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UESHIMA MUSEUM opened its doors on the premises of Shibuya Kyoiku Gakuen (SKG), a prestigious educational institution that emphasizes international
perspectives and high moral standards based on the fundamental objective of fostering a spirit of ‘self-investigation and self-thinking.” The museum will organize
various exhibitions based on its contemporary art collection featuring works by a diverse range of both Japanese and overseas artists collected by Kankuro
Ueshima, an alumnus of the school.

‘Art’ freely traverses boundaries and artistic expression, which is at once diverse, personal, socially engaged, and has given rise to numerous possibilities beyond
people’s imagination. Furthermore, art is also about contemplating our past, present, and future. We believe the significance and mission of collecting artworks lie
in cultivating unfettered imagination and creative thinking through art, as well as conveying to future generations the perspectives and issues that artists pose
through their works.

The museum, which is established on the former site of The British School in Tokyo, within the Shibuya Kyoiku Gakuen campus, will not only engage in exhibiting
artworks, but also contribute to the revitalization of the art scene through a wide range of activities, including training the next generation artists, curators, and
critics, and collaborating with educational institutions. As a place for the promotion of both education and culture, we aim to maintain a sense of
‘contemporaneity’ that is nurtured by means of our interactions with society.

In addition to the display of permanent works, this exhibition encompasses all floors of the museum including the office floor, which is usually closed to the public,
to showcase the diversity of the collection, with the contents of each floor organized from a different perspective. We hope that this will serve as an opportunity for
visitors to engage with the eclectic expressions of artists from different countries, regions, and eras, as well as the respective narratives that lie behind their work

and practice.

Kankuro Ueshima
UESHIMA MUSEUM - Director
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Bl #SEICEITZHR - ZDRIHEFEM | Abstraction in Painting: The Pioneering Spirit

BEICEBT2HRERBAOERRLOZT —RELAEIO7OTICR . BR3MHRADOT7—Ts I DN EELENSD R ZBX 7 —T«
AbEDHEEFE#RERZCEDNTETEFIREIPBRAEBNRE TN DDOH 71970 FRIC.FHRA OAVF v NIV > EL L
BROATH RERFHLVWVERZRRITEIZELARNILFT—IIL - TJUIR RBHEMZESLETavEILRLIEMRTATI—TEV. &
BOBRZBIAAZER TV 2N EU—F - JOvE . BFRZHN ARSIV FAVRBRETRECBFORRIEMEZHEL AN S
REPHEZZBLTRRBZERTILATLT LA ELEO—ATIZ. 1986 FEFNTHY—F—EZRELLARND— LY -3
DIENMPYT - T7RIa704I. Iy - IFYIT O—LY AWk T—TAAMBRUEVET EHZHRADORETED.

BREZBX THIEIZ2EEZCEBELRLT L,

This floor is themed around the exploration of abstraction and expression in painting. While there is an intermixture of artists from different generations, the
presentation serves to highlight the pioneering spirit of artists across the ages. Bernard Frize, in the 1970s, when painting was regarded as becoming an outdated
medium, proposed the possibility of it presenting a new world despite its strict constraints of the flat surface and square canvas. Katharina Grosse studied at the
Kunstakademie Disseldorf, recognized as a leading force in avant-garde art, and has repeatedly attempted to undermine the conventions of painting through her
practice. Leiko lkemura left Japan to live in European countries including Spain and Germany, where she has expressed herself through painting and sculpture
while traversing the different spiritualities of the East and the West. Also introduced are artists such as Oscar Murillo, born in 1986 and winner of the Turner Prize,

as well as Jadé Fadojutimi, Misheck Masamvu, and Lauren Quin. We welcome visitors to look at how the expressions of different generations resonate across the

ages.

12

1 11 10

1: Gerherd Richter Abstrakte Skizze (Abstract Sketch) 8: Lauren Quin Hammerhead

1991 | oil on canvas | 30 x 35 em (11 3/4x 13 3/4in.) 2023 | oil on canvas | 208.3 x 173.4 cm (82 x 68 1/4in.)

2: Jadé Fadojutimi untitled 9: Lauren Quin Third Belly

2024 | acrylic, oil, oil bar, oil pastel on canvas | 194 x 140 cm (76 3/8 x 55 1/8 in.) 20212022 | oil on canvas | 152.7 x213.7 cm (60 1/8 x 84 1/8 in.)

3: Jadé Fadojutimi Nostalgia’s Regretful Dream 10: Leiko lkemura | 17 Ls5 L 1O Lightscape

2022 | acrylic, oil, oil bar, oil pastel on canvas | 200 x 170 cm (78 3/4 x 66 7/8 in.) 2022 | tempera and oil on nettle | 180 x 110 ecm (70 7/8 x 43 3/8in.)

