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BT / Ryuji MIYAMOTO 1947 I8 A / Palast 2004
/ Naoya HATAKEYAMA 1958 THhEA  #03407 / Atmos #03407 2003
/ Naoya HATAKEYAMA 1958 THhEA  #07303 / Atmos #07303 2003
/ Taiji MATSUE 1963 KALAHARI 1995 #16 / KALAHARI 1995 #16 1995
/ Taiji MATSUE 1963 AUSTRALIA 1996 #2 / AUSTRALIA 1996 #2 1996
/ Taiji MATSUE 1963 CALIFORNIA 1996 #14 / CALIFORNIA 1996 #14 1996
/ Taiji MATSUE 1963 NEW ZEALAND 1996 #8 / NEW ZEALAND 1996 #8 1996
/ Taiji MATSUE 1963 ATLAS 1997 #3 / ATLAS 1997 #3 1997
/ Taiji MATSUE 1963 COLORADO 1997 #30 / COLORADO 1997 #30 1997
/ Taiji MATSUE 1963 COLORADO 1997 #34 / COLORADO 1997 #34 1997
/ Taiji MATSUE 1963 MOROCCO 1997 #8 / MOROCCO 1997 #8 1997
/ Taiji MATSUE 1963 MOROCCO 1997 #12 / MOROCCO 1997 #12 1997
/ Taiji MATSUE 1963 UTAH 1997 #29 / UTAH 1997 #29 1997
/ Taiji MATSUE 1963 IRAN 1998 #3 / IRAN 1998 #3 1998
/ Taiji MATSUE 1963 IRAN 1998 #12 / IRAN 1998 #12 1998
/ Taiji MATSUE 1963 CORSICA 1999 #9 / CORSICA 1999 #9 1999
/ Taiji MATSUE 1963 ITALY 1999 #13 / ITALY 1999 #13 1999
/ Taiji MATSUE 1963 JAPAN 1999 #61 / JAPAN 1999 #61 1999
/ Taiji MATSUE 1963 KOREA 1999 #2 / KOREA 1999 #2 1999
/ Taiji MATSUE 1963 TEXAS 1999 #61 / TEXAS 1999 #61 1999
s« m / Taiji MATSUE 1963 JAPAN 2000 #71 / JAPAN 2000 #71 2000
[{ BT / Motoyuki SHITAMICHI 1978 YA TAVA Teoriil &Y / Saipan, USA from "torii" 2006-12
[V / Motoyuki SHITAMICHI 1978 YA TAVA Teoriil &Y / Saipan, USA from "torii" 2006-12
[< 2T / Motoyuki SHITAMICHI 1978 B A% Trorii) &Y / Taichung, Taiwan from "torii" 2006-12
FiEHEAT / Motoyuki SHITAMICHI 1978 PN aP7  Trorii) &Y / Sakhalinskaja, Russia from "torii" 2006-12
a7 Z¥ 7Y — /ROGUES' GALLERY 1993 DELAY_2008.10.15 / DELAY_2008.10.15 2009
a
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Collection - Contemporary Landscapes

Early in the 20th century, art in Europe became increasingly abstract, in part
because many people had lost interest in genres that merely depicted the world
around us, such as landscape and still-life painting. Another reason we could
cite is that from Impressionism onward, art had been undergoing a transition,
from its role as a means of representing something to an activity focused on the
materials themselves: painting about paint, sculpture about wood, stone and so
forth. The first half of the 20th century saw a wide variety of art movements,
with a general advance toward ever more radical abstraction. After the
mid-20th century, Minimalism and Conceptualism emerged, and there was
widespread talk of “the end of painting” and even “the end of art.” However,
later in the 20th century, around 1980, figurative paintings reappeared, in a
style known as Neo-Expressionism characterized by wild brushstrokes. The
current exhibition of works from the collection has no direct connection to
such broad art trends, but it showcases works acquired by the museum in

recent years, which relate to the enduring theme of landscape in modern art.

Some might regard Jean Messagier’s loose and lyrical painting, with bold
strokes of diluted painted red paint filling a large canvas as purely abstract.
However, as we can infer from the title Landscape, the writer did not want his
work to be grouped alongside the total abstraction of his contemporaries such
as Jean Fautrier, whom Messagier greatly admired, a prominent practitioner of

Art Informel characterized by ungoverned, improvisational brushwork.

