have amuch
clearer consciousness of ‘tabula rasa’ in art, than the artists of Hegel’s days. On
one hand, ‘tabula rasa’ in art means that art has been emancipated from all
established obligations and artists can develop their absolutely free activities
with their own wills. On the other hand, however, it means at the same time
that every contemporary artist has to think from now on by him-/herself about
everything that has to be done. It seems to be a negative aspect of ‘tabula rasa’
because it means that art has totally become a rootless existence. The contents
to be expressed, the forms to be chosen to fit them, the materials to be used and
the genres to be kept or newly named, all of these matters have to be groped
for from now on. Even the notion of ‘art’ (= answer to the question, ‘What is
art?’) should also be determined by the artists themselves each time they want
to make their activities public in their societies. Therefore, as we have seen,
contemporary art is and should be ‘conceptual art’ in its logical sense.

I would like to clarify the meaning of Sibyl Heijnen’s art from the view
of this context of contemporary art. From choice, Heijnen calls her art ‘visual

art’, not ‘textile art’, nor ‘sculpture’ or ‘painting’. She has been developing her

activities beyond every fixed framework of genres because she knows that the
new existence of art will be found in a new horizon beyond the established
rules of the art world. From the view of this new horizon of art, I would like
to consider the works of Heijnen, mainly the ones exhibited in our museum
in 2007.

For the exhibition, Heijnen created many new works and added some
former works to them. She set them on the walls and the floor of our museum
that was covered with artificial white grass. She had also ordered an artificial
white grass for the exhibition. Therefore, to understand her art, we need to
consider not only the meaning of each work in particular, but also the meaning
of space as a whole. In my opinion, this was the most important point of
the exhibition. So, in the next chapter, I would like to consider the dynamic
relationship between Heijnen’s works and space.

In the fourth chapter, I would like to analyze her works and consider the

meanings of her works in detail.

Space and Image

It is ‘image’ which our visual organs really meet in art and also in everyday
life. It is neither ‘material itself’ nor ‘form itself’ and it is much less ‘thing
itself” which we meet. This is the most important but usually misunderstood
point, when we start to consider art and the origin of our visual experiences.
We should know that there isn’t either a ‘material itself’, “form itself’, or ‘thing
itself’ which we can look at. They are not original existences, but only very long-
standing ‘ideas (notions)’ which human beings have invented since they started
thinking. Image is the original existence that we experience, i.e. images are the
original topos in which we live. Compared to image, ‘material’ and ‘form’ are
secondary existences, i.e. ‘derivatives’, which have been thought out from our
experiences of image. Images are ‘shaped appearances (phenomena)’. As soon
as we open our eyes, these shaped phenomena (images) directly come to us or
attack us. When we analyze an image, we separate its inside and outline, which
gives a shape to this inside and, at the same time, separates this shape from the
other shapes outside of it. It has been our custom to take the inside of image
‘material’ and the outline of this ‘form’. Furthermore, it has also been the fatal

custom of our incorrigible belief that these two derivative ideas, ‘material’ and
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‘form’, are the genuine primary elements of ‘things’. However, ‘thing’ is also
only a notion (‘“fiction’) because it consists of two derivative notions, ‘material’
and ‘form’. We should accept that ‘material’ and ‘form’ are ‘ideas’, and therefore,
‘thing’, which consists of these ideas, is also an ‘idea’

Regarding the matters of such notions as ‘image’, ‘material’, ‘form’ and
‘thing’, Thaveargued about them in other articles and books from philosophical
viewpoints+. So,Iwill beable tostarthere from the relationship between ‘image’
and ‘space’. The next paragraphs are a digest of my paper on the relationship
between ‘image’ and ‘space’ regarding a contemporary Japanese artist®. They

will also be useful to understand Sibyl Heijnen’s works.