4: Katharina Grosse untitled 11: Bernard Frize Coam
2022 | acrylic on canvas | 201 x 155 cm (79 1/8 x 61 in.) 2002 | acrylic and resin on canvas | 238.8 x 182.9 cm (94 x 72 in.)
5: Katharina Grosse o.T. 12: Anie Morris Stack 7, Ultramarine Blue

2013 | acrylic on aluminum and linen | 72 x 80 x 144 cm (28 3/8 x 31 1/2x 56 3/4in.) 2018 | polystyrene, pigment, metal and concrete, in 8 parts | 93 x 23 x 21 ecm (36 5/8 x 9 x 8 1/4in.)

6: Mishek Masamvu The Power of Running Away
2022 | oil on canvas | 238 x 285 cm (93 3/4x 112 1/4in.)

7: Oscar Murillo Manifestation
20202022 | oil, oil stick, graphite, spray paint on canvasand linen | 115.6 x 120.7 cm (45 1/2 x 47 1/2in.)
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1: Kohei Nawa | 2FRFE PixCell - Deer #40 6: Keniiro Okazaki | [ EZ — BB Encontro das dguas / Scooping water from a stream

2015 | mixed media: glass beads, taxidermy, aluminum | 133.4 x 71.8 x 55 cm (52 1/2x 28 1/4 x 28 5/8 in.) 2020 | acrylic on canvas, framed | 18.2 x 24.9 cm (7 1/8 x 9 3/4in.)
2: Ryan Gander 7: Kenjiro Okazaki | [EIEEz— BB

Sowing confusion amongst the titles, or The squatters (Tiger meet Hiller’s Lucidity & Intuition: Homage H7E (Ipomoea alba) / No idea why | was going there / & % W3 ZEHR DHIFR

to Gertrude Stein (2011) HBZEDHED (le bleu du ciel) / Seen with an ideal, Out the window / E7=L\DHITAIT R

2020 | Wood, latex, resin, synthefic fur, paint, animatronics | 10.8 x 66 x 40.6 cm (4 1/4 x 26 x16 in.) 2022 | acrylic on canvas, framed | 20.5x 16.5cm (8 1/8 x6 1/2in.) /25.1x18.3cm (97/8x7 1/4in.)
3: Mika Tajima You Be My Body For Me (Unit 3) 8: Kenjiro Okazaki | FEIEFEZ_ER wsnt Im's'Im bbty $nt km h kkb m 'l

2020 | rose quartz, cast bronze jet nozzles, smart glass film, custom social network analysis algorithm, lidar, 2024 | bronze | 30x25x21em (117/8x97/8 x8 1/4in.) | Edition No. 2 of 5+ 1 AP.

embedded computing board, electrical components, concrete, steel, aluminum, wood, glass . . _

Stone: 7.5 x 86.4 x 63.5 cm (30 1/2 x 34 % 25 in.) | Glass panels : 91.4 x 167.6 x Tcm (36 x 66 x 3/8 in. Jeach| 9: Kenjiro Okazaki | FIE#z —&R

Conarete bases: 40.6 x 31.1 x31.1 em (16 x 15 x 15 in.) each REEBHSHLEBLER VI LADRELOL LT RANED T GBELEFLEOBR

. . HEBRVT BPEPEDT EF v. TP VAR SIETERA OV EREIIDT . EAIS BN BIF

4: Mika Tajima Art d'Ameublement (Rutschey Yogansena) ’

BhEMcEEN
2022 | spray acrylic, thermoformed PETG | 182.9 x 137.2 cm (72 x 54 in.) 2024 | acrylic on canvas | 182 x 140x 6.5 cm (715/8 x551/8x2 1/2in.)
5: Mika Tqiimq Negative Entropy (Stripe International Inc., Legal Department, Black and White, Hex)

2021 | cotton, wood, acoustic baffling felt | 140 x 280 cm (55 1/8 x 110 1/4in.) 10: Hiroshi Sugimoto | ¥ &1E5] Colors of Shadow C1017

