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About “The Triangle”

“The Triangle” is a space that is newly created on the occasion of the renewal opening of the Kyoto City KYOCERA
Museum of Art. Our aim is for it to become a venue to nurture emerging artists, centered on artists associated with Kyoto,
and to provide an opportunity for museum visitors to experience contemporary art. In order to connect the “artist, museum
and viewer” in a triangle and deepen their connection, we will use this space to host a series of special exhibitions bearing

the name “The Triangle” as we set out to present new artistic creations from Kyoto.
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Artist Statement

I hypothesize that “now” is “an era in which digital and
analog do not collide,” and make paintings in virtual
and real spaces.

Pictures change in appearance depending on the
era and environment, but changes due to science and
technology are especially significant. In earlier times—
and the same applies today—many of those changes
were doubtless due to a fear of technology; the idea that
scientific evolution would eventually have some effect
on the works made by humans. The virtual space of
cyberspace, and Al, both once the stuff of science fiction,
are now familiar to us. We notice that an expansion of
the digital different to the internet people dreamed of
decades ago, now overlaps with the real analog world.

Sometimes I get the urge to paint a picture in the
air, or underwater. It's like something a child might

dream up, but when done via a VR paint tool, for the

moment at least, digital and analog overlap without
colliding. The space itself serves as the support, while the
pigments are fixed in the air as strokes with no running
or dripping, and there is a sense of maker, viewer and
work all occupying the same dimension (play area). Then
when [ set that experience aside, and try to paint on a
real-world canvas, I find my internal painting rules have
been slightly reset, and understand that I must have been
“colliding” with something.

Pictures are virtual by nature, so when we use our
eyes to take in the picture plane, I believe we bring our
thoughts to neither the three- nor two-dimensional
aspect of that, seeing only the image with any precision.
And because the qualities of digital and analog are
abruptly restored, we end up taking time to look at
the picture. Amid the acquisition of new visual and

corporeal qualities, I ask what constitutes a picture.

Kimura Shoma
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* Ben Cosgrove, “Behind the Picture: Picasso Draws With Light,” 77me, January 29, 2012,
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Floating, Frolicking Lines

Yamada Takayuki

Virtually Unswimming and composition of the
exhibition

In every time and place, the history of painting has
unfolded amid a complex interplay of political, social,
religious and personal elements. A further significant
factor in painting’s development however has been
scientific progress, including the invention of new
materials. For example, oil painting allowed artists to
achieve a highly realistic look, thanks to translucency,
luster and gradation not attainable using the tempera and
fresco techniques that had hitherto dominated painting.
There are also instances of individual connections
between such developments and not only certain

artists, but certain “isms” or schools: the invention of
pigment in tubes and the Barbizon school for example,
or developments in optical theory and photography,

and the impressionists. New inventions, and knowledge
brought by science, have vastly expanded the range of
painterly expression, on occasion even influencing the

painter’s actual visual sense and perception.

The works of Kimura Shoma are likewise intimately
connected with scientific and technological development,
in this case that of the digital media ubiquitous in
today’s world. As well as conventional oil painting,
Kimura engages in painting using VR (virtual reality)
and 3DCG technologies. Working in VR spaces has
allowed him to pursue a type of painting expression with
distinctively digital features, such as airily floating lines,
and intense blocks of color. On the other hand, the VR
space does not permit the artist the maneuverability he
had envisaged; in fact he says that physically, it has been
more troublesome than anything previously experienced
in his practice. Kimura likens this awkwardness to the
difficulty of breathing and moving underwater, and the
“virtually unswimming” of the exhibition title is the
term coined by him to describe this bodily sensation.

This exhibition is composed of the eponymous VR
painting Virtually Unswimming , plus six oil paintings,
video footage of the artist in action, and the work Oi/
on the Transparent painted on a glass window. At the
heart of the exhibition, Virtually Unswimming teatures
two VR spaces that manifest in turn either side of a
short animation. One of these spaces is a room linked
to an actual gallery with fluorescent lighting, pedestals

and so on. The other is a green, seemingly submerged



space, extending boundlessly outside the room. Both
contain floating clusters of lines in colors such as black,
white, green, glowing blue and yellow, that display
an affinity with the oil paintings displayed in the real
space. Donning a headset, the viewer literally enters the
Virtually Unswimming VR space overlapping with the
actual exhibition space known as The Triangle.
Displayed at the Northwest Entrance above
ground, Oil on the Transparent, made especially for
the exhibition, is a drawing featuring striking green
lines extending boldly across a large glass window. The
flatness of the glass makes it similar to canvas, however
its transparent quality shares something with the three-
dimensional space of virtual reality, and in this sense it
also serves to connect the VR painting and oil paintings
on display below. In this exhibition, though each shaping
its own unique realm, these works on different supports
relate to each other, forming a whole that constitutes a

single, conceptual installation.