‘Artists always contemplate their thoughts about relationship between image
and space within their aesthetic experience through performance, and express
them with their works as a display of their ‘relationship to images’. We should
also know that not only ‘image’ and ‘space’, but also ‘time’ is inseparably
involved in our experiences and also in artworks.

In line with the behavior of the mind and body, the human experience
is always formed within the passage of time. There is no such thing as an
experience which is independent of time. But concurrently, experience is
formulated by the body and its surroundings (space). Time and space cannot
be separated in an experience, and thus, are a prerequisite to acquiring
every experience. In fact, art is a performance that is directly related to such
experiences. As I have insisted in other articles, the ‘time’ and ‘space’ referred to
in art are ‘physiognomic’ time and space that modify their appearance in line
with the human recognition of an image, and are time and space that each of
us experiences in terms of time that conceives space, and in terms of space that
permeates through time.

What T’ can ‘experience’ is a phenomenon (an image) that has some sort
of form, and it is always modified in relation to my body. For example, a star
that shines far away in the distance will loom over me as a huge sphere as it
approaches me. Simultaneously, the distance between myself and the star and
the space surrounding me will also change with respect to the change in my
time and space. Therefore, I myself, and the image that I am experiencing, and

time and space will fall into an inseparable relationship that moves constantly.

The characteristics of time and space that Sibyl Heijnen has in mind also lie
in the formulation of a very fundamental human experience that is too often
buried in oblivion because it is so basic.

There is another important point in discussing ‘time and space’. It is as

follows:

‘Space’and ‘time’ transcend experience. However, in visual art, ‘space’ and ‘time’
often become the subjects of discussion. This seems to imply that both ‘space’

and ‘time’ are ‘experienced as an experience that is not experienceable™.

The fact that space and time ‘transcend experience’ means that human beings
cannot experience space itself or time itself. And yet, space and time are pre-
conditions to experience. Kant in his Kritik der reinen Vernunft successfully
argues this point. He says that it is possible to imagine space without a subject,
but it is not possible to imagine space that does not exist. The same can be said
of time. It is possible to imagine time that passes uninterrupted even for a
second, but it is not possible to imagine time that does not pass, in other words
asubject that is absolutely non-changing. Although timelessness, or an eternal
existence, or any existence outside the domains of time and space (such as god
or the world after death) are conceived as things that transcend experience,
such concepts and representations are, in fact, derived from our experiences
born within the domains of space and time. In other words, they are merely
derivatives of our experiences. It is not possible to experience space itself or
time itself because they are linked to experience in the form of preconditions
that then give recognition to a subject.

There are further implications. Theories about space and time that are
independent of experience are abstract. Once again, space and time transcend
experience, but cannot be severed from experience. Despite this, we are able
to, and in fact, actually do experience in a special way, the space and time that
transcend our experiences. In other words, space and time are constantly
experienced in a negative sense as the ‘background’ to the subject of our
experience. Thus, when there is a change in the experience (a positive one),
the concept of space and time (a negative one) also undergoes change, and vice

versa. A change in experience will bring about a change in the way we view the
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space in which we are, and a change in the view of space will in turn change our

experiences.’

In this sense, Heijnen’s works are profoundly involved in the flexible
relationship of time and space and our experience, thus appealing to the senses
in an extremely sensitive spectrum of time and space.

In the case of her exhibition at our museum, she set her works in a big
and snow-white room within the hall. She dared to use a white, cubic room of
the museum that is usually taken as a ‘neutral space’ for works. However, she
spread over the whole floor an artificial white turf she had specially ordered.
Because of this idea, the character of the room was significantly changed from
the neutral to the expressive (= the room which has a ‘look’), i.e. it turned into
an atmospheric space. White floor doesn’t relate only to our visual perceptions,
but also to the feeling of our whole body. In fact, visitors stood, sat down or lay
on the floor, enjoying the soft touch of the white, artificial grass as if they were
enjoying a snowy world. Heijnen said to me that a young visitor had joyfully
danced while humming on this soft, white floor. These attitudes of visitors
suggested that Heijnen’s idea of white grass was very successful. It provided
new experiences of space for people.