2006 | pigment print | 134.6 x 106.7 cm (53 x 42 in.) | Edition No. 3 of 5



2F RFARKORR. EORIFMA | Contemporary Expression and World of Individual Expression
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Beyond the symbolic works of Kohei Nawa, works by Hiroshi Sugimoto lead up the stairs from the first floor, which was divided into sections according to each
artist including Mika Tajima and Kenjiro Okazaki. On the second floor are a series of rooms within which the respective visions of various international artists
unfold. In addition to Ryan Gander, who reinterprets the everyday world from an ironic perspective; Tracey Emin and Louise Bourgeois, who embody the
suppleness of women living in contemporary society; Theaster Gates, who addresses issues confronted by minorities and communities, and leading minimalist artist
Dan Flavin, the lineup includes Ryoji Ikeda, Olafur Eliasson, Chiharu Shiota, Mika Tajima, teamLab, and Takashi Murakami. In the central room, the works of two
leading figures of contemporary German photography: Andreas Gursky and Thomas Ruff, are displayed in contrast. We welcome visitors to enjoy contemporary

expressions that intersect across different media, means of expression, countries and regions.

1: Ryan Gander By physical or cognitive means (Broken Window Theory 13 May) 17: Chiharu Shiota | #8HF% Quarantine in Shanghai | LB TOMREE
2019-2020 | ink on paper, emulsion paint, aluminum frame, reinforced broken glass, duct tape | 2021 | watersoluble wax pastel, ink, thread on paper | 20 x 25 cm (7 7/8 x9 7/8 in.)

200 x 148 x7.5cm (78 3/4x 58 1/4x 3 in.) . _——
18: Chiharu Shiota | #8HTZ& Quarantine in Shanghai | LiETOREE

2: Ryan Gander On slow Ob’iferaﬁon’ or How are you still hungry 2018 | watersoluble wax pastel, ink, thread on paper | 20 x 25 cm (7 7/8 x9 7/8 in.)

2019 | flipdot panel, powds ted aluminum fray frame, rub-down transfer | X X
130x86.1 x7.8cm (51 1/8 x337/8 x 3in.) 19: Chiharu Shiota | EEHFEH Cell
3. Pierre Huyghe Idiom 2021 | watercolor, oil pastel, thread on paper | 56 x 42 cm (22 x 16 1/2in.)
2024 | Real time voice generated by Artificial Intelligence, golden LED screen masks | 20: Takashi Murakami | & L P& untitled
31x19.5x19em (12 1/4x7 5/8x7 1/2in.) 2016 | assembled canvas on aluminum frame | 86 x 58.5 cm (33 7/8 x 23 in.)
4: Olafur Eliasson Eye see you 21: Takashi Murakami x Virgil Abloh| #f_t £ x Virgil Abloh
i I il (| e fre o . . .
2006 | stainless steel, filer glass, quency bulb | Bernini DOB: Carmine Pink and Black

230x 120 x 110 cm (90 1/2 x 47 1/4 x 43 1/4in.) | Edition No. 24 of 30
2018 | acrylic on canvas mounted on aluminum | 141.6 x 120.3 cm (55 3/4 x 47 3/8in.)

22: Takashi Murakami x Virgil Abloh| #f_E £ x Virgil Abloh Our Spot 1
2018 | acrylic on canvas mounted on aluminum | 100 x 100 em (39 3/8 x 39 3/8in.)

5: Ryoji Ikeda | it1EHZEE] data.scan [n°1b-9b]
2011 /2022 | LCD monitor display, computer | 61.1 x 35.6 cm (24 x 14 in.) each, a set of 9

6: Gerhard Richter 4. 3. 89

23: Louise Bourgeois x Tracey Emin
1989 | oil on color photograph | 10.2 x 15.2 cm (4 x 6 in.)

Just Hanging (no.11 of 16, from the series, Do Not Abandon Me)

7: Gerhard Richter 21. Feb. 01 2009 -2010 | pigment dyes print on fabric | 74 x 60.5 cm (29 1/8 x 23 13/161n.) |

2001 | oil on color photograph | 14.6 x 10.2 cm (6 x 4 in.) Edition No.4 of 18 + 6 AP. + 1 H.C.
8: Andreas Gursky Bangkok IX 24: Tracey Emin It's what Id like to be
2011 | inkjet print, in artist's frame | 307 x 221 cm (120 7/8 x 87 in.) | Edition No. 1 of 6 1999 | blue neon | 176 x 213 cm (69 1/4x 83 7/8in.)
9: Gerhard Richter untitled (3.11.89) 25: Louise Bourgeois untitled
1989 | gelafin silver print | 67.9 x 97.8 cm (26 3/4 x 38 1/2in.) | unique 1968 | watercolor on paper | 18.1x29.5cm (7 1/8x 11 3/8in.)
10: Thomas Ruff Substrat 7 11l 26: Dan Flavin untitled(for Ad Reinhardt)1b
2002 | Inkjet print, Diasec mounted | image: 147.3 x 108 cm (58 x 42 1/2in.) | Edition No. 5 of 5 1990 | blue, yellow, pink, red and green fluorescent light | 243.8 x 26.7 x 61 cm (96 x 10 1/2 x 4in.) | Edition No. 1 of 5
11: Thomas Ruff neg®bal_01 27: Mika Tajima Anima 47
2014 | chromogenic print, framed | frame: 71 x 61 cm (28 x 24 in.) / image: 22 x 29 cm (8 5/8 x 11 3/81n.) | 2023| glass, phosphorescent pigment, cast bronze Jacuzzi jet nozzles | 52 x 33 x24em (20 1/2x 13 x9 1/2in.)

