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Pine tree woods; borders berween places for the living
and uncharred expanses. .+ Masko Yasuki
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T have always painted landscapes, and my work is always of places T have actually visited. 1 have never really considered myselfas a ‘landscape artist”, though,
and I did nor ser our with the aim of becoming an “artist” or ‘painter’. Rarher, 1 see painring as a waol that enables people, including myself, to sense an
alrernartive way of apprehending the world. Usually, what we believe we see, we don't actually see, and through painting | uy ro break through rhis
assumprion that what we think we see is really there. I want ro find whar really exists for the eye in a landscape when the controls and filters of a mind
influenced by culture and socicty have been stripped away.

This stems from skepticism toward the notion that we are of a progressive civilization, or that the development of mankind is at a turning point, which
became obvious in the mid-90s and continues to develop to the present. My response is to employ the pre-modern rechnique of painting on larger-than-
life sereens with tempera and oil as a way of continually ¢ plating the relationship between landscape and | kind

The Western concept of landscape’, when introduced to Japan, was translated as fu-kei. The concepts of landscape and fu-kei are not identical, however,
and as a result the meaning of the word fu-kei has shifted with time. For cxamplc, the concept of sansui, which l.itcmllymcans ‘mountains and water', used
to come under the umbrella of fu-kei. However, over the years, sansui has become a separate entity, Consequently, people no longer consider ‘meountains
and water” as an integral component of fu-kei as it once was. This semantic drift of the word fu-kei has resulted in the gradual loss of a pre-Humanist
pereeption of the relationship between people and the landscape, where the former is subsumed within the latter.

Oine way in which we may grasp the meaning of chaotic fu-kei prior ro its association wich landscape is through rhe awe one senses from a position of

insignificance and vulnerability within it. From here we may come to doubr and dissolve the historic perspective thar enconmges atremprs to frame, rame
and control landscape, and perhaps in doing so we might find clues to a berter relationship with our environment.

Masako Yasuki
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Anselim Kiefer, and the dereriorism of Antonio
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l-upcz Cifm!.l.rm as Ymu.lu has a good cye, itis no mggumrlun to say that
she is burdened with each of these themes. Yer Yasuki looks beyond her
predecessors and questions why she continues to paint in the *Here and Now”
ithe “Hier und Jerze" concept of Walter Benjamind, even 4s she continues to produce
paintings. Indeed, as obscrvers, how often we fail to see the world right in
front of our cyes. Sharing the same time vortex as the artist, we are
prevented fram realizing the rrue value of his or her ercarions,

'This exhibition is different, as it shows the change in the artist’s process
from her cadly stage through today, allowing us 1o recapture lost time, These
arc the paintings before our eyes,

Several years have passed since we joined the 2 ¥ century, Looking back,
although oil painting was introduced in Japan ac the end of the Edo period
1603-1867), jr wasn't until the Meiji Restoration (1868 and the movement to
create a Western-style country, that many painrings cropped up as Imperial
rreasures. Sociery’s vague 1930s interest in surrealism and it abscract
rendency was revisited in the form of oil painting amidst posrwar defear.
Oil painting was then swept up by the “art informel furor,” which expresses
the shock and imitation of the informel concept introduced in Japan.
This trend of thought was passed on in the “anri-art” of the 1960s, leading
to the mono-ha, a Japancse art style often comparcd to Western minimalisn.
Oil painting resurfaced in the 19805 as “new painting”; avant-garde was
discarded for commercial art, and artises jci.ncd forces with various
subcultures, No one scemed to realize thar this was the cquivalent of War
Paintings, yer such is the way oil painting has been used over the years.

The Japanese art world rids isell swiftly of old trends as soon as
something new is imported. Rendering the past abstract is no different from
abandoning the furure. Yer many arrists continue to create and exhibic
works in their unique style, resisting the sway of passing rrends, Nevertheless,
turning one’s back on reality or, conversely, losing one’s identity by giving
into reality, is paramount to relinquishing onc’s freedom. Contemporary
art involves conducting various experiments and breaking away from the
concepts that bind, while constanily struggling with the present, The resuliing
waork can also be considered a sclf-portrait.

Exhibiting nonstop since the carly 1990s, Yasuki was driven by the desire to
produce arr in her homeland, perhaps due ro frequent relocations overseas
during her childhood. She continues to paint picrures in which the
juxtaposition of an Oricntal sense and the embedded perspecrive of one
replanted from West to East wrestle with the acrual landscape.

Pethaps Yasuld could berter be described as a Haneur rather than a foreigner
in a foreign land. Seiki Kuroda could also be labeled as such a vagabond
one who relocated oil painting from France to Japan. Oll painting was
imported into Japan naturally embodying a Western perspective. Yasuki
feels the need 1o deconstruct the Western perspective integral to her own
being, and incorporate techniques that existed before oil paintings even
came into being, Integrating these premodern techniques enables Yasuki's
method of painting ro gain proximity to the underlying truth.

Although oil painting is her passion, Yasuki holds a deep interest in the
rbooed dizlogue concerning video images and Nihon-ga, Japanese-style
painting, Yasuki's works continue ro imbue the “Here and Now,” defying
the convenrional framework of oil painting, further emphasizing rhe
concept that modern art is the equivalent of a sell-portrit. Up-close
confrontation with Masako Yasuki's paintings equals interaction with the
lnta.u.gibl: present. Th:y bl:i.ng forth a wuth from which we cannot escape,
because Masako Yasuki's paintings are nothing less than portrits of oursclves.

o

Tetsuya Miyata / Japanese Maodern Art Critic

Reality and fiction collapse and weather.

