Yuki Kimura’s exhibition of new work is
titled Inhuman Transformation of New Year’s
Decoration, Obsolete Conception or 2.



Yuki Kimura translates abstract ideas
into tangible objects. Her conceptual
approach involves borrowing elements
from architecture, design, photography,
and sculpture in service of making the
immaterial material. She often includes
found photographs, but their subject
matter, composition, and context are
subordinate to their presence as physical
objects.









Kimura is intuitively drawn to photographs
that she finds in pairs. This type of detail
may conjure personal memories, like

the way drugstores and one-hour photo
shops in the 1980s and 1990s would

print doubles, but it also relates to the
artist’s engagement with theoretical ideas.
Here identical twin images reference

a traditional Japanese New Year’s
decoration, kagami mochi, that symbolizes
the idea of a mirror, as well as a western
philosophical concept of time in which past
and present are intertwined.



Division and Revision #2 (2016)

These two (almost identical) photographs
depict colored liquor and wine bottles
placed on a three-tiered stand. Most likely
taken decades ago, these enlarged reprints
divide the space in half.



We are too accustomed to thinking in terms of the “pres-
ent.” We believe that a present is only past when it is replaced
by another present. Nevertheless, let us stop and reflect for a
moment: How would a new present come about if the old pres-
ent did not pass at the same time that it is present? How would
any present whatsoever pass, it it were not past at the same time
as present? The past would never be constituted if it had not
been constituted first of all, at the same time that it was pres-
ent. There is here, as it were, a fundamental position of time
and also the most profound paradox of memory: The past is
“contemporaneous” with the present that it has been. If the past
had to wait in order to be no longer, if it was not immediately
and now that it had ])a‘;‘;cd, “past in general," it could never
become what it is, it would never be that past. If it were not
constituted immediately, neither could it be reconstituted on
the basis of an ulterior present. The past would never be con-
stituted if it did not coexist with the present whose past it
is.!> The past and the present do not denote two successive
moments, but two elements which coexist: One is the present,
which does not cease to pass, and the other is the past, which
does not cease to be but through which all presents pass.

. . s b .

15. CE. ME, 157-160 (913-914, 130-131): “1 hold that the formation of recol-
lection is never posterior to the formation of perception; it is contemporaneous with
it.... For suppose recollection is not created at the same moment as per-
ception: At what moment will it begin to exist? ... The more we reflect, the
more impossible it is to imagine any way in which the recollection can arise

if it is not created step by step with the perception itself...."



Mirrors (2016)

A pair of identical mirrors forms an

alter ego for the photographs. Placed side-
by-side, they repeat the reality of the
photographs ad infinitum, just like mirrors
placed face-to-face.



bt T aev cherebors slevab sonidde o (b mage o
e gt Fove when ma el (b ol g L v
- m vl g e ow @ et preognide o s gde " The
el e ekt gy e e o bl s -
b wled o e b ahe av ol gt Berpee e
W e g tree = e whad b o oty - whether el
ol ot wbuther proedde el erithong 5 ontud -
h htren Dy b hageer of Merne nd Mo duvrbogn
S0 s s st Matter has neither virtuality nor hid-
den power, and that is why we can assimilate it to “the image.”
No doubt there can be more in matter than in the image we
have of it, but there cannot be anything else in it, of a differ-
ent kind.6 Al s ssether passage Bengeon pratses Berkeley
o b g asemdmed baoh mnl ches pres b b .
Thn e e wneberre b b muethong ot s
g . e metthey gueeer o vevady of ww bl
o peval ot o mwee wwiay and e -t whae .
P b - e wme——"

b s, “wlegent™ sl “olgucting ™ demene mot ondy what &
st bt gt des by b e gy = bl b
. wbon daden b diflerrr oo o dogeer ' The byt o char
arerieid bn the gt t cpenaenn s o the B ool sud the Ao
v ik wmbat e wmet b this wrm . the cbgeet =l b
called o " o m— b s Fow mmbae gl prarids
the bt o ol o vhe mnadel o b - b b
bt gy w bl T s the e B vy e —
bur bas comdy defbervme oo om degrve o ther o diblerem o
whather mabiond o wn. o duas el = 8 “The wni bn
s 4 mba b bty b reserde e et e e
which can be wbebinabed withons lumt, ond  coh of them
ot o hatweel guet et o wmell ewl o m———

6. MM, 71-72 (218-219, 75-76).



Table Stella (2016)

These three pairs of tables are produced in
three distinct sizes with reflective steel legs.
Each tabletop is made of an enlarged version
of a pair of appropriated photographs.
Ashtrays made from natural material

are scattered across the tabletops like a

constellation, partially obscuring the image. 10
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20. Cf. DS, 137 (20311.) on the example of the “curved plane™ and of the
“three dimensional curve.”
21. DS, 63 (84): There is “a certain hesitation or indetermination inherent

in a certain part of things” that becomes merged with “creative evolution.”
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Table Matematica (2016)

A black granite table is crowded with
bottles of Jigermeister in 13 distinct sizes.
The bottles are recognizable by their
branding, and the only apparent difference
between them is their size. Although
Jagermeister evokes a unique flavor, it is
not accessible here.
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In short, “object” and “objective” denote not only what is
divided, but what, in dividing, does not change in kind. It is
thus what divides by difterences in degree.® The object is char-
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8. CL MM, 206 (341, 231). “As long as we are dealing with space, we may
carry the division as long as we please; we change in no way the nature of
what is divided.”
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The title of the exhibition, Inhuman
Transformation of New Year’s Decoration,
Obsolete Conception or 2, is replete with
references. Kimura’s work rarely depicts
people, and when it does, they are often
obscured by plants or other impediments.
The use of the word inhuman suggests a
philosophical concern beyond the human
condition and also refers to the camera,
which is often described as inhuman,

the perfect confluence of technology and
thought. Following that trajectory, obsolete
conception may be a nod to philosophical
ideas that seem antiquated but that have
laid the foundation for more contemporary
theories.

Opening in late 2016 and ending in early
2017, the entire exhibition acts as a New

Year’s decoration.

— Jeanne Gerrity
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Yuki Kimura: Inhuman Transformation of New Yeary
D ion, Obsolete Cc or 2 is on view

at CCA Wattis Institute for Contemporary Arts,
San Francisco, from December 13, 2016, through
February 25, 2017, and is co-curated by Jeanne
Gerrity and Leila Grothe.
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