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The Triangle

The Triangle is a space newly created for the reopening of the Kyoto City KYOCERA Museum of Art. It aims to nurture
emerging artists, especially those associated with Kyoto, and to provide opportunities for museum visitors to experience
contemporary art. In order to connect the artist, museum, and viewer in a triangle and deepen those connections, the space

hosts an eponymous series of special exhibitions and presents new artistic expression from Kyoto.
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On the windows of the Northwest Entrance, the
hand-painted grid (on the translucent glass) created

a contrast with the digitally printed grid (on the

transparent window).
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On Working On-Site at The Triangle

For around two months after the exhibition began, I
worked on the above-ground glass walls almost daily
from morning till evening. What I paid most attention
to when arranging this exhibit was creating a visual
effect that can be achieved specifically in the space that
is The Triangle.

The above-ground first floor is a space surrounded by
glass to the east, southwest, and north. Due to the
impact of the sun, things couldn’t proceed according
to my own schedule like when I am working regularly
in a studio. Since the eastern wall was exposed to direct
sunlight until 11:30 a.m., and then the southwestern
wall from 11:30 a.m. to around 5 p.m., it was too
glaring to concentrate. The evening sun would then

hit the western wall, but I could work on it all day. I

organized a schedule that took the conditions of sunny

days into consideration. It also proved difficult both to
put up masking tape and paint colors at the acute angle
where the glass walls meet or the tight space between the
glass and the pillars. I endeavored to add the masking

tape and apply the paint as accurately as possible.

Working in this way in the gradually changing space
that is The Triangle, astonishingly beautiful images
reflected one after the other in my eyes. I witnessed
many moments when coruscating colors never seen until
now from paints laid over the color of the sky formed
layers with the external space, glass walls, and internal
space, influencing one another, and producing profound
and vivid depth. My own sense of color and space
seemed reborn afresh every day. I look forward to seeing

the impact this will have on my future work.

Kawato Aya
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CUD: C/U/D_2770-44475_(t)_I was on display at ~ |

the Northwest Entrance. It was completed on-site by

the artist over the course of two months during the

exhibition.
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Fig. 1 Vertical lines layout data for
CUD: C/U/D_2770-44475_(t)_I

Fig. 2 Grid printed by silkscreen on a

wooden panel

Gaps in the Grid

Yamada Takayuki

Assistant Curator, Kyoto City KYOCERA Museum of Art

Introduction: Wearing a Grid
At Kawato Aya: Diagonal Dimension, vividly colored
forty-five-degree vertical and diagonal lines painted with
uniform lengths and widths formed grids corresponding
to the triangular glass building, unfolding over the
entire exhibition space. All of the walls of the exhibition
room in the first basement were covered by a digitally
printed grid, over which the grid painting series CUD:
C/U/D_mm-mcec_(w) (1-X), painted by hand and
layered over the patterns of the walls, were hung (p. 9)."
At a distance, the work and the wall seemed unified, but
closer inspection clearly revealed the textual differences
between the two. Compared to the smooth texture of
the digital print, the analog hand-painted grid showed
unevenness in the paints and traces of the artist’s
brushstrokes, giving a remarkably distinctive depth and
warmth to the world of geometric and planar grids.

An acrylic panel (pp. 8, 11) set up at the entrance

to the exhibition room and the glass windows at the

Northwest Entrance (pp. 4—7) at the top of the stairs
likewise featured hand-painted and digitally printed
grids. These countless colored lines floating over a
transparent support seemed almost like a shower of
colors suspended in the sky.

In the grids that appeared to shift with the viewing
angle and distance, many of the visitors to the exhibition
surely spotted an affinity with Op art,” which is
characterized by its intense illusory effects (that is,
optical illusions). The artist is indeed an admirer of Op
art and certainly influenced by it to some extent. But the
grids that she paints do not have the aggressive illusory
effects of Op art. Instead of inducing optical
disorientation or an adverse reaction in the viewer, they
bring about a pleasant visual uncertainty.