The paintings look at us and see the wonder of veality. / T Miyaso



WIEED I 6 X Bt f T L KT8, TDORIICBRIFDFZHEDGE D, & & it

The vantage point swings, naturally amplifying the screen.
A momentary existence drifts with each swing. / Teuuya Miyara
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'momentia’ tempera and oil 170cm X 300cm (2013-2014)
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A memory of the city flickers in the backlight of my mind,
a fused perspective like an old ‘scene in and around the Capiral’.
Collecting frotrage of the ground as I walk the cirty,

the layers of time melt away into the ground beneath me. -~ Masko Yasiki
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Our viewpoint fluctuates from a bird s-eye
view to an insect's angle or even lower.
Body and mind rotate together with each
new perspeciive. / Temga Miyasa

'cxposccl scape — childhood tree' gold leaf and pigment 110cm x90cm (2010)
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An image gradually arises from the exfoliating gold leal.
In a whear field 51.9" N, 0.94" E, the cree still stands. ~ Matake Yaruki
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tempera and oil 200cm x 300cm (1995)
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Trees whisper and howl, light strikes,
and shadows envelop irrespective of the very personal experience of seeing. ./ Muako Yanki
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'absence Bflighl‘ —a lake Je4E51.18 BEkELL 5.6‘ tempera and oil 140cm x210cm (2011)
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Vermillion Lake in the moonlight burns much redder than in the sun, exposing the eyes and body. / Masake Yawki
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'water llly recollections’ tempera and oil 80cm x 80cm (2008) i
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Water lilies in the darkness vividly linger on eyelids, '51 N heading west — JL#51E EETEA' tempera and eil 90em x100cm (2009)

harboring colors to be exposed by the dawn' s light, . Masako Yasuli DO, RIS L. (R F A LA S, BRURORERHL oS B, ~ o8 56T

MNameless land, land of unknown name; the body maves in the light,
as if reversing time, / Masako ¥asuki
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Jeias2m mRIIsEag #2' Walking the boundary where the Eurasian and North American plates diverge

= & (:;‘%7}'34‘{ W 5 Eé’ﬁ?&‘ %{fﬁ @gg‘é L é‘» féf(‘j’é %‘%é“i C 50 Pag: gL tempera and oil 50cm x 80cm (2014) bright light on the retina, terrestrial heat in the snow, / Maska Yaski
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Perspectives of the midnight sun; nameless mountains and sky.  Masako Yasuki

Time for painting begs equal time for gazing. / Tesuye Miyars
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19705 AR Ei. 19945F RAREAE I REMWRFHET . Born in Osaka 1970
QOEMRAEAL Y. galericl6 (W), BASE GALLERY (8=), Master of Arts (Fine Arts) Kyoto Seika University 1994
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‘Tnverse Perspective Project’, Moscow Biennial Special Program (Russia, 2013}
“Art of Asia collection’, Smith College Museum of Art (USA, 2013)
‘Gold Experience’, Hyun Gallery (South Koren, 2010)

‘Qur of Sight, Still in Mind’, Gallery Hangil (South Korea, 2008)

IMnverse Perspective Project ] EAY 7EI+— L RRIFOFS L
(A7 +2013)

[Collecting Art of Asial Smith College Museum of Art (74 17+ 2013) ‘City-ner Asia’, Seoul Municipal Museum (South Korea, 2003)
FGOLD EXPERIENCE ] Hyun Gallery (&8 - 2010) ‘Confronting Tradition’, Smith College Muscum of Art (USA, 2004)
-~ @ s G S : i . ‘Edinburgh Project’, Osaka Contemporary Art Center (2001)
allerr . y] o
r(._‘!‘ur o blgh_E' S\ﬂll o Mm,dJ Galley Hal:gﬂ (R - 2008) ‘Obliteration’, Sculpture Court Gallery, eca (UK, 2001)
[City-net Asial Y2  LH3RIMIEE (RE- 2005) ‘VOCA—Vision of Contemporary Art Japan’, Ueno Royal Museum
r(:nn[-mming Tradition | Smith College Muscum of Art (774U %« 2004) {Takya, 1999, 2002)

FObliteration] Seulprure Court Gallery, eca (4% 1) 2 « 2001)
TEdinburgh Project) (KIRREERT > 5 — - 2002)
TVOCA E —# LLEROERS] EHOFEME (|5 - 1999/ 2002)

Many solo exhibitions at galerie 16 (Kyow), BASE GALLERY (Tokyol,
and Gallery TE (Tokya) among others.

Zmith, EEHREEE. BPHEYESEASYTSA FErSU—, Group exhibitions ar Kyoro Municipal Museum, Kyoto Culrural Museum,
$§!ﬁ1bfﬁmﬁﬁ _‘?_ﬂ}:ﬁ;{ﬁ‘t‘/;'—‘ % Fl—TEEH Aichi Prefecrural University of Fine Arts and Music Satellite (;a]]nry,

and Kyoto Art Center among many others inside and outside Japan.

*@7_‘:‘7*3t3$ jfj‘ b _7_)_;47\' k {2004}\ - : Guest artist, Amherst University (USA, 2004)
HEIDPNGERKET—TaAF A - LIFA(2001) Artist in residence, Edinburgh College of Arts (UK, 2001)

'obliterated ground' 200cm x 300cm tempera and oil (2000) "a thousand years' 137cm x 198cm tempera and oil (2006) fa
TV o L7232 Smith College Museum of Arr) (The Ritz- CarltonTokyo FE)
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