Edition No.1 of 8 28: Theaster Gates Slaves, Ex Slaves

12: teamlab Matter is Void - Fire 2021 | neon mounted on aluminum backing | 92.7 x 88.3 x 10.2 cm (36 1/2 x 34 3/4 x 4in.)

2022 | NFT(Non-Fungible Token), digital work, endless | dimensions variable 29: Theaster Gates Wa”(mg on Afroturf

13: Kohei Nawa | &f1RFE PixCell-Sharpe's grysbok 2012 | reclaimed wood | 113 x 77.5 x 10.2 cm (44 1/2 x 30 1/2 x 4 in.)

2023 | mixed media | 64.8 x 62.2 x20.8 cm (25 1/4x241/2x81/8in.) 30: Theaster Gates nghf Stand for Soul Sister

14: Chiharu Shiota | #8HTF# State of Being (Skull) 2013 | wood, tar, book | 55.9 x 58.4 x 35.6 cm (22 x 23 x 14in.) | Book: 17.5x 10.5x 1.8 cm (6 7/8 x 4 1/8 x 3/4 n.)

2015 | metal frame, red thread, skull model | 50 x 25 x 25 cm (195/8 x97/8 x9 7/8 in.) S1: Theaster Gates & The Black Monks of MISSISSIPPI OPUS for Flute

15: Chiharu Shiota | #&8HTF#& State of Being (Two Chairs)
2012 | two painted chairs, thread, steel frame | 180 x 160 x 77.2 cm (70 7/8 x 63 x 30 3/8 in.)

16: Chiharu Shiota | #8HTFZ& Quarantine in Shanghai | LiETOREE 31: Hiroshi Sugimoto | #41{#&] Prospect Park Theater
2021 | watersoluble wax pastel, ink, thread on paper | 20 x 25 cm (7 7/8 x97/8 in.) 1977 | gelatin silver print | 41.9 x 54 cm (16 1/2 x 21 1/4in.) | Edition No. 15 of 25



3F “ZMBERODFHREIL | The Gaze of Female Painters

FHWEHA BLHRICETS TV THZOANRTLWIAR L ZCHSHEIHINZIORIEFEARZ . COT7OT7TIRHADOEWVWERALZHEE
ROBBEPERINMTLVEIT BNNISFRE . HI2BORALLHEKROFAT. ZNRIDARLEIPRVESTEZ/ >ILBREERS T
LESZEDHT. ENZNDT7—T A AMIERZBELEZRF >DTZORAZREATCVWEELLE. NI TOERECREZERS
HDETWKELEAHDSIT TOFLRBICEAFEFNABEAHRICEROBENRETZISEZT AOAAICANIIRILF—CLEZNETINDOER
ZERVWVECCHEIABEM . BEOZRBNERD BN SEAEINEEREEZELEZITIEMLE T FRECBACOERE . ZNIZER—A
VDEDICE>DTAREKEBRDEITH  ZIICREROBLOEFPHROVNEACEE. ZLTHIVPHORASACHESODEVALASRATHL
TFET LT . KREICKRDI TOEROEARICR FREZBEHRITTCEILEROZENFNATETET,

Even when living in close proximity or in the same era, the scenery that each person sees and the mental images they depict from it differ accordingly. This floor
introduces paintings by Japanese female artists of similar generations. The Showa and Heisei eras could be regarded as having been a period of instability,
confusion, and fluctuation as Japanese society found itself in a certain state of maturity. Each artist captured these times through different perspectives. Miyuki
Tsugami overlays the events and experiences of the places she visits; Kei Imazu intersects her daily life as an artist with contemporary society surrounded by digital
environments; Aki Kondo reminds us of the energy that flows within people and the respective nature of their happiness and Makiko Kudo evokes original
landscapes that manifest as a result of the overlapping of everyday memories. While the distance between the work and the individual varies greatly from artist to
artist, the works emerge through a mixture of the artist’s daily life, surrounding environment, and the original landscapes of their childhood. What is observed

beyond the brushstrokes in the paintings is the very image of the artist themselves who have continued in the pursuit of their practice.
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1: Erina Matsui | #AH X D3 Drowsiness | $HiEVWI1—FET 7: Midori Sato | kB 2 Rose Garden Closet
2022 | oil on canvas | 182 x 227 cm (71 5/8 x 89 3/8 in.) 2022 | acrylic and oil on canvas(two-panel folding screen) | 179.9 x 173.6 cm (70 3/4 x 68 3/8 in.)

