RELATE

OOOOOOOOO






THRED _LF 2 KA 5 T4 B Z D &

EH 2 VIE L MAGD SN LEDEP D, 2 L Tx— MR, »ihb gl mREL
BV TREHINGEET —7 2D7EN, LB AW T2hy LT 2500, BAENARIE 25
L 7RIV TR L PSR S L, T oM E LT ) R A% E T,

KA BEMOFNCIZD L, BHEAL, KHCIFHID IS 1, fitilbhk hifchZonich
LI 2RO B OMMIC L CHiME YT 4 =L, Z L THERROKL I MPEDY v F, 51T
fEeHh CIHRPLLREEOESHEVICHEZEDON S,

ERBIEDFREIZ B VTR Ml TesDd) Iy TED L) KN Tw2Dh )
EHELHEE 2o CE e, I8 MBI, EDY v F it EoWEE b MAPES i o 2%k
ft: E23 ) 23RE O EIRIERETH > 7, D, HIRIRUBEDOHEIZRK 7 613 Z O & 25 TR 2 5k
THEEARER) LEEWICEEL D59, FOBE ORI E RO B DT\ T7 ICHER DM MEHZIH]
SNB L) ICH>Tn L, 20 HfdEIXIciE, BARZR S OO FEA X — 2 2 MR HERR L 7 i R85
FEPEL L ¥ v VAR ISR I NWR O HRITAOEIE LCo Tzl 2¥EFns 2 i3,

2. MIRINTH D 036 AP AW & ) BRI AAEIC 2720 23KEF R, HRDP R E )
20 AL DRI B 3 "It it 2 2 a2, OB, BTl 782 o fF vk
DIFDEDP W ERWE BT 4 T VIOV THLESETWE I bic, &E, EMBHFRERKD
N—F—F - XLy (1865-1959 4F) fRIED MilFift, &\ 9 SEMFEPAL (1), FERHEIC
BTl b o OB EHD & T PEBEE 2 S ., T2l caizvg 50k
TZDf D ZHER>THLG L&KL S 2EMAZET,

NL Y OMSTAEISEEF I T 2 0720, E) Fb F iz X— 2 IEMEZRHEL w5
DTRBEOHPEEZHCRTOREZ S, 77V ADERBE, 7 V- 74> 3> (1881-1943 4)

DB DI D HIE D & k> T E 7z,

FSSfigkiz-- (hig) - X S ICESFEL SRR SHEEMATL TS — B, B,
RO, Boad, Bol. okt ... (F#g) A N—F—F - XLU Y URESENLE
ik E LI BERZ, A biEb o LIRT ZRETH S, ... (THE) .. EfEIX, bS5 Al
DEIICHARICEH TV EHDHDE, ) (2)

AR, AREIH (FE OMER % E L C 2 ~ SIHICHEIHT 2 74 784 > 7 4 v 7 DRBICHiIANEIC
Bbnz v, RELMEZAOCTREZEHECIROBEDY v F2ET, A VT4 7+ 47T
BoBZH 2, IBCROBZERICED 20 2%%2 DFEEIF, £XICF v A R ERTOYEKED
TGO L VWA 2759, BboMEie LTHIZT 201, KIFHH DS L FOB)E QBT
HY. HEICERLINEIEOEETH 2.,



TEBRHEZE 2D, BEICSD) EFEPALEADRWEETIE R, —DDEETHY .,
BERZEAT-bDOTH Y, AENEIEEYTH 51 (3)

TSR TFZ DL 2, ZLTCEREMZOL 2, ... (FIR) ... ZRETRET LD o> FiH%
SO L RS, FREZOFHDVAEZ EZAILATLSDTREZDI T, (4)

ROHOE L OIS EAMTIKE RO Z, 7423 v EERFIUEZASE T XA M
HOZRGERS, AMADFEERZD ZEDTES L LS LR X — F (RrickEx—F)
IZDWTE S ) b, PAEEMICE VT, BHEBERPEMBIRIC L > BRI N TELX— FERD
% M2 kT % M 2 e oA T H %,