After spreading the white turf, she separated this room into two parts
with a tall, wide white wall. So, two rooms were set. The larger one was open
to the visitors who, after taking off their shoes, stepped into this space from
the wide open eastern entrance and the southern side of it was also open to the
outside. Through the three meters high panels, visitors could see the outside
view. On the contrary, the other much smaller inner room was entirely shielded
by the white wall. Therefore, the two rooms were given vastly different looks
(atmosphere). The front room gave us an open and natural feeling and the inner
room a closed, and therefore somewhat anxious and mysterious feeling.

In these two rooms, Heijnen set eighteen of her works. Except for two
works made of cowhide, she created all the rest using many kinds of rubber,
one of which is used for making car tires. Some works were hung on the wall,
three works were suspended from the ceiling in the front room, and a single
work was set on the floor of each room.

By setting these works (images), the looks of the rooms got each a special

implication and a significantly different atmosphere filled each room. From

now, let’s look at each work.

Form and Content

In the comments on Heijnen’s artworks in the catalogue, Look!, we often
find the notion of ‘unity between the extremes’, for instance, ‘fluid (flexible)’
and ‘robust’ (p. 15), ‘individual’ and ‘impersonal (industrial)’(p. 17), ‘material
use’ and ‘artistic applications’, ‘western’ and ‘eastern’ (p. 77), or ‘content’ and
‘form’ (p. 85). Wim van der Beck called this property of Heijnen’s art activities
the ‘search of potential synthesis of opposites’ (p. 77).

The unity of the ‘individual’ and the ‘impersonal’ or that of ‘material use’
and ‘artistic applications’ will be easily found in Heijnen’s works because she
has used industrial materials and given them her own original forms. It is also
understandable that she has always combined ‘fluid’ or ‘flexible’ characters
and ‘robust’ characters in the same materials. The two sides of the same coin
(1990) is one of the best examples of this combination. This work won The 3rd
International Textile Competition ’92, which was held in Kyoto. She used rolls
of colorfully dyed clothes and showed their cross sections by cutting, sewing
and piling them up. The surfaces of the rolled clothes have same (navy blue)
color. On the contrary, their cross sections, i.e. inside the rolls, showed us a very
colorful and so, impressive look. Clothes are originally soft materials. However,
rolls of them become stable forms. Using these seemingly conflicting natures,
Heijnen showed a peculiar nature of the cloth that we don’t usually notice. The
title, the two sides of the same coin truly fits this work. We realize thatlanguage
(here, the title) also plays an important role in her art.

We can see the ‘synthesis’ of content, material and form in this work. The
content of this work hadn’t been previously determined. In the process of
cutting, piling and combining the rolls (materials), the content of the work,
which also hadn’t been fixed in advance, gradually took its shape. Therefore,
the content, the material and the form of it cannot be separated. They became
clearer in the process of making. This is the original nature of ‘image’, as I
mentioned above. We should understand that Heijnen is working within the
relationship of images. It is images which just have ‘looks’ and which are just

‘looked’ at.
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From the viewpoint of the relationship between images and space, we can
analyze Heijnen’s works shown in our exhibition rooms. Also the titles of some

works give us good hints in understanding the meaning of the two rooms.

1 Inthe front room, Heijnen set six two-dimensional works hanging on the
wall, four long objects of rubber hanging from the ceiling, and one object on
the floor. Compared to the space occupied by the works, this room is quite large.
Therefore, looking at the works, we felt also the expanse of the white floor. The
quality of space depends on how images are set in the space. The feeling of
‘expanse’ space was derived from this layout, which gave us a free space to move
about in. Thus, the visitors could have a relaxed manner there, as I mentioned
above. I am calling these two-dimensional works ‘works’ and not ‘pictures’
because they aren’t exactly the usual two-dimensional planes called ‘pictures’,
and being warped, naturally their surfaces are uneven. We can also call these
‘works’ ‘objects’ in the sense of a well-known notion in the contemporary art
after Dadaism.