2: Tomoko Nagai | RHBF It's Kitten | FRT & 8: Miyuki Tsugami | L& E View, Flowing, Evening, 8 Feb 2019/2022
2021 | oil on canvas | 112 x 145.5 cm (44 x 57 1/4in.) 2022 | pigment, acrylic on canvas | 162 x 259 cm (63 3/4 x 102in.), 91 x72.3 cm (357/8x28 1/2in.),

27.3x27.3cm (103/4x 103/4in)

9: Makiko Kudo | TiERF#EF
I had a Good Time All by Myself This Time | H#DE1 ATlzDLH o7
2022 | oil on canvas | 194 x 259 cm (76 3/8 x 102 in.)

3: Tomoko Nagai | £H#BIF Room of a Princess | HIES FDERE
2021 | oil on canvas | 112 x 145.5 cm (44 x 57 1/4in.)

4: Ulala Imai | $3 B KOALA 6
2020 | oil on canvas | 24.2x33.3cem (9 1/2x13 1/81in.)

5: Ulala Imai | §# B Gathering | ¥ ¥ U >4
2017 | oil on canvas | 38 x 45.5 cm (15 x 18 in.)

6: Aki Kondo | iAikdER Hello, my friend
2022 | acrylic on canvas | 91 x 116.7 em (35 7/8 x 46 in.)

10: Hiroshi Sugimoto | #2&1#8] Manatee
1994 | gelafin silver print | 42.2 x 54.3 cm (16 5/8 x 21 3/8 in.) | Edition No. 8 of 25



AF Zb3H0D. HZP<HD | Things that Change, Things that Disappear

BEORZRUXRSKRITHRNTBBENSHROENDZBSEROFLRILLZOEDETZEHLEZTIHLVS5ETD (/home,

DY THESNEEXREFOERBLELEZLMICE > THEZNA REBEICEEGHNBEF—INSEBEREL BREANCECMLTVWEET . —AZIB
DOBRDAZAERIZ.BREROPTREL B O ILEASADAEFROREZRABECL. ASAOREFEBELLTORE ZFE->THSXE
FOKZBDODTWRBEISITHLHDET FLRLAEATV Y ZEZIRBRDSARZHERORLTVCLED AV YR —ICL2EBESOFERIE
0 (€@ KEFMNT SV ITUVPL LD UBEDPHOGEAEZBRETELE T CCTRAPEFR . TORMRBREOBFEENSEZN
PREOHERAZEHEARZILATEET

This room focuses on change, fluctuation, and the beauty of things that disappear amidst the layers of time. It begins with Hiraki Sawa’s work /home, /home
(Absence), in which an array of airplanes flying around evokes a longing gaze that contemplates the expanse of the world beyond the contours of this small room,
and the very ephemerality of that dream. Aiko Miyanaga’s works made of naphthalene change form through chemical reaction, gradually volatilizing from
figurative motifs and transforming into crystals. On the other hand, Ritsue Mishima’s glass works appear to capture and immobilize the amorphous forms of glass
that becomes fluid at high temperatures, thereby perpetuating the time of the glass itself by using its role as a preservation device. In Tatsuo Miyajima’s works
featuring LED counters, which repeatedly flicker and change count one after another, only to black out when reaching O (zero), evokes the notion of an end and
beginning as well as the reincarnation of the soul. Here, visitors are able to catch a glimpse of a world of expression born from the relationship between light,

shapes, and their materials.
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1: Hiraki Sawa | U5 & /home, /home (absence) 6: Tatsuo Miyajima | EBE% Counter Fragile No.4
2021 | single channel HD video with stereo sound, each | 9 min. 24 sec. 2004 | lightemitting diode, silver-plated brass bar, Plexiglas, electric wire and IC | 39 x 26 x 16 em (153/8 x 10 1/4x 6 1/4in.)