CORGHOTELEE 2L ZDRE—YR -2 ) adRs 2 v - 975 P> (1865-
1938 4F) 72, 19 HATRIC % > TH  EMFR LI B L TZ B BHEOMET v v 22U 51,
HLO PR B O L EBR ZE oMY B E L LEOBAET LV EE) S LI 2 by 7T
STk, HIHEERBEDY 7 7 FYBETPHIBHEZE T VICEEX - F2iE, X
BEHE DL —FEHIELL, BRICEBECHOERONTELIRTT A P ALDOXR—)LEELD
B, 77 I PV RBETLVOREREZERICHEH T, Y7 7 PV IREZ2BHEMBE TR L S
= BRI KL IE R 2B 2L ZERRS, TAXVADT LT 4T - AL A (1916-
20104E) A XV ADY 2 =— - $7 1)L (19704 -) NERFkPNTE R, 2 L THKED £
) LR Z MR CHRDO—ALER K59,

ZORADBE T TFEROL D RTH ) BREDEI BT ERD I 2759, Wz 0T
H 2D ZBF T DHEEHHD LK D,

FTZZICNTIRIEALEL /RFEL PR LEFHFT I L (B)

(1) Bernard Berenson, Florentine Painters of the Renaissance, 1896
2 7¥V-7x>—3vEAFREGR T TFOHE, (FE oA BTl pp.179 -180 &HE T 1969 4F)
(3) wifEE p.199
(4) HiEE p.204
(B) TxN s F=FL = TRADFE,
FEARER T v b - R—FL—2% 1) Fill DEO{Ey kb 19634 ASCHE)

eSS
S it % - RS (1)1
(R BRI 1, Mt ST | I8 SRR AR , pp.183-199, 1976.3-2005.12)



Unseen worlds, created by hands FUJIHARA Erimi

Flowers, isolated or in combination with female faces or other body parts, and nude portraits — all
of these have been traditional motifs throughout the history of Western painting. These paintings
discussed here do include elements that allow the viewer to identify “flowers” and “human figures,”
however the artist avoids concrete depictions of her subjects as she reconstructs them as rhythmical
sequences of abstract shapes.

Ogino Yunas works captivate the eye with delicately complex material textures of paint, applied
in layers, scraped or wiped off, or traced with fingers, in concert with a freewheeling kind of
brushwork, and light and brilliant colors.

In the modern age, the central question in the realm of painting shifted from “what is depicted” to “how
it is depicted” Up to the 18th century, a painting used to be considered as perfect when its surface
was smooth, without showing traces of brushwork, or revealing the material quality of the paint.
Nonetheless, with the advent of impressionism, painters came to regard — probably quite intuitively —
both of these things as “basic elements of a painting” Accordingly, individual styles were manifested in
visible traces of the painter’s hand, and how the paint was applied. The style of abstract expressionism
that emerged around the middle of the 20th century, radically eliminated representations of concrete
objects, resulting in “paintings” as vestiges of the painters’ physical activities on canvas.

While painting in an abstract style, Ogino continues to adhere to such oncrete objects as flowers and
human bodies, and thus transcends the dualistic “concrete/abstract” approach of painting in the 20th
century. When pondering the unique appeal of her work, and attributing it, as described above, to the
dense material feel resulting from the way she applies the paints, I was reminded of the concept of “tactile
values” proposed by Bernard Berenson (1865-1959), a researcher in the field of art history.! The term
describes the effect of visual information stimulating the senses of touch and motion, or in other words, a
painting making the viewer feel like trying to touch or walk around the object it depicts.

While Berenson’s tactile value refers to the effect of a painting on the viewer, I kept thinking about
the possibility that the tactile sense might also be what the artist bases the construction of a painting
on, which led me to dig deep in my memory about the theories of French art historian Henri

Focillon (1881-1943).