Heijnen hung six two-dimensional works on the eastern, western and
southern walls in the room. These six works surrounded the space of the room
and gaveitapeculiaratmosphere. These two-dimensional works were necessary
for realizing Heijnen’s core concept. Together with the artificial white grass,
they contributed to change the nature of the space. So, the neutral space of the
white room was changed into a ‘physiognomic space’.

Work o1, titled Moonlit 2 (2005), was hung on the western wall near the open
entrance. When visitors stepped into the room, they would have, first of all, met
this work made of black rubber. The surface of this two-dimensional rectangular
black rubber was made uneven and was gilded and then covered with aluminum
leaves. So, this work subtly reflects a silvery light and also a golden light, which
shines here and there through the silver color. It has a very delicate shiny look, as
if we were in the moonlight. This feeling is intensified by the title.

Work 03, Who draws the line 2 (2007), was hung on the eastern wall. This
work is an almost full-size cowhide, some parts of which Heijnen cut out. For
instance, she cut out some black parts, but carefully kept the outlines of those
black spots. Therefore, she gave it the title, Who draws the line? Was it Mother

Nature, Heijnen, or God? The answer is ambiguous.

On the southern wall, two rectangular rubber works of the same size were
hung. One (Work o04) is made of a simple black rubber and the other (Work
05) is a black rubber covered with aluminum leaves. As with Work o1, their
surfaces are uneven. Therefore, they show subtle nuances by their reflections
of light. On the back side of this black rubber, Heijnen fixed aluminum leaves
and this silver color was seen when we looked inside of this back. The contrast
of the black work and the silver work beside it gave an impressive effect. The
black one awakened the feelings of silence and besides it, the other one vividly
took a shiny look. The titles of these works are Chroma 1 and Chroma 2. This
Greek word, ‘chroma’, means ‘color’. Using only two colors, black and silver
aluminum, Heijnen showed us the delicate condition of color by bending
the surfaces of rubber and putting the leaves of aluminum on it. Every color
is never originally an attribute of things, but it is just the appearance (image)
that gets its value only from its relationship to other colors around it and the
changeable conditions of light. Heijnen’s works successfully enlighten this
fact of colors. Therefore, we had to deliberately ‘look’ at her works with their
sensitive ‘surfaces’.

Work o9 (Brightly) and 10 (Running Slowly) were hung side by side on the
western wall. Both were also made of rectangular black rubber. The surface of
Brightly was confidently painted with gold by a wide-tipped brush. This work
looks like an ‘informel painting’ or a Japanese avant-garde calligraphy which
had been influenced by the ‘informel painting”’ movement since the end of the
1960s. In the black margin of these images, gold is also shining through the
black color. This work radiates a powerful golden shine. Beside this object,
a work of the same size, Running Slowly, was hung. This work looks like a big
ceramic plate which has a wide edge and a concave inside. On the edge, a golden
colorlightly shines on the black ground. The bottom of the inside is blue. When
you look at this blue bottom, you will find a delicate deepness of color like the
blue glaze of ceramics. On this blue ground, Heijnen drew abstract images with
a golden color, which was nicely embossed on this blue surface. Therefore, we
should watch this work in the manner of ‘Running Slowly’.

Because of these uneven two-dimensional objects that were hung on the
wall, space was given a peculiar tremor. It began to move. This light tremor

within the room is a prerequisite condition for the space that Heijnen tried to
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install. In this space, four objects hanging from the ceiling and one object on the
floor were set. These objects finally created the quality of the space as a whole.