Edition: /home: #5/8 + 2A.P, /home (absence): #1/4 + 1AP .
7: Tatsuo Miyajima | EBiES Vertical in Green

2022 | LED., IC, electric wire, aluminum panel |

2: Yuko Mohri | EFII&F Decomposition

2024 | European modernist sewing box, 3 LED lights illuminated by fruits | 57 x 44 x 33 em (22 1/2x 17 3/8 x 13 in.) 83x26x3cm(325/8x101/4x11/8in.) overall, 11 x26 x 3 cm(43/8 x 10 1/4x 1 1/8 in.) x 5 Units
3: Aiko Miyanaga | BKEF

valley of sleeping sky -prone tiger- | < |ZF#HICBES & 5- BE- 8: Hiroshi Sugimoto | #2#{#5] Einstein Tower

2022 | naphthalene, mixed media (cast from Tozan Kiln's plaster mold) | 28 x 40 x 30 em (11 x 153/4x 11 7/8in.) 2000 | gelatin silver print | 60.3 x 48.9 cm (23 3/4 x 19 1/4in.) | Edifion No. 18 of 25

4: Ritsue Mishima | =D D= FRUTTO 2
2014 | glass | 30.3 x 20.2 x 19.5cm (117/8 x 8 x 7 5/8in.)

5: Ritsue Mishima | =8O D= FENICE
2023 | glass | 52.5 x 41 x 45.5 cm (20 5/7 x 16 1/8 x 181in.)



5F MAXBFODIEE | Paintings by Yoko Matsumoto

CO7O07TIRCHEERDODDOBAOMRRFEOFROPT. 7/ VILKREZHAVEKREZRREL TCELARNABFOXREERZBRILTUVLE
To1960 FRICZa— T -V THER - IEHRERRBEEIZPKEELRLCODEROBEICEREZZI T TCEILANAFI . BICBHRESOTIE AT
L2BAEEEIHLTWK IICEZAT TCEFLABLLIRILF—CEBRABREP ORI HIKRBIE.ACPERE. BEZTZEIC
BERANS AEHARECEAM ZRRBACEZEN A ERNEZFELED LT TVEEF I . EFAOHEXPTREZBIT.BERECERZERL. B
EORICERBINIEBRIPECHEINS . TEFIEHBLEAEEAHLTETELLEEETRHR. OYRYTOBTRZVDEDD T oM IFIC
HANEFEN T E > TLVET . ZNEMNALTTAC . BHEAOZREERIMMATHEMINA TLKRHANBEROKLZFRERIEE T,

2% !White Cube vz TH 1k

This floor displays large-scale works by Yoko Matsumoto, who explored acrylic paintings during the era of Japanese abstract expressionism, centered on oil
painting. Influenced by abstract expressionism and painting techniques such as ink wash painting, which she encountered in New York in the 1960s, Matsumoto
has continued to focus on the manner by which color guides form, rather than adhering to it. The paintings, created with intense energy and her free physicality,
carefully layer the elements of light, shade, and colors to give rise to a multitiered space upon the flat surface which bears both a sense of opaqueness and
transparency. Avoiding prior calculations and preliminary sketches, she unleashes her freedom and intuition to create various contours and tones from the
movements guided by the experiences accumulated in her body. In recent years, Matsumoto’s work has been gaining worldwide acclaim, following an exhibition

in London. This seems to reflect the current trend for Japanese female artists to be increasingly recognized widely throughout the world.

Reference :White Cube website
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1: Yoko Matsumoto | ¥AZEEF 7: Hiroshi Sugimoto | ¥41&8] Palais Garnier, Paris
Landscape-Like Surface Vibrates | }Eg?ém%ﬂg@ﬁ 2019 | gelatin silver print | 61 x 50.8 cm (24 x 20 in.) | Edition No.8 of 25

2017 | oil, oil pastel, charcoal on canvas | 200 x 250 cm (78 3/4 x 98 3/8 in.)

2: Yoko Matsumoto | ¥aZ[5F The Tropics | Ei (Between 5F-6F)
2021 | ol oil pastel, charcoal on canvas | 130 x 194 cm (51 1/8 x 76 3/8 in.) 8: Hiroshi Sugimoto | #4188 Bay of Sagami, Atami
3: Yoko Matsumoto | ¥aZ&E3F The Day | Saw the Evening Star 1998 | gelatin siver print | 47.8x 57.9 cm (18 3/4 x 22 3/4in.) | Edifion No.12 of 25
2023 | oil, charcoal and pastel on canvas | 130 x 162 cm (513/16 x 63 3/41n.) 9: Kohei Nawa | ZHRE PixCell - Mandarin Duck
4: Yoko Matsumoto | #AZ&B3F Generating and Destroying | 2% & g% 2018 | mixed media: glass beads, taxidermy, aluminum | 26.4 x 38 x 38 cm (103/8 x 15 x 15 in.)