“It is through the language of touch that [the artist] creates the language of sight — a hot mood, a cold
mood, a heavy tone, a hollow tone, a hard line, a soft line. [...] We also need to expand the definition

of tactile value as it is formulated by Bernard Berenson. [...] It is the origin of all creation”?

Ogino condenses her creative act into live painting sessions of two or three hours, after which she

reportedly feels muscular pain. Applying paint with bold movements using large brushes, carving



it with a painting knife, or rubbing it into the canvas with her fingers, is much like a full-body fight
between the artist and her canvas. What we eventually get to see are the traces left behind by Ogino’s

body and hands, and the accumulated time that went into the creation of her works.

“The hand does not create flat apparitions in thin air; it creates substance, a body, an organized structure”

“The mind makes the hand, and the hand makes the mind. [...] Thus creating a previously unseen

world, leaving its mark everywhere”*

Compared to Focillon, it is probably impossible to adequately describe in a written text the
fascination of Ogino’s works, which stems from a unique resonance between colors and layers of
paint. If there was anything that I may be able to contribute, that would probably be limited to
mentioning that this is a female artist who paints (mainly female) nudes. Primarily defined by male
painters and art lovers, the image of nudes in Western art has been revolving around naked female
bodies with a certain amount of sexual appeal.

It was Suzanne Valadon (1865-1938), the mother of Maurice Utrillo, who overthrew this
longstanding conventionality. Even toward the end of the 19th century, female students at art
schools and private studios were not allowed to draw male nudes, and for female painters from the
newly emerging middle class, walking alone in the streets, or employing female nude models, was
considered a taboo. Valadon, who belonged to the working class, painted males nudes, for which
her son and her second husband posed as models. She also made numerous female nude paintings.
Results of her immediate judgment, her works depicted the sense of presence of the models, and
thus removed the multi-layered veils of eroticism the genre had been wrapped up in. The aesthetic
shaped by Valadon in contrast to nudes depicted from a male point of view, was later inherited
by artists like Sylvia Sleigh (1916-2010) in the US, and Jennifer Anne Saville (1970- ) in the UK.
Although on a different level regarding descriptive quality, Ogino Yuna as well can be regarded as
one painter who belongs to the same lineage.

Full of expectation as to what these exercises in “creating previously unseen worlds by hand” may
present us with in the future, let me conclude this essay with a quote from a certain poem.

“There, all is order and beauty, luxury, peace and pleasure.”®

1. Bernard Berenson, Florentine Painters of the Renaissance, 1896
2. Henri Focillon, Victoria Charles, In Praise of Hands (Parkstone International, 2018)
3. Op. cit.
4. Op. cit.
5. Charles Baudelaire, L'invitation au voyage.
English translation from William Aggeler, The Flowers of Evil (Fresno, CA: Academy Library Guild, 1954)






Inner space
P-200821_1

Inner space
p-200821_2



2021
Oil on panel
39 % x 39 % in each

Inner space
p-200821_3

Inner space

P-200821_4



Embrace
p-250821_1
2021
Oil on panel
44 7% x 44 7% in



Embrace
p-250821_2
2021
Qil on Panel
44 7% x 44 7% in



Embrace
p-310821_1
2021
Oil on panel
89 % x 71 Y4 in



Embrace
p-310821_2
2021
Oil on panel
89 % x 71 Y4 in



Embrace
d-071121_1

Embrace
d-071121_3

Embrace
d-071121_2

2021
Acrylic on paper
19 % x 19 % in each



Flower Unchaining
p-300519_1
2021
Oil on panel
35 7% x 35 7 in



Inner space
p-150821_1
2021
Oil on panel
39 % x 31 %in



OGINO Yuna

1982 Born in Tokyo
2005 BFA in Oil Painting, Tokyo University of the