As an artist of the present day

Kimura is often presented as a painter for the digital
native generation, i.e. those for whom digital technology
has been an integral part of life since birth, and who

possess a command of digital languages such as

computing, video games and the internet. Digital natives
are characterized by a preference for spending time on
video games rather than reading, being more accustomed
to graphics than text, and not distinguishing between
the real and virtual worlds. They have different thought
processes and thinking skills to inhabitants of the
previous analog world, and a superb ability to read three-
dimensional visual imagery, and visualize the three-
dimensional structure of objects in their head.

Kimura himself has been familiar with anime from
a young age, with 3DCG animations by Pixar et al. a
particular childhood favorite. As a student, to recreate
the texture of 3D computer graphics he painted pictures
using paraffin wax, and also used a smartphone camera
and apps to experiment with photogrammetry (a method
of converting photos taken from multiple angles into
3DCG models on a computer). Kimura says he had long
been interested in painting pictures in three-dimensional
spaces such as mid-air and underwater, and considering
his early years, perhaps this desire was only natural. If
paintings no longer require fixing on a flat support such
as paper or canvas, the question becomes one of how to
express a painting in a three-dimensional space. One
suspects this inquiry is what led him to work in the

virtual reality space. Conversely one could say it also
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prompted him to rethink the production of paintings on
the flat support of a canvas.

That said, Kimura's qualities as an artist cannot be
reduced solely to his status as a digital native, because
though the term digital native gives the optimistic
impression of being a natural when it comes to handling
digital media, and evincing curiosity toward things
digital, as mentioned earlier Kimura finds painting
in VR a frustrating business that has even altered his
own physical sensations, whether he liked it or not. In
addition, while VR may for Kimura be a vital means
of interpreting painting, it is not the object per se.
Ultimately, Kimura’s quest is to paint; in digital or
analog media, with no hierarchy between the two.
Rather he pursues a kind of “present-day” painting that
transcends such a framework. Here “present-day” refers
to a present in which the analog and digital overlap,
similar to this exhibition in which the real exhibition
venue and VR data of the work overlap on the same
coordinates. Exhibiting an awareness of changes in
physical sensation, color sense, and spatial recognition
brought about by VR —the “virtually unswimming”
that shows these changes being the theme of this
exhibition— Kimura reflects them anew in his work on

analog supports such as canvas and glass.

For this reason, the works exhibited here are all
characterized by a floaty feel, and intensely colored
lines and color planes. For example, none of the lines
drifting in the VR space of Virtually Unswimming (pp.
11-12) have the sense of material weight or solidity
peculiar to digital expression (that said, they do convey
a kind of gravity in the sense that they stay in one place).
Incidentally, the sight of Kimura drawing lines in the
VR space, and the lightness of the lines themselves,
recall Picasso in the production of Drawing with Light
(1949). Obviously, in contrast to Picasso’s momentary
lines, Kimura’s lines differ in that they are fixed in
the VR space. Recent advances in digital technology
may have further expanded the range of this artist’s
expression, but it is intriguing to note how much the pair
share in their ambition as painters.

These distinctively digital lines are also recreated in
Kimura’s analog oil paintings. In White Draw (2) (p. 9),
white lines with the airy, diaphanous look of net curtains
ruffling in the breeze extend vertically, horizontally,
and diagonally. Lines made using sponges, wide yet
insubstantial, form geometric shapes such as grids,
triangles and diamonds on a field of green, projecting

sympathy with other oils such as the adjacent Green
Draw (2) (p. 9), and Green Draw (1) (p. 8) beyond.
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In Oil on the Transparent (p. 23), painted on a clear
glass window, once again boldly rendered green lines
add an extra sensation of floating. The saturation of
the brushstrokes tracks the actions of the painter, and
vividly conjures up visions of Kimura drawing lines in
empty space, just as in his VR work. Moreover these
green lines veritably leap across the singular support
of the glass window, which can appear both flat and
spatial, changing appearance according to the amount
of sunlight or interior lighting. Occasionally this effect
extends beyond the confines of the glass to assimilate
with the view outside, to the extent that not only the
work but the Northwest Entrance itself seems to change
over time.

Frolicking agilely, Kimura’s individual lines move
beyond the boundaries of support or medium to pile one
on another. Unbound by any conventional style, format
or system, they are the product of the flexibility of an
artist who interprets painting to suit today’s realities,

and his determination to find pure joy in painting itself.