1995 | acrylic on canvas | 193 x 259 ecm (76 x 102 in.)
5: Yoko Matsumoto | ¥3Z&B3F Light Shining in Darkness | Y IZEDBMCEVL TS
1992 | acrylic on canvas | 182 x 228 cm (71 5/8 x 89 3/4in.)

: Yoko Matsumoto | #AAB3F Regarding Living Beings | £®{&ICDWT
2010 | oil, charcoal and oil astel on canvas | 200 x 200 cm (78 3/4 x 78 3/4 in.)
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Ueshima Museum Through The Eyes of Yuko Hasegawa
Between Forms and Substance, Ontology and Epistemology

A new museum in Shibuya

The distinctive characteristic of the Ueshima Collection, founded by Kankuro Ueshima, is that it is primarily composed of paintings, the majority of which are abstract. The
collection, accumulated over two years, currently consists of 700 works created between the 1990s and 2024 (as of June 2024). The Ueshima Museum, standing on the grounds
of the former British School of Shibuya Kyoiku Gakuen and housing the Ueshima Collection, opened its doors on June 1, 2024. The first collection exhibition features 74 works
displayed over six floors, each dedicated to a specific theme.lt is often a challenge for collectors to see their entire collection in one place. Thus, Ueshima continues to collect
rapidly, with the full extent of his collection only visible in the data form. Ueshima also played the leading role in the curation of this exhibition, joined by Yukie Kamiya and
Junya Yamamine as advisors in planning, selecting works, and exhibition composition. It is fair to say that the works selected for the first exhibition are representative of the
Ueshima Collection.

A mixture of speed and delay: the betrayal and formation of image

The room on the second floor was the most thrilling, depicting both the betrayal and the creation of the image. Throughout the exhibition, the intensity and speed of Ueshima’s
intuition in connecting the “current” and the “presence of the work” are evident. This approach perceives the rich space that emerges from frustration, delay, and ambiguity of
paintings that contain hidden information and uncapturable phenomena as “contemporaneity.” The Gerhard Richter solo exhibition Ueshima saw in New York in 2016 was the
catalyst for his strong interest in contemporary art, and Abstract Sketch (1991) is an essential work, as it is the first piece of art purchased by Ueshima. As the description on the
website states, this work is closely related to the “Photo Painting” series, and within the abstract image, we can recognize vertical lines and green hills. Richter’s experimental
spirit, which seeks to reach beyond the human hand (artificiality and intention) to the entirely incomprehensible, reached its climax in the abstract squeegee paintings of the
1990s. “Abstract paintings are always understood as depictions of something. In other words, they are illustrating something. (...) Almost automatically, we seek out similarities
with scenes from real life. In this suggestive way, paintings (images) convey a certain atmosphere or message.” Richter says that when he puts squeegee paintings or thick brush
strokes on the canvas, it is not the materiality he focuses on but the image. It is the “image” that he refers to when describing a painting as “shine.” The meaning of Richter’s
“image” becomes clear with the three works in the collection and on display, including 4. 3. 89 (1989) from the “Overpainted Photograph” series, which features photographs
painted with oil, and a unique photographic piece that captures abstract painting, Untitled (3.11.89) (1989). Richter’s attitude of continually betraying the creation of the image,
and thereby using the audience as a medium to generate an “image,” is one of the canons of this collection. Lined up on the same floor, Andreas Gursky’s black zip, Theaster
Gates’ vertical floorboards, and other works also seem to resonate with it.

Digital rehabilitation of regressed perception

The outstanding works are determined by the age in which the artist lived and the opposing tensions. The centrifugal force of images can be comforting, as we are exposed to a
flood of images in the media and through social networks. Abstract paintings (non-representational paintings) are playing their role here. Most of the abstract paintings in the
collection are multi-layered: we see Katharina Grosse’s works expand into multiple spaces and Lauren Quin embedding multiple references of works from the past, like a
computer infrastructure. It is not an appropriation or pastiche of meaning but a mixture of information/meaning that relentlessly enters our memory, layering without time to settle
into the grid of “perception.” All-over entanglement space is “the flatbed picture plane” (Leo Steinberg), similar to the horizontality created by Jackson Pollock’s auto-descriptive
pouring. Yet, it differs from an in-depth picture space, as it is a picture space without depth. Tangled like palpable matter, it is a visual-tactile sensation of noise, bugs, and
glitches that unfold in the digital world and a movement of lines and touches that protrude into our space. The works of Bernard Friz and Kenjiro Okazaki’s Thumbnails series
further emphasize the “lack of depth.” The pieces exist and become possible due to the tension and gravity of the medium (paint) as a material on a flat surface. They are

exhibited as an epilogue in the basement and ground floor.

