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Fig. 1 (Untitled) Untitled, 1994

Fig. 2 (Television Telephone) Television Telephone, 1994
Fig. 3 (7574 —IV) Black Hole, 1995

Photo: ©WATANABE Takashi

A 6 71 issue 0472007 21




ANI1—Toveb—HEITESZLIELHB DT
hE ChERWTH BEPECEEELDIDD
HLEHTLESTVWBATT . LBDESICE-T
LES>TOWTCLIERDBELIPDLODT>TVWBAT
T REFDOUUETHRIBTE I HLNEBAD,

HE: [BEBREOEAS] VAT AFSADME
OO EEBRDENRERELCE T, (We know you
know we know your pleasure you never know,) X
(Friction /MUEEZTT ) (Fig. 7) HEDTESR
3. B2 DEHBEHEIONICLETH . — A THRER
ZEZUCEREIE ThET . 2O BERE LM
BOZEBREDEEY  HENICANBELS 515K
PEHBDOEFMBERIL THY, F-HRZDHDOD
BZEOEALDOOBLIEE A ZL T AFEA
DIERIE ZDEBFMBRILEVHEHS . 1—F
TICESTIRIRSN TV BRI HIET,

A RFE BACESTDRIEIR, FHDVE

FTHEVORUF HBESVELE, FHOWETSE
PEEREXVEVDIARICEZDAELAEE A,
EREE-TVBE [BRERBET B H120ED
TlIHEL BB EREE- TV HYET 13,
FEEEDPRICODPDSTERE, [0 — A
EERSIDTT ZLT. ZDEALZEN [H W]
BOPBLNER Ao BN HTARICHAER DD S
TUEIEVOBUH RWMIIZDEHLNE R Ao F720D
F OB EEEDPERICOVTVANS
BEEELTCNET,

HE: ARESADIERP TREE DTV EWVID
BETHMEN VEET SH VBV BLEN T
WKBDPELHA T SEOFEIC DOV TRIEIC
BHAWVELETES P,

AFf VWED[REKVDRIEIICH TWBhbLI
FEAD  ChIZEP B VDS TETLEIDLHLA
F A FICLSTRIRTEZDODN HBHHBLN

22 ARG 2E 21— FHEAH

Fig. 4

BUVDT. SHH VPICEAP ZThICREICEN
BPEVITETT R ZL T KA ESETDES
DXRNHTR>TOTRIEVD LD BRERWET,
T AT FILEWIE TIIEEL S HIETH B
DABEVIETIH WP AICEShBE LV
REIC. THHEN/NSEEF)TEFTICVELN
TT. BT ALBONEILIEREAT ¥+ 7
J=THIRNKBEWTT L. B DXV 7=0ME
mEDLNED YT LTIl TUKENI /NS
LREEIRSTR DD EVIZENTIETT 1. 7E
KDHEOT 8% R TV E KIF IX2—2P b
ho KB EyMEP HEREZDT7)I-23>T
RO TVKIERP ZNWTT Lo, D) DIN—t>
T=UT. — ADERDIEZEDT7II-3>&
TEROFBEEHAIEEP FEH->TETVDIERS
DTTZDNEIETFII—- 3> REEFEIRD
PEIDIFERMICBVET,

HHE: fFmOmBEVAIE. D), (FRZDHD
DEFNRBEORBISEELTNBENDIEED
DEFBERVET T IREDEMEEPER




B, A —02a hEEMER) BAR2 BT
bHIES RIS (ERESIEL COVKERB S
WDNIZDEIBY AT LEERHT 2D EVVORIET
bHBERWET,

A BARER BEOME. ZLTEDERED
FSHDELAEDDPHL DD GETHEWVZESD
FERHDEE>TVEEVERWET 1, IR
EROONDBDDVREDTY, [ AR KRB
HMERTHB | EEDNIDI VR TT, TIL—Z-
FIRBIWNEADENTE  MOEMRIL. R4
(SRR B B VKLY L TFE T ZL T
HEERERET-E—BLT BRI THIEE
TUVWET L0

FHE: BRI THGEITEENDZEE BAREER
REORBEVDICIPDTHEVNIT I TR
BEEHS>TVET R,

At NBHENICTENRL R B I-NEDDIENS %
NEVWDICHDTHAEVNDIZEN B TT, 1EIRE
Rt EICERIEZThED EMICAL - TR

SV DNTULK EADEFETFICEDLTUKETT
To LWDICREIBLRICES T ZDEEH, ST B
EVIZETT R ZL T ZDESEEVLDICHADT A
EVDZED HITERERZDEHDICDEN H>TVE
To & EDPDL. R EFDANTMVEZL TV
VD ERDS AEDIERIZBRICE 2LV MESRIC
HoTWBhbLhEE A,
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We know you know we know your pleasure you never know, 2006-07

Fig. 5 (Untitled) (&843) Untitled (detail), 2002

Fig. 6 (Typical Japanese English) Typical Japanese English, 2005
Fig. 7 (Friction /M LAZEZTETHN?) Friction/Where is a Lavatory?, 2005
Fig. 8 RA—1>JRD1 A~ Images from Taiyo Kimura's drawing books
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Murata (M): | would like to start by asking
you how you spent your time while you were
a student at Sokei Academy of Fine Art &
Design in the beginning of the 90s. This is
when you actually began working on your
pieces.