Finally—amid a no-contact normality
In the northern autumn of 2020, the world is entering a
new era. COVID-19 continues to spread with formidable

force, radically altering our everyday lifestyles and how

we communicate. We are exhorted to adopt a new way of
living that entails not only wearing masks and washing
hands, but maintaining a set physical distance between
ourselves and others.

Avoiding direct contact with other people, a mode
of life once deemed “abnormal,” is well on the way to
becoming the norm. The distance between people seems
to be growing, both physically and psychologically.
Digital media is the likely candidate to fill this gap, even
more than previously. As an age of no-contact takes hold,
digital devices, including VR, will only become a more
familiar presence. And just as using VR altered Kimura's
physical sensations, these devices will unavoidably alter
the perceptions and senses of users. Those users include
us the viewers who are recipients of Kimura’s work. How
will the experience of viewing Kimura's works change
from now on? At the very least, VR paintings will soon
no longer be seen as novel, but accepted as possessing
a sense of reality. When that happens, we may well

glimpse yet another face of the works of Kimura Shoma.
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Part of Oil on the Transparent was produced in a “live

painting” session held in the Northwest Entrance
as part of the event “A Night with Art 2020” (in
conjunction with “Nuit Blanche Kyoto 2020” ) on
October 3, 2020.
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All works above are from the collection of the artist.
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Dimensions variable

@

PN
@

®

®

I

5%

©)

®




27

ARG 260 Li52

1996
2018
2020

+: 2 Al Jeg

2018
2019

EHhTNV—

2018
2019

2020

2017
2018

RIRIFFAE % h
R T L AR SN o S B AR 3
AR S ZATR AR BESEMTRT FERHE L3t S ks 7

[dream ®® & 206 (FilES 2420 & VR OAHEE) | ninetytwo 13 gallery (BRHD)
[7 ) RZ AR Y T ] ARTISTS FAIR KYOTO 2019: BLOWBALL, KYOTO ART HOSTEL
Kumagusuku CGL#E)

7he

(R ZEREE SR - BB 2017 WETHIZEMRE GiEk)

ignore your perspective 49 [l & D #vi23, A A=Y XY v, | WEME G
(SR O HAlT | FabCafe Kyoto/ MTRL KYOTO (i)

M < HEDMI % b » ] TALION GALLERY GHx0)

(V7 —=F %A - VTV T 4DOFELH] vy AFXR* T PHEKHAT )T (GRR)
[#@lo7 2 = v 7 | BnA Alter Museum SCG (5U#F)

95 4 [0 CAF 8 REFHH
FARTL AR ESE - AEE 2017 HRE

Kimura Shoma

1996 Born in Osaka Prefecture, Japan
2018 BFA in Painting, Department of Fine Arts, Kyoto City University of Arts
2020 MFA in Painting, Department of Painting, Kyoto City University of Arts

Selected Solo Exhibitions

2018 After the DREAM —Floating Paintings + VR Uncertainty—, ninetytwo 13 gallery, Tokyo
2019 Crystal Y5 Polygons, ARTISTS’ FAIR KYOTO 2019: BLOWBALL, KYOTO ART HOSTEL

Kumagusuku, Kyoto

Selected Group Exhibitions

2018 Kyoto City University of Arts Annual Exhibition 2017, Kyoto City University of Arts, Kyoto

2019 ignore your perspective 49: Lighter than a piece of paper but heavier than an image, Kodama Gallery, Tokyo
Tacit knowledge techniques, FabCafe Kyoto/ MTRL KYOTO, Kyoto
Piercing a rodlike thing, TALION GALLERY, Tokyo
Sense of being in virtual reality, Chaos*Lounge Gotanda Studio, Tokyo

2020 The Technique of Optimism, BnA Alter Museum SCG, Kyoto

Awards

2017 Contemporary Art Foundation, 4th CAF Award Grand Prize
2018 Kyoto City University of Arts Annual Exhibition 2017 Mayor’s Award



AEFEG : Kp ARy 7

[efie]
INHFEST OR#ERiint 7 i)

[(Hzur]
M« LR, KEFRE Rl & 7 4H)
B 27 - 3% - TV x4y (pp. 18-22)

i ZEEE

THA v FHEC

FEATH : 2020 4F 11 H 29 H
FeATE B e 7 AR

T 606-8344 /e s X RRIG IS F AT 124

www.kyotocity-kyocera.museum

Kimura Shoma: Virtually Unswimming

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

[Catalogue]

Edited by: Tsuchiya Takahide, Mizuno Yoshimi (Kyoto City KYOCERA Museum of Art)
Translation: Pamela Miki Associates (pp. 18-22)

Photography: Miyoshi Fumitaka

Designed by: Kikuchi Atsuki

First Edition: November 29, 2020

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 2020