Back and forth between entropy and negentropy, noise and vibe

Works in non-painting media are also subject to a consistent concept. Mika Tajima’s Negative Entropy (Stripe International Inc., Legal Department, Black and White, Hex) (2021)
incorporates spectrogram images of environmental sounds recorded at specific locations and woven into a textile using the Jacquard loom. The work represents a process of
converting sound into a material form, which links to the work of Ryoiji Ikeda, who visualizes data and brings invisible and diverse materiality into the realm of epistemology.
Here, works with slightly different parameters in terms of form and content, as well as the noise and vibe that permeates the surrounding space, are blended to form a collection
space. The environmental noise of modern society manifests itself in psychological impacts, such as temptation, desire, and anger. While adopting a punk, obscene, personal
perspective, Tracey Emin infiltrates people’s “psyche.” The purity of Virgil Abloh and Takashi Murakami’s collaboration is established within a fine line of contemporary
proximity. The collaboration between Abloh, who has elevated street art to a level of elegance, and Murakami, who has transformed tacky kitsch into authentic form, is a prime
example of this. As for NFTs that ubiquitously float in the digital environment, this exhibition featured Matter is Void - Fire(2022), the first NFT work by the teamLab collective.
The work generates and changes three-dimensional letters, but only the owner has the right to modify the statement irreversibly.

The forms and meanings arising from ambiguous situations
In the ambiguous and uncertain context of the present, the collection reflects Ueshima’s questioning of the wavering situation between epistemology and ontology and whether
ontology ought to be sought in the physical materiality of the body, or in the images, actions, and environments created through digital technology. Capturing invisible things and
noise, sensing ambient frequencies in the surrounding area, and incorporating them into the “gravity” of the expression. Even if imperfect and naive, the artists explore and draw
something out of the world. Perhaps the best example of this exploration was the exhibition on the 3rd and 5th floors featuring Japanese female artists. While the styles varied
from surrealism (Kei Imazu) and naive (Makiko Kudo) to abstract (Yoko Matsumoto), it is clear that the artists attempted to find a form that balances the current state of anxiety.
There is a feeling of calm and consolation balanced with anxiety. Yet, it exists within a sense of tension, as at any moment, that balance could be disrupted or fall apart.
Matsumoto, whose acclaim is rising overseas, does not pre-determine the composition but instead creates the image by playing with the shapes appearing on the canvas. Unlike
Claude Monet, the world she sees does not extend beyond the canvas; the ephemeral scene appears within the frame. A new sense of tension is created on canvas by
incorporating verticality reminiscent of Barnett Newman and Robert Motherwell, with the gravity of green and blue colors and the pink and gray cloud-like touches that diffuse in
multiple directions. Unlike the era of Monet, the air and space of our world are polluted with digital signals and viruses. This collection exhibition offers a different take on
abstract art, one that is distinct from abstract expressionism and passionate abstract art from the post-World War | and post-World War Il periods. This is complemented and
strengthened by the works of artists who express magnetic force, noise, and vibration through mediums beyond the form of painting. With a similar internal urgency, Ueshima is
attempting to visualize the ream and grasp the strategies of artists who attempt to traverse and connect environments that divide ontology, epistemology, and perception through
the layers of abstract movement as entanglement, interaction, and vibration. Another series of works that respond to Richter’s “image” and the shine from the paintings is the
series of photographs of modernist architecture by Hiroshi Sugimoto, displayed on each floor. The signs of modernity, rationality, and utopia implied in the out-of-focus screen
and the light emanating from it provoke new interpretations in the viewer and challenge the mechanisms of perception.
*——"Conversation with Gerhard Richter and Dieter Schwarz” Gerhard Richter: Exhibition Catalogue, pp.221 (Japanese only), Original interview: Dietmar Elger, ed., “Gerhard
Richter / Dieter Schwarz, Ein Gespréch / An Interview” (Cologne: Walther Kénig, 2019)

(Translated by Alena Heif3)
Yuko Hasegawa
Curator and art critic based out of Tokyo. Currently holds positions as Director of the 21st Century Museum of Contemporary Art, Kanazawa, Artistic Director of the Inujima Art House Project,

and Honorary Professor of the Graduate School of Global Arts, Tokyo University of the Arts.
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