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Goro Murayama

Born in Tokyo, 1983. Lives and works in Vienna and Tokyo. Artist. Ph.D. (Fine Art). Murayama explores a
unigue self-organizing system or pattern through painting and drawing. After studied in MA Fine Art
course, Chelsea College of Art London (student exchange) in 2010-11, Murayama completed Ph.D. Ol
Painting (Mural), Tokyo University of the Arts in 2015. Since 2015 he lives in Vienna via the overseas study
program for upcoming artists of the Agency for Cultural Affairs, Japan, and currently participates in
Global World/ Intercultural Philosophy, University of Vienna as a visiting researcher.

His major solo exhibitions include “Simulational Poiesis,” Spektakel, Vienna (2016); “Fantasy in Prison,”
Chateu2F—Koganei Art Spot, Tokyo (2015); “Stratosphere vol.6, Tracing the “Self’, Goro MURAYAMA,"
gallery aM, Tokyo (2012); Shiseido art egg vol.4 “The re-enchantment of painting system” Shiseido
gallery, Tokyo (2010).

Major group exhibitions include "Tokyo University of the Arts, Doctoral Program Final Exhibition” The
University Art Museum, Tokyo (2014); "Generating Visuals — Inspiring Circuits” Takuro Someya Contem-
porary Art Kashiwa, Chiba (2013); "VOCA2013 -the vision of contemporary art,” The Ueno Royal Museum,
Tokyo(2013); “TRANS COMPLEX — The painting in the Age of Information Technology” Kyoto Art Centre/
AISHO MIURA ARTS, Tokyo (2011); “MOT Collection / MOT, Field of Dreams” Museum of Contemporary Art
Tokyo (2009).

G/P gallery
OPEN 12:00-20:00 (B EREs Closed on Mondays)
ADDRESS ——150-0013 R AR E L F 1-18-4 NADIff A/P/A/R/T 2F
NADIff A/P/A/R/T 2F, 1-18-4 Ebisu, Shibuya-ku, TOKYO, 150-0013

TEL/FAX 03 5422 9331
MAIL — info@gptokyo.jp
URL ———— www.gptokyo.jp
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Disenchanting the Image in Order to Sit down and Look
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Goro Murayama
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Opening Reception: 20179.2 1satl 18:00— 20:00
Talk Event: 2.3 Isunl 18:00—19:30 /WO.W ISunl 18:00—19:30
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Stay moral, stay crap.

In front of the artworks of Goro Murayama, we are forced to be moral.

He often says autopoiesis to explain his theory of making his own works. It's because
he thinks nothing when he is making it. Without thinking, he puroduces his works like an
automatic machine (he must say "it is autopoietic.) Autopoietic theory was found as a
family representation to explain such kind of state. That's why for us who do not produce
his works, his production theory is totally irrelevant.

This is how we, the spectators, forced to be moral in front his works. Gaze the works
with ignoring his words.

Now we must be moral. Let's try and take a look at his works disconnected from this
exhibtion's concept.

1 What is Crappy Collage?
However, being ethic is also a responsibility for a contemporary art critic. At first, we
need to understand what kusokora or crappy collage is.

Crappy collage is not established unless it is explicitly stated that it is a collage.
The reason why it is crappy is because it is technically and contentally "Crappy"”. Tech-
nically, it clearly indicates that it is a combination of multiple images. Contentally, it
creates a damn situation that can not be actually real. We can erase reality and image
indexing through crappy collage for the first time. In other words, the image and the
reality are firmly handled. Only in breaking this strong bbond, there is the real thrill of the
fucking scarf which the net geeks make.

11t resembles the collage

His works don't look like collages for us who look at Murayama's works after they are
completed. Murayama was prpbably convinced that "this is collage” when looking at his
works only after completed them.

The guestion is why these images looked like a collage to him.

Collage refers to "combine multiple pieces of paper or objects.” In this sence, his
works are certainly not collages, because each of them is based on one specific picture.
He doesn't combine pictures. Nevertheless, his completed works do resemble collages.

As | just clarified, each of his works is based on one picture. Therefore, nothing is
combined. Contentally, they are no collages. However, the critical point always lies in the
visualized technology. His works barely resemble the collage only the point that they
are "cut” pictures.

For his works, he cuts pictures. The cut sections are perfectly clear. The screens
divided into several rectangles. The shaky lines created by the electricity that flickers in
the instable contact areas where the fingers hit the touch pad. These cut section barely
make his works look like the collage.

1 Cutting hands

The commands we use most frequently when working with devices in daily life is "Cut-
and-paste”. Then, what are we cutting? What are we pasting? These quetion would

be correct to be asked "why do we keep describing this action by using the "cut-and-
paste” metaphor?” The more we get hold of new devices, the more difficult it gets to do
away with the metaphor of the real body. Now that information technology has spread
throughout the world, the repression on/from the metaphorical body is intensifying more
and more.

Therefore, we worry about wars as events that only take place on networks, and
are afraid of terrorism. Without any intervention by the real body, we let acute pain run
through metaphorical body. As a result, we surrender the real body to politics.

Then, let's cut the metaphorical body. Let's cut off the machine which calculates
the electricity which flow between the fingertip and the touch pad.

For that reason, Murayama is surprised by the convulsive cut section that seem to
natural as traces of the body. What a fucking line it isl And he unearth aesthetics from
the crap.

I Like crap, like moral

Kusokora is all too human. Let's go ahead and cut off our relationship to the real met-
apholical body . Only if we do so, we would be surprised. The electricity which runs be-
tween the real body and the operating machine is twitching. There appears wilderness
of the body where we can no longer political subjects. Only then, we could be ethical. At
the same tiem, we could be moral.

Go ahead with crappy collage in your right hand, and moral in your left.

Taichi Hanafusa (Art critic)

##K. (Assassination of AK, p5 #07) /

1402x78Tmm / 2017 inkjet print, mounted on Alpolic.
. {"anti-index / media poiesis” ISIL #10) /
1732x1137mm/ 2015 inkjet print, mounted on Alpolic.
7. ("anti-index / media poiesis” Gulf War pt1 #6) /
1285X1184mm/ 2015 inkjet print, mounted on Alpolic.
A. ("anti-index / media poiesis” 911 series pt.1 #4) /
| 458x368mm/ 2015 inkjet print, mounted on Alpolic.