If we accept that Messagier’s dynamic painting is representational, the first
thing that comes to mind may be natural phenomena such as powerful storm
systems. An example of such work from the past is the Deluge series of
drawings by Renaissance master Leonardo da Vinci. The esteemed British art
historian Kenneth Clark discusses these drawings in the chapter “Landscape of
Fantasy” in his book Landscape Into Art (1976). Clark speaks of painters
secking “something mysterious and uncontrollable,” who developed
expressionistic landscape styles that “consciously drew on our dread and awe of

nature.” Messagier’s work seems to be in the same tradition.

In this book, Clark divides landscape-themed European art from the Middle
Ages through the carly modern period into four categories: besides the
“landscape of fantasy,” there are the “landscape of symbols,” the “landscape of
fact” and the “ideal landscape.” He says that he avoids systematic or historical
analysis, but his listing the “landscape of symbols” as the first of these
classifications seems based on historical considerations, and on recognition of
the importance of religious painting. Clark stated that “the symbol” has its
roots in medieval Christian philosophy, and notes that in this philosophy, “life
in this world is merely a miserable interlude ... nature, as perceived through
human senses, is quite naturally steeped in sin.” With this premise, it was part
of the legacy of the Crusades that the concept of a very special garden called
Paradise was accepted by the Church in the latter half of the Middle Ages.
“Paradise is a greener pasture, far from this world where misery rules, a pasture
where the ideal of love between God and man is fulfilled.” Poetic and elegant
works of art were created based on this image, including the Lady and the
Unicorn tapestries at the Musée National du Moyen Age (Musée de Cluny) in

France, which were previously shown here.

In the East Asian cultural sphere, subjects related to the “landscape of symbols”
include Xianjing (the realm of the Immortals) and Shangri-La. Rochers
fantastiques au pays de Gazan (“Fantastic Rocks in the Land of Gazan”) by
Tabuchi Yasukazu, who continuously pursued art fusing the cultures of East
and West over a lifetime spent largely in Paris, is a series of prints representing
bizarrely shaped rocks and pine trees, which symbolize longevity and
immortality. This is the “landscape of symbols” in an East Asian context, and
may also depict the mental landscape of the artist, who had found himself

growing old in a foreign land.

Shitamichi Motoyuki’s photo series 777 focuses on vestiges left by the
Japanese Imperial Army, which invaded countries throughout East Asia under
the slogan of “the Greater East Asia Co-Prosperity Sphere,” in the form of zor7i
shrine gates they erected that still stand in various parts of East Asia. The rorii
acts as a symbolic portal connecting the secular and divine realms, and the
scenes of collapsing zo7ii seem to show us what ruins remain after the

“landscape of symbols” has crumbled.

The “landscape of fact,” next on Clark’s list of categories, is a phrase that we
may associate with naturalistic works. However, he uses the phrase to refer to

art prior to the 19th century, and at the beginning of the corresponding

chapter of the book writes, “It is through love that mere fact becomes art. Love
binds facts together into a whole, and elevates them to a higher plane of
reality.” This definition suggests that the author is discussing a world of
concepts, like that of religious painting. He continues, “Love, which embraces
all things, is represented by light.” This suggest that the reason Impressionist
landscape painting, based on direct perception, followed a path of
disintegration was the absence of the ideological task of unifying the whole.
Paul Cézanne, a contemporary of the Post-Impressionists, warned against this
disintegration of painting, but seen from another perspective, these warnings
show that the constructed world of painting was already ripe for

dismantlement before the Impressionists came on the scene.

There is not enough space here to elucidate all the factors making up the
“landscape of fact,” but the most important clement is perspective. According
to Clark, “reality for the Florentine was determined by whether something
clearly occupied a point in space, and the result of this craving for certainty was

the invention of scientific perspective.”