Kimura (K): I went to a school where basically
the ones who failed the entrance exams to
universities went. It was, not a university.
| would say it was a place for people who
gave up going to a university. | sensed some
“it’s not right to be here” and “I would be
doomed if | stayed here” vibe in the school.
Just the same, because it was the 90s, there
was some enjoyable atmosphere. | spent 4
years at Sokei including the graduate course
year. During the first year or two, | worked
on oils, particularly on croquis. Models posed
nude and they changed the pose every
30-,10-,5—minutes. | was so fascinated by
this drawing method. | kept on drawing not
only in classes but also in front of Kunitachi
station near the school and even when |
was on the train. | might have appeared a bit
strange to the others.

M: You have extended your work areas from

your classroom to many different places.

K: That is right. First 2 years, | did nothing but
work on croquis. In retrospect my present
works are mainly based on this experience.
Instead of spending many months on one oil
painting, croquis requires a quick observation
of the object and a quick sketch. Rather than

pursuing the basic structure of the object
and painting through a trial and error process
within one picture plane, it grasps the object
by each passing moment. This practice
allowed me to perceive each object in new
and different ways. | devoted myself to this
work with headphones at top volume.

M: Your style to capture by each moment
seems to have a common factor with your

drawing book you have kept for many years.

Kimura: Yes. Because | am essentially clumsy,
there are times | rush recklessly like a wild
boar and run into a brick wall when | am
working on my works. By jotting down on
my drawing book, | can avoid bumping into
brick walls and falling into its negative spiral.
| bring my thoughts to a higher dimension
by continuing to capture various objects by
moments.

M: When did you begin keeping your drawing
book?

K: First three years at the school, | worked
mainly on oil paintings but | could not proceed
any further from there. Around that time, |
was hospitalized with duodenal ulcer. While
| was in the hospital bed | wondered, “Where
do | go from here?” and | casually began to
sketch. This eventually became the drawing
book | use now.

M: In your 4th year at the school, when
you were taking the graduate course, you
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began working on many installation arts. For
example, you created an installation art using
the snack “Karl” (Untitled, 1994.) (Fig. 1)

K: Right. After beginning my 4th year at the
school, | naturally distanced myself from oils
and moved onto installation arts. With the
increase of computer use these days, people
stay holed up in their home and say things
that spread out inside the monitors are “real.”
At the time, things that existed with lumpy-
ness were “real.” For instance, the magnetic-
field-like element that a homeless person
wore had the true sense of reality. It is like
how the atmosphere differs before and after
putting something on a place. During this
period, other than the snack “Karl” piece, |
also created Television Telephone, tying a
television to a telephone. (Fig. 2) | worked on
my pieces as though it was a child’s prank.
| still have this sense. As my end-of-course
work, | made Blackhole (Fig. 3) in 1998. |
believe this is my best one of my early works.

M: You created these works in the early 90s.
This is the time of Japanese economic bubble

period.

K: I mentioned earlier that the time | spent at
school in early 90s was “a good time.” Maybe
the 90s was an era when something opened
up. A time when opportunities opened up.
Things were not in a canned theory. Everyone
discovered opportunities during this time. In
postwar days, the 60s was when the whole
world opened up. The 90s had the feeling




of yearning for the 60s. 70s and 80s moved
on sideways and in the late 90s things
began to make a downturn. So | think that
the beginning of the 90s was when various
matters were at a transitional stage. 90s was
filled with energy and | wanted to reflect that
on my works. More specifically, | pursued
the root of the energy bursting in the world.
For instance, Blackhole | previously described
depicts this energy well. The work with the
pigeons (Fig. 4) that | worked on first in 1998
was a result of seeking this energy further.
Rather than understanding the energy
vaguely, | pursued it structurally. | made this
piece as if | were structuring an equation

form.

M: Then you went to Germany in 1999.

K: Yes | did. In the pigeon piece | made in
1998, | expressed what | believed was the
very core and after finishing working on it,
| became an empty shell. Then | moved to
Germany. However, | still could not come
up with something | wanted to express
and | spent my days blankly. | worked on
many pieces in vain. None of them was
satisfying. There was a piece Untitled (Fig. b)
| made while in Germany and submitted to
an exhibition in Innsbruck in 2002 (Weiche
Brueche Japan Kunstraum Innsbruck, Austria.)
| felt completely bogged down at this point.
After that there was an absence of some time
and | began to think that | was done for. But
once | had gone this far, my mind worked the
other away thinking, “I can do more. | can

create more.” Think of it as feeling of being
full. I had the feeling that | was not full yet.
| decided to do one thing, anything, every
day. And that is what | did. | also took photos
and videos of my activities. The culmination
of these photos and videos became Typical
Japanese English.(Fig. 6) In this piece, there
are scenes of a washing machine and a fish
in my mouth. These took place in Germany. |
carefully chose from vast amounts of photos
and videos and used them to create what | felt
most comfortable with. This was a different
version of the sketches | made when | was a
student. | wanted to develop my senses by
creating more and more without straining
myself and trying to make a big piece. While
| worked on my pieces | listened to James
Brown at top volume (laugh).