A long ‘Black Rubber’ (2005-2007) (Work 02) was hung down from the
ceiling near the wall on which Work o1 was hung. This long black hanging
rubber was irregularly rolled as if it were a black bagworm. This work was
radiating a somewhat uneasy atmosphere in the room because it didn’t stand
stably on the floor. It was hung in an instable way, the lowest part of it almost
touching the floor. Because of its position and shape, this object appears to be
lumpish and so, uneasy.

In front of the big southern windows, two long, red rubbers (Work 06,
Allurement 2z) were hung from the ceiling. One side of one rubber was gilded.
In the other rubber, Heijnen punched many circular holes of different sizes.
With this treatment, lightness was given to this rubber because our eyes were
not wholly stopped by the surface of the rubber, but could go through the
holes to beyond. In the opposite northern side of the room, we could see the
other hanging black rubber (Work o7) with the title, Allurement 1. One side was
also gorgeously gilded. These three works could move due to the breeze in the
room and then, change their looks. As we saw, Heijnen started her activities
from textile art. Therefore, she has been very familiar with using the peculiar
nature of soft materials and displaying them. I think that hanging the rubbers
came from her experiences with textile art. Especially, the two long red, gilded
rubbers and the one black, gilded rubber created by Heilnen, in addition to the
changing of their looks by the breeze, made these works and also the space as
a whole, graceful and dignified. Their title, Allurement fits their appearance. As
their title suggests, these objects truly made the space in the front room as a
whole ‘charming’ and also ‘dignified’ with the gilt and silvery surfaces. Here,
the contrast between these works (Allurement 1, Allurement 2) and Black Rubber
played an important role. As I suggested, the latter gave us a lumpish feeling.
Work o7, the work of gilt black rubber gave us a feeling of dignity. Compared
to it, Work o6 awakened the feeling of lightness because of their shapes and
positions. They were suspended just a short distance from the floor. Because of
this distance from the floor, they gave us a light and graceful impression. The
quality of space depends on the positions of all the images in it. It isn’t only a

matter of art, but also our everyday lives.

The last work (Work 08, All Round) to which we should refer was put on the
floor near the western wall. This work is a ring of black rubber, about one meter
in diameter and 6o cm in width. Heijnen used a ready-made object. However,
she gilded a part of it and set it on its side on the floor. Therefore, it looked like
a holy well. Anyway, its ringed image intrigues us to go around it and look into
it, even though there is nothing in it. The shape of every image always urges us
to take a suitable reaction to it.

As we have seen, other works were hung on the wall or hung from the
ceiling some distance from the floor. Therefore, space as a whole produced a
floating atmosphere. On the contrary, the object, All Round, played a different
role. Only this object was stably set on the floor. Therefore, with this object, the
moving tendencies of all the other works were melted or softened and a calm
atmosphere began to drift in the space. It was, so to speak, the center of gravity
of this space. On one hand, this object itself radiated ambiguous meanings and,
on the other hand, it related closely to all the other objects.

As I pointed out, together with this object, the three works hung from the
ceiling were also set near the walls. Because of this layout, a free, wide space was
given to the center of the room. Therefore, visitors could freely walk around
and take their favorite positions. So, they could consider and associate not
only the meaning of each work, but also the meaning of space itself with all
their sensory organs. In the relationship of all the objects (images) in the room,
the quality of space was ultimately determined. This quality of space became
gradually clearer in the process of the arrangement of each object. Therefore,
we have to understand that content, form, material, and subjects (subject as
creator and subjects as visitors) can never be separated when we consider
the meaning of each artwork and space, the quality of which is determined
through the dynamic relationship of all the works. ‘Layout’ originally depends
on the relationship of images and each of us. It has no fixed rule which can be
objectively given. It is just the matter of images.