So, what does the “landscape of fact” look like from the late 20th century
onward? One example is Cultivation by Radioactivity (Small Hothouse, Orange,
Green), a small 1968 landscape sculpture by Kudo Tetsumi. Kudo was an artist
who emigrated to France in 1962 in hopes of showing Western people
something they had not seen before, and engaged in various radical practices to
this end. He created works predicting that radioactivity would change the
ecosystem and force it to evolve in the near future, and was greatly admired for
his comically caustic viewpoint. For those of us alive during the Fukushima
Daiichi nuclear disaster of March 2011, Kudo’s phantasmagoric landscape

comes close to the “landscape of fact”

Beginning in the late 1990s, young artists emerged who presented landscapes
revealing social facts, “rearranging fragments of various everyday experiences
and communication processes to create unique aesthetic sensibilities and codes
of behavior” (Matsui Midori, 7he Door into Summer: The Age of Micropop,
2007). They are a generation that was discovering its creative path around the
turn of the millennium, when both natural and human-made disasters struck
one after another, and created new worlds by assembling information rather
than relying on logic rooted in traditional values. Aoki Ryoko'’s Object Reading

is one work that illustrates this trend.

Clark’s final category of “ideal landscape” refers to landscape that ranks
alongside mythical and religious painting in the highest echelon of the
hierarchy of traditional European painting. This rank does not include works
of only middling perfection, such as historical landscapes, but only true jewels
of art history such as the Pastoral Concerts by Titian and Giorgione and Zhe
Tempest by Giorgione. Clark wrote, “Imitating nature... no longer brought
sufficient delight. Landscape painting ... was compelled to rise to the same level

as paintings with ‘loftier” subjects.”

Unfortunately, there are no works in this collection that seek such a level of
perfection. This is true not only of this museum’s collection: art from the
modern era onward has never sought to create such a whole and idealistic
world. From the medieval era to the early modern era, art and religion were
united, and served to educate the common people. Painters were obligated to
embody the hegemonic religious worldviews of their eras, and to portray whole

worlds or universes that people could not readily see.

Of course artists depict myriad aspects of the world, whether or not they are
presented with theoretical requirements. Among the works in this exhibition is
Rogues’ Gallery’s sound and video piece DELAY 2008.10.185, a “driving
performance” combining the recorded sound of a car on the road and the
playing of music equipment carried in the car. It is a work prominently
featuring the internal-combustion engine, which underpins much of our daily
lives, yet probably lies outside most people’s awareness. Its subject may conceal

unexpected and sophisticated connections to the “ideal landscape.”

Reference: Kenneth Clark, Landscape Into Art, Japanese trans. by Sasaki Hideya,
Iwasaki Bijutsusha, 1998.
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[HH{5AKHE / Shintaro TANAKA 1940 - WO, b5\ 34T H / Bridge of Waves, or a Parhelion 1999
Wik / Go SHIGI 1943 - 68 D / Untitled D 1981
deik R L& / Yoshihisa KITATSUJI 1948 - Y —7-%—7> /Olive Garden 1989
)15 7] / Koji SAGAWA 1955 - “EHEEDOBIH No.7 / A Semi-Plane Mass of Trees No.7 1991
i 15§52 —-HR / Kenjiro OKAZAKI 1955 - EHFEOLEETEZ T (ROKFIL O DFEH) 2 WS LR B ERORIEST,. CAKIC EETH 2008

VODFLNEVD D TNOBHI—ADECEVARDDH Y (ZNAHDOEIICHEL FDLIITEHD

D) RRDWIANT I 2EBDY LI (W FDTFHID) AREF B LG ICDETTEAIVI DT

LiZZo#%2H->THET,

Will the dead be able to arrive (is the light of the heavens the sign of an exit)? A soul with no flesh, and no

need for wings, can’ t go on flying this high forever. Once there was a single tall, tall, tree on the causeway of

the river (and if you climbed it like a monkey, hopped its branches like a bird), I was told that you could go

to the birthplace of the future (study guidelines!) The tree rots, and bends its knees down to the grass,

saying, “This is a violet.” I do know that name.
i 42 R / Kenjiro OKAZAKI 1955 - JACEH>TELUZBI TRV (RADYITF) 725 RZUCBE I DFOEDSHE &7 IC@ELLE(E 2008