M: James Brown---.

K: By doing one thing every day, | was able
to re-collect myself again. And this lead to
my solo exhibition at the Yokohama Portside
Gallery in 2005. If | were young, | could
work on my pieces for an exhibition until |
was exhausted. This method does not work
anymore now that | am over 30. Once again, |
found my own another methodology through
this exhibition. It is a style to keep on creating
from one work to the next instead of devoting
all my energy to one piece. Failures naturally
fade away and successful pieces remain. It
was very much like being a student again.
Perhaps | had lost sight of what | acquired at
school after | finished the pigeon piece. Or

maybe | had poured too much energy on the
pigeon piece.

M: You mentioned James Brown earlier. Can
you tell us the connection of your work and
music? You have also told me about Daniel
Johnston before.

K: I cannot work on my pieces without music.
| think a lot of artists love music. Perhaps
artists can do silly and absurd things when
they are off in the world of music. Or maybe
they can brainwash themselves by listening
to music. Music sometimes triggers my mind
to come up with a great idea even when |
am low-spirited. | also find the connection
between words and music interesting.
Perhaps my works are wandering among
musical or linguistic things. Daniel
Johnston used to make the recording by
himself using commonly available radio
and cassettes player. In his songs, you
can hear someone talking in the back. His
rhythmic sense is off and he is in no way
a professional. His performance is roughly
made and completely miserable. Since he
did not use a professional microphone in
recording, there are noises in his songs.
Everything is just odd. Strangely enough,
his songs seem to twist the time-space
and are extremely comforting. Once he
became popular, he began performing
with professional musicians. But then
his songs lost the sense of twist in time-
space. Except for his slightly cracked
voice, or should | say a unique outcry, his
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performance became characterless.

M: | sense that “space-time curvature”
from your works as well. Pieces such as We
know you know we know your pleasure you
never know and Friction/Where is a Lavatory?
(Fig. 7) hang the audience’s conscious
mind in midair, meanwhile letting them
be strongly aware of the sense of human
body and conscious mind. The sense of
reality coexists with the unique feeling of
floating. This is the sense of discomfort and
difference people daily feel physically and
in their consciousness. Moreover, it may
be the distortion of time-space of the world
itself. Your works give the impression that
these discomfort and difference are swayed
by your sense of humor.

K: As | mentioned before, there is a sense
of child’s prank when | create. Maybe that
element directs the flow to humor. As |
work on my pieces, it feels like | am busy
with setting traps rather than “expressing
myself.” When | see an audience getting
caught in my trap, | say, “Yes! It worked!.”
Maybe this is what you called “humor.”
A good metaphor is a bird bumping into
a glass window. Audiences give a lot of
feedback on successful pieces.

M: It is very convincing to hear you say
you “create traps” on your pieces. | look
forward to seeing your future traps. My last
question. Please tell us about your future

activities.

K: The reason why the “traps” | create now
appear to have elements of humor at the
front may be because | am young. Age
might be one major factor in determining
what | can express. It will depend on how
much | can be true to my age. | want to
keep on continuing what | had been doing
until now. There are weak points in terms
of survival. But in terms of the content of
works, | want to avoid offending people, yet
avoid being too compact. No gallery would
want to deal with dirty works that might
anger the audience. The issue would be to
maintain the balance of working on what |
want to and at the same time surviving in
the field. As | flip through artists’ catalogues,
| can see their patterns. When an artist
has a big hit, that artist tends to create
variations of that piece. It seems to me that
the relation between variations of one artist’s
work and circulation of their artworks are
closer. | have doubts to call these variations

“development.”

M: | understand that the world of works
itself is often catering to capitalism and
economic circulation. This is an issue
surrounding the whole art field including
museums, commercial galleries, and
auctions. As for the artists, they need to
decide how to deal with this system.

K: My wish is to fend off capitalism,
economic circulation, and authoritarianism
and create what | like as | have been doing
so far. | despise having my path decided
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by external influence. | do not want
people to say, “‘Kimura Taiyo is a so-and-
so type of an artist.”| admire someone
like Bruce Nauman. | like how his pieces
give the feeling that one is slowly dragged
into an ant lion. And he has consistently
maintained the viciousness in his works.

M: There is a close relationship between
maintaining the viciousness and fending off

capitalism and economic circulation.

K: People are like dogs wagging their tails
to power. It is about avoiding that. An
obedient dog is obedient to their superiors,
but they pounce on their prey. The thorn
is merely handed down from the master
to the dog. It is about not becoming an
obedient dog and breaking loose from that
structure. My act of avoiding this chain
leads to my creation and pieces. My works
may naturally have lurid elements for they
are created through fending off thorns and

transforming their vector.

(translated by YAMAMOTO Hiromi)