The Triangle “wore” grids embroidered with the
threads of colors that gently swathed these visitors,

transforming into a single installation.

Layering of Time

The grid paintings comprise lines five millimeters wide
and two hundred millimeters long. The lines have

over 120 colors, whose layout is fixed in advance on a
computer (Fig. 1). For the digitally printed works, that
data is outputted on paper or sheets, while for CUD: C/
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Fig. 3 Paints used for silkscreening

EF
Fig. 4 Yellow and purple masking tape
is placed over the work, and then the
exposed parts in between are painted

with vertical lines.

All photographs taken by the author at

the artist's studio

U/D_mm-mecce_(w) (1-X), the artist accurately adheres
to the color layout as she elaborately applies acrylic paints
by hand. The process of making the work is as follows.

Firstly, a checkered grid is printed by silkscreen over
a wooden panel support painted with a base coat (Fig. 2).
The paints used at this stage are a blend of six pearl
colors, forming a strikingly unusual silver hue (Fig. 3).
Next, masking tape is put over the pattern at precise,
regular intervals, and the exposed parts between the tape
is painted with the color for the vertical lines (Fig. 4).
When the paint dries, the tape is removed and the
diagonal lines are silkscreened. Masking tape is once
again put on the work and lines painted diagonally
over the parts left uncovered. After waiting for the
paint to dry, the tape is taken off and the piece is now
finished. This exhibition also included works that
employed a transparent acrylic panel or window glass
for their support, though they were made by largely the
same procedure. They did, however, omit the base coat
and silkscreened diagonal lines to better harness the
permeability of the support.

This multilayering of paint is one of the features of
Kawato’s grid paintings. The acrylic paints that she uses
are characterized by how they do not mix, even if

painted over with another color after drying. As such,

the paints that she layers up stratify without mixing, and
accumulate on the surface of the painting. The parts, for
instance, where the vertical and diagonal lines intersect
have six layers of paint if we include the base coat and
silkscreened paint (p. 10). By deliberately not mixing
colors, the artist is reflecting in her grid world the
vibrancy of color that the paints originally have. She
layers the vivid line colors as if interweaving them, an
approach that is heavily indebted to the traditional
dyeing and weaving and Oshima #sumugi silk pongee
techniques that she has studied.’ By here integrating
such techniques that she learned into the act of painting,
she attempts to express a grid with a distinctive texture
and coloration.

The particular depth and warmth of Kawato’s
grids that I cited at the start of this essay surely derives
from the buildup of paint arising from these layers of
lines. It is a visualization of the time involved in the
meticulous creation process, and softens the monotony

of a geometric world created by grids.

Control and Deviation / Brushstroke Fetishism
When she creates her grids, Kawato is exploring the
theme of control and deviation (that is, what is controlled

and uncontrolled). This mainly derives from two things
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that have interested her. The first is dyeing and weaving.
As mentioned above, she studied this at university

and researched Oshima tsumugi silk pongee when a
graduate student. She focused on how even in the work
of incredibly skilled craftspeople, “deviation” inevitably
arises over the course of the meticulous creation process
in the form of unevenness or irregularities. Though

it is possible to perceive this negatively as a sign of
imperfection, Kawato affirmatively sensed the presence
here of a realm beyond the reach of human control and
of a consequent beauty.

The other thing that has inspired her concern with
control and deviation is the effect of optical illusions.
Influenced by her neuroscientist father, Kawato was
highly aware from an early age that we perceive the
world not only through our eyes but also through our
brains. This led to an interest in optical illusions, which
are attributable to a complex mechanism in the brain,
and Op art, in which optical illusions play a large part.
Optical illusions too are a deviation, so to speak, arising

between the eye and brain, and the artist discovered the

beauty that lies beyond control in these visual deviations.