TETRL) it EAEEL,

Air is not transparent to the light (an obstruction of invasion). So in the air, stars! That is, the windows open,

and in the evening a dazzling light (not words) arrive upon the earth.
i 152 —-HR / Kenjiro OKAZAKI 1955 - ZEDEY (i EEPIT) BIARLAE2 IS @b HH BBAATLLH D) T AALM EXYELLN I ZH 2008

HIHEDIAFE TS EDE S B HAZ 0 GEISIHET 2. DI RATHH EHAZDIEN5,

The country of the sky (similar to the earth) is abloom with trees and flowers, and there are animals and birds

(ducks and rabbits too, of course), and they are all more beautiful than on the earth! They indeed exist! Just look

at the blueness of the sky. That which exists in the distance all looks blue, it seems that way.
MEE A / Kodai NAKAHARA 1961 - ED#z / Painting of Sea 1987
ML / Naofumi MARUYAMA 1964 - Butterfly Song / Butterfly Song 2004
K / Hiroshi SUGITO 1970 - lesson1 / lesson1 2009
# EA®E / Miyuki TSUGAMI 1973 - View - at 11:15 a.m., 30 Mar., 06-09 / View - at 11:15 a.m., 30 Mar., 06-09 2009
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Ty AyH Tz / Jean MESSAGIER 1920 - 1999 JEl 55t / Paysage 1959
K=+ P x> F A / Paul JENKINS 1923 - 2012 Bige — B Fk / Phenomena-Black Autumn 1961
EF XL HB / Bushiro MORI 1923 - 2004 WD/ gk ~D /EHTFAHK Z D3 / The Letter Left Behind/of Him/ to the Earth 111 1999
v b & — / Gerhard RICHTER 1932 - 74V > x / Firenze (from City Life Series) 2000
TIEPTE / Tersumi KUDO 1935 - 1990 TUEBEIC & 2 2801 UNS R A LY ) 1968
Cultivation by Radioactivity (Small Hothouse, Orange, Green)
Mp§ 2 / Natsuyuki NAKANISHI 1935 - 2016 INTHD 418 Y No.7 / Hopscotch at the Summit, No.7 1970
ZE 8 / U-Fan LEE 1936 - Jid i £ [ g3 ~\J / Portfolio “To the Ruins" 1986
WU / Toyoharu MIYAZAKI 1946 - IR N D JiE / The Garden Below 2001
RIEFLE T / Toeko TATSUNO 1950 - 2014 WORK 85-P-5 / Work 85-P-5 1985
REFLE T / Toeko TATSUNO 1950 - 2014 WORK 86-P-3 / Work 86-P-3 1986
REFLET / Toeko TATSUNO 1950 - 2014 UNTITLED 91-21 / Untitled 91-21 1991
RIEFLE T / Toeko TATSUNO 1950 - 2014 UNTITLED 94-4 / Untitled 94-4 1994
REFLE T / Toeko TATSUNO 1950 - 2014 March-3-98 / March-3-98 1998

s ____________________________________________________________________________________

A=)l X/ Paul CEZANNE 1839 . 1906 S D HEi / La préparation du banquet (Preparation for a Banquet) 198041t / ¢.1890
AHHEK / Chuta KIMURA 1917 - 1987  {L®AS/ Juin dans le midi 1980
IMURA 1917 . 1987 WD ¥ / Lumiere du matin 1983

IMURA 1917 . 1987 B /L Feé 1985

/ Chuta KIMURA 1917 . 1987 VA7)V / Portugal 1986

/ Gyoji NOMIYAMA 1920 - % / Sky 1966
YA-RTF) 1921 . 2009 i i 5 T 1 11 2 77 523 )/ Portfolio "Rochers fantastiques au pays de gazan” 1986

Yasukazu TABUCHI (Yasse TABUCHI)
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1971 . picnic / picnic 2001
1971 . HLOD1 / The Weed Bone 2005
/ Ryoko AOKI 1973 . F 7Yz M) =742/ Object Reading 2002-15
/ Natsuko SAKAMOTO 1983 . [& B, / Stairway 2016
/ Natsuko SAKAMOTO 1983 . HEMEAR / A Ship in Distress 2016
/ Natsuko SAKAMOTO 1983 . Y27 mDPIHE S N7 / People Riding on Pink Waves 2016
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