This fact could be more clearly understood, if we changed the layout of
Heijnen’s works. If for instance, we moved the works hung from the ceiling
and the work on the floor further from the walls than their original positions,
the meaning of space would suddenly change. In this case, our free positions in

the space would be hindered, because objects have come to occupy the space.
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Then, we would be forced to take the positions of simple ‘viewers’ who slowly
go around and look at each work. Hereby, the quality of space as a whole would
recede from the foreground of our consciousness. Therefore, in my opinion,
the core point of Heijnen’s activity for this exhibition was how and where these

works should be hung from the ceiling or put on the floor.

2 Thequality of space in the inner room was entirely different from the front
one. The two rooms made a sharp contrast.

Work 11, made of rubber, was on the eastern wall and Work 13, which
consisted of a set of four rubber works, was on the southern wall. Work 14,
made of cowhide, and Work 15, made of rubber, were on the western wall.

Work 11 (Insight), made of uneven rubber, was cut nearly square. This
rubber was separated into two parts, an inner square and a wide, black frame
surrounding it.In a similar wide stroke to that of Work 09, the quadrant part of
the inner square was gilded. The center of this quadrant was at the upper right
corner of the inner square. Then, Heijnen punched circular holes of different
sizes. Thus, an appearance of depth was given to the surface of this colored
part. Furthermore, the lower left hand corner was cut in along the edge. So, the
depth of the uneven surface was increased in a more complex way.

Work 13 (Lines Gradually Growing) consisted of four uneven two-dimensional
black rubbers of the same size. Looking at these works from the left, the first
rubber was gilded with three vertical lines which were thinner than the gilded
lines on the other works. The second rubber had two wider gilded lines on its
surface and the fourth work had three. The third rubber was different from the
other three works. It was gilded all over the surface with horizontally stroked
lines. The look and shine of this gilded surface was very delicate because the
upper and lower parts of the rubber were reformed to a concave shape. On every
gilded line, we could find traces of strokes by brushes and so, every line had and
therefore, every surface had its own dynamism and look, as the title suggested.

Work 14 was made of cowhide and the process of making this work is
similar to that of the Work 03, which we have seen previously.

Work 15 was made of uneven black rubber and twenty aluminum leaves
were stuck on it. The surface of this work was also very complicated because

these leaves had irregular gaps here and there, and through these gaps, we

could find golden strokes on the black ground. Dynamism was also given to
this room by the various looks of the works on the wall. However, the quality of
space as a whole made a striking contrast to the front room because of Work 12,
an object which occupied the center of the floor.

Work 12 (Black circles on white) consisted of circles of black rubbers of various
width and various forms. Eleven objects were set randomly to a general circle
on the floor and most circles were bent. Heijnen was aiming at the nature of
rubber, its plasticity. Because of this plasticity, rubber can show variouslooks.In
two cases, one form was set upon another to form a couple. With the black color
of the rubber, this appearance of confusion gave us a feeling of silent pressure.
Through this big assembly of black circles that occupied the center space of the
room, this room was filled with an uneasy atmosphere. In this room, we had to
take a standing position, and we had to move slowly and consider the meaning
of each work and space as a whole. Space and images in it demanded such a

position from us.

Conclusion

Thaveanalyzed thedetails of all the works and considered their relationship
to the space as a whole. Through this analyzing process, it gradually became
clear that every work contributed to produce a peculiar quality of space. The
subject of this exhibition wasn’t only to look at each work, but also to look at
and feel the space as a whole. The title of this exhibition, Look!, proposed that
we should ‘look’ at the works and space as a whole with all our sensory organs.

Concerning the narrative meanings of works and space, I didn’t presume
to tell my opinions.

If you wanted to, you could find any spiritual meanings because every work,
and also the space as a whole, seemed to radiate such meanings. Because white,
black, gold, silver or red were used, some Japanese artists in the field of arts and
crafts found an east Asian, especially Japanese tradition of painting and arts and
crafts, which had often used golden and silver leaves on their works. Certainly,
Heijnen had learned such a tradition, when she stayed in Japan. However, it is
only one aspect of her art and so, we can’t reduce her activities to such a simple
principle. Because of using the colors mentioned above, we could feel that a

religious or mysterious atmosphere wafted throughout the space. However,
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there wasn’t any object that simply referred to religious figures. As it were,
there were no gods in this holy space. Every work kept an equivocal look. From
now on, each of us has to consider and find the meaning of our experiences and
spin out our own stories stimulated by this exhibition. Heijnen opened this
contemplative place for visitors. This exhibition showed us a typical concept of
contemporary art after ‘the end of art’.

On a final note, though it is my presumption, through my consideration
of Heijnen’s works in Look!, another title of this exhibition has been going

through my head. It is “‘Waving Space’.

Sibyl Hei jnen : Look!

AR VAN:

Moonlit 2 2005
Black Rubber 2005-07
Who draws the line 2 2007
Chroma 1 2007
Chroma 2 2007
Allurement 2 (Red)

Al lurement 1 2005
All Round 1 2005
Brightly 2007
Running Slowly 2007
Insight 2004
Black circles on white 2007

Lines Gradually Growing 2006
Who draws the line 1 2007
Moonlit 4 2005
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Sibyl Heijnen and TenCate

Aspectacular interaction between art and innovative materials

Early in her career Sibyl Heijnen went to see TenCate. She thought new fabrics
that were being developed by the company could be useful to her art practice
one day. By working with textiles in a spatial manner, flexibility and strength,
besides colour, structure and pattern, were the properties that most caught
her attention. Thus in time she also familiarized herself with rubber and
plastic. When she was commissioned a — in itself modest — project (the Bow) by
TenCate, she embraced the opportunity to fully get to know the company and
it’s products. She visited various plants and gained insight into what counts for
her most: the individuality of the material - which is related, from her point of
view, to the technical and artistic possibilities as well as its beauty.

Having the lively printed fabrics of the clothing industry in mind, one
can hardly imagine that beauty can also be found in industrial textile like cow
mattresses, scaffolding materials and sandbags. Yet for Sibyl Heijnen this is
not a problem at all. She looks at pliability, texture and the way in which the
material behaves by hanging, draping and overlapping. Furthermore she adds
her own colour and patterns. She works on her material by painting it with
colour or gilding with gold and aluminium. This creates fascinating worlds,
miles apart from the daily struggle in which these materials usually find their
application. Yet, it also stimulates us to think. The use of gold and silver on
industrial materials explicitly poses the question about the value of the
different materials. What is more important for the citizen of the 21st century?
Precious metals or materials used to make sandbags, piles and scaffolding?
And what is beauty? Golden glitter? Or dull durability? The ambition of the
artist reaches further than beauty to the eye only. Since 2002 Sibyl Heijnen has
applied different kinds of technical fabrics in various projects in public spaces,
with the masterly stage curtain in the De Spiegel theatre in Zwolle as the zenith
of her career for the time being, and the Magic Wall in the TenCate head-office
in Almelo as her most recent work.

At TenCate artificial grass also caught the attention of Sibyl Heijnen. At
first it was beyond the bounds of her interest. Flexibility and strength, to the

extent that it can be folded, draped and placed down, hardly play any role here.
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But beauty does. For her exhibition in the National Museum of Modern Art in
Kyoto (2007) she wanted the floor of the hall to be covered with artificial grass,
but in the colour white. Virginal white, as if it were a blank sheet of paper on
which she could present the spatial ‘drawing’ of her works in the space and on
the floor and walls. It turned out to be a golden hit: the visitors reacted to her
presentation with all their senses. In this exhibition at gallery Le Bain in Tokyo
the basis of her installation consists of TenCate’s black artificial grass.

TenCate proves that the ancient textile industry meets the future with
an entirely new face. Sibyl Heijnen takes advantage of it and shows that a
spectacular interaction between art and innovative materials is possible, and

thereby she regularly manifests herself far beyond national frontiers.

Peggie Breitbarth
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