Kawato finds such uncontrollable deviations in
the unevenness of paint, distortions, brushstrokes,

and bleeding into adjacent areas within her own

paintings. The artist interprets these deviations as
the things beyond her control that inevitably arose as
the result of physical limitations, of problems related
to the materiality of paints and the support, and of
environmental changes during the creation process. But
is it possible to intentionally generate such uncontrollable
things? If deviations are ultimately things created by
the artist, doesn’t this mean that some kind of control is
functioning there, be it conscious or unconscious?

In the face of the highly contradictorily nature
of control and deviation, Kawato seems to respond by
setting the act of painting itself as a goal. When it comes
time for her to apply paints, she mechanically follows
the arrangement of colors determined in advance, and
becomes completely absorbed in the process of painting.
At this point, she immerses herself in the act of painting
almost as if to negate herself. At that moment, the act
of painting alone becomes the pure objective, and the
only thing guiding her is a fetish for brushstrokes that
emerges as a result of this act.

Intriguingly, this act of painting overlaps with
the automatism of the Surrealists, including the
contradictions that it contains. In regard to automatism,
the artist has attempted to express the true ideas

repressed by the conscious mind and the vast world of
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the unconscious by not inserting consciousness into the
creative act.

As the Surrealists explored the amorphous realm of
the unconscious, so too does Kawato immerse herself in
the act of painting and, through the deviations that arise
unexpectedly as a result, endeavors to present a realm
beyond control and cognition. The deviations that
appeared like this bore holes in the geometric and stable
world of grids.” The deviations disrupt the grid world,
forming the key for us viewers to glimpse the presence of
a realm beyond the grid that neither human control nor

cognition reach.

Conclusion: Creating Work at The Triangle

CUD: C/U/D_2770-44475_(¢)_I, which was painted
across the entirety of the large glass walls that enclose
the Northwest Entrance of the museum, was created on-
site by the artist over two months during the exhibition.
For Kawato, this was her first experience of a long-

term production process while dealing with constant
environmental changes. The sunlight coming in through
the glass shifted significantly depending on the season
and hour of day. Behind her as she worked, people
frequently passed by, at times stopping to observe, at

others even curiously asking the artist about her work.

The surrounding landscape extending outside the
windows was also not uniform. The temperature and
humidity inside the entrance space fluctuated greatly,
with the artist often forced to work in brutally hot
conditions.

Compared with the more consistent space that is a
studio, working in a special environment like this was an
incredibly challenging endeavor. Nonetheless, Kawato
proactively, even positively, accepted the changes that
surrounded her and continued with her work.

The grids that she paints are woven out of the
threads of various things she has experienced. Her
experience this time will surely be woven into that as
her new intent. That thread will intertwine more tightly
with others in the future, lending a texture never seen

before to the grids she creates.
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The work name is an abbreviation of the theme, size, undercoat color, and version. “C/
U/D” derives from the first letters of the themes (controlled, uncontrolled, diagonal),
followed by the size in millimeters in Roman numerals. “(w)” is the first letter of the
base coat (here, white), while the final Roman numeral indicates the version. One of
the exhibits, CUD: C/U/D_2770-44475_(t)_I, uses Arabic numerals because its size
exceeds what is possible to indicate by Roman numerals.

Op art, or Optical art, is a style of postwar visual art known for its strong use of optical
illusions through geometric patterns and colors. Major artists of the style include Josef
Albers, Bridget Riley, and Victor Vasarely. 7he Responsive Eye, held at the Museum

of Modern Art in New York in 1965, brought the style widespread recognition. It is
also closely connected to broader cultural phenomena like then-contemporary mass
consumption, urban space, cinema, and music, and is regarded as important not only
in terms of postwar art history but also cultural history and social history in general.
Oshima #sumugi silk pongee is a silk fabric from the island of Amami Oshima,
Kagoshima Prefecture. For more on Kawato’s Oshima #sumugi research and how she
applies it to her paintings, see her Tokyo University of the Arts Graduate School of
Fine Arts doctoral dissertation (2018).

Regarding the deviations arising in Kawato’s grids, I referred to Roland Barthes’s
notions of studium and punctum, which he discusses in relation to photography in La
chambre claire. According to Barthes, the former is something coded; an incredibly
wide field that encompasses desires, various kinds of interests, and haphazard tastes.

The latter is a kind of sting, small hole, little speck, or tiny tear that destroys studium.

Further Reading
+ Amino Nao and Maeda Kiyoko, eds., Bridget Riley: Paintings from the 1960s ro the

Present, Sakura: Kawamura Memorial DIC Museum of Art, 2018.

+ Roland Barthes, La chambre claire: note sur la photographie, Paris: Collection Cahiers du

Cinéma/Gallimard, 1980.

* Bijutsu Techo, vol. 53, no. 808, July 2001.

+ André Breton, Manifeste du surréalisme. Poisson soluble, Paris: Editions du Sagittaire,

1924.

+ Kawato Aya, “Controlled and Uncontrolled—A Structural Study of ‘Control and

Uncontrol in Oshima Tsumugi,” Tokyo University of the Arts Graduate School of Fine

Arts doctoral dissertation, 2018.

+ National Museum of Modern Art, Tokyo, ed., Bridget Riley: Works 1959—78, Tokyo: The

Tokyo Shimbun, 1980.

+ William C. Seitz, 7he Responsive Eye, New York: Museum of Modern Art, in

collaboration with the City Art Museum of St. Louis and others, 1965.
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@ CUD: C/U/D_2770-44475_(t)_1 @ CUD: C/UI/D_2770-44475_(t)_I D
20224 2022 ~
KRGy = HF7 AT 7 V) vfei Bold lines: acrylic on glass
Wefihor : H7 ATV 2T Y v b Dashed lines: digital print on glass
277 % 4,447.5 cm 277 % 4,447.5 cm

2 CUD: C/U/D_mm-mccc_(w)_I 2 CUD: C/U/D_mm-mccc_(w)_I

3 CUD: C/U/D_mm-mccc_(w)_II @ CUD: C/U/D_mm-mccc_(w)_IT

@ CUD: C/U/D_mm-mccc_(w)_III @ CUD: C/U/D_mm-mccc_(w)_IIT

(%3 CUD: C/U/D_mm-mccc_(w)_IV ® CUD: C/U/D_mm-mccc_(w)_IV

6 CUD: C/U/D_mm-mccc_(w)_V ® CUD: C/U/D_mm-mccc_(w)_V

(@ CUD: C/U/D_mm-mccc_(w)_VI (@ CUD: C/U/D_mm-mcce_(w)_VI

® CUD: C/U/D_mm-mccc_(w)_VII ® CUD: C/U/D_mm-mccc_(w)_VII

© CUD: C/U/D_mm-mccc_(w)_VIII © CUD: C/U/D_mm-mccc_(w)_VIII

10 CUD: C/U/D_mm-mccc_(w)_IX 10 CUD: C/U/D_mm-mccc_(w)_IX

1) CUD: C/U/D_mm-mccc_(w)_X 1) CUD: C/U/D_mm-mccc_(w)_X
20224 2022
KBS AT 7 ) MAEHE Acrylic on wooden panel
#200 % 130 cm 200 % 130 cm each

1@ CUD: C/U/D_mmeclx-mcmlx_(t)_I @ CUD: C/U/D_mmclx-memix_(t)_I
20224 2022
T IARICT 7 Y MR E Acrylic on acrylic board
216 X 196 cm 216 X 196 cm

1) CUD: C/U/D_mmclx-mcemlx_(t)_IT @) CUD: C/U/D_mmclx-memix_(t)_IT
20224 2022
T2 IMRICTY 2ATY v b Digital print on acrylic panel

216 X 196 cm 216 % 196 cm



29

JUANFE b ne

1988 RREETH

2011 SRR HER LM B RIARL T F 2 2 A VA
2014 28 ) [T 5 A AR S o

2015 FUA B R A R BT e R e R 25 R BUE e 7
2019 [FIR 2R A ST TR e i 2ol R BURG - Be IRARAE T
Bl SUHELE

ERAL)E:

2017 [C/U_CCLXXX-CXC_(w)_IJ Shonandai MY Gallery (3x()
2019 [Aya Kawato Solo Exhibition] A. Iynedjian Fine Art (3 24—
2020 [Tell me what you see| Pierre-Yves Caér Gallery (+< V)

2021 %%mmd4A77~r¥«7u—(iﬁ)

LhIv—-TE

2017 (56 13 Il BERG AR E = v ) — L] BERUOEASEME, Sl (BES)
(2074, ZOHG ] FREHM AR EME GRu0

2019 [Drawing: Manner] Takuro Someya Contemporary Art (H5%)

2020 [Crossing Paintings —X7% 3 22 —| 4 77—+ ¥ ¥ 7V — (#R)

THhavryvay, aiyyavy—7

v RS ()
FUR BT R AR FEMAE R0
AR eI =Ty - T=v aiyvvav (HK)

uviry 7 AV VK )

Az M

2017 2074, BoR 77 7Y
2018 WA SEATEL 2018 521

Kawato Aya

1983
2011
2014
2015
2019

Born in Nara Prefecture, Japan

BFA in Textiles, Faculty of Art, Kyoto Seika University

Studies at the Beaux-Arts de Paris as an exchange student

MFA in Intermedia Art, Graduate School of Fine Arts, Tokyo University of the Arts
PhD in Intermedia Art, Graduate School of Fine Arts, Tokyo University of the Arts

Currently resides in Kyoto

Selected Solo Exhibitions

2017
2019
2020
2021

C/U_CCLXXX-CXC_(w)_I, Shonandai MY Gallery, Tokyo
Aya Kawato Solo Exhibition, A. Iynedjian Fine Art, Geneva
Tell me what you see, Pierre-Yves Caér Gallery, Paris

%@; Scapic, imura art gallery, Kyoto

Selected Group Exhibitions

2017

2019
2020

13th Gunma Biennale for Young Artists, Museum of Modern Art, Takasaki, Gunma
Réver 2074, The University Art Museum, Tokyo University of the Arts, Tokyo
Drawing: Manner, Takuro Someya Contemporary Art, Tokyo

Crossing Paintings, imura art gallery, Kyoto

Selected Collections and Commissions

CHANEL K.K., Tokyo.
The University Art Museum, Tokyo University of the Arts

Meta Open Arts Commission, Tokyo
LONGCHAMP / La Maison Ginza, Tokyo

Selected Awards

2017
2018

Grand Prix, Réver 2074
Nomura Art Prize 2018



NN = #1 DEiE

[efie]
INHFEST OR#ERiint 7 i)

(H2wnr]

R KPR Gkt & 7 JEEH)

FR o407 L - TYFYa—=X (pp. 15, 17,23-27)

g+ ZE LA (pp. 4-13). KE#fitl (Northern Studio) (pp. 16, 17)

THA v HHEC
FATH 1202245 H 15H
FATH R R 7 KM

T 606-8344 i X R PE=FHT 124

www.kyotocity-kyocera.museum

Kawato Aya: Diagonal Dimension

[Exhibition]
Yamada Takayuki (Kyoto City KYOCERA Museum of Art)

[Catalogue]

Edited by: Mizuno Yoshimi (Kyoto City KYOCERA Museum of Art)

Translation: William Andrews (pp. 15, 17, 23-27)

Photography: Miyoshi Fumitaka (pp. 4-13), Oshima Takuya (Northern Studio) (pp. 16, 17)
Designed by: Kikuchi Atsuki

First Edition: May 15, 2022

Published by Kyoto City KYOCERA Museum of Art

124 Okazaki Enshoji-cho, Sakyo-ku, Kyoto 606-8344 Japan

www.kyotocity-kyocera.museum

© Kyoto City KYOCERA Museum of Art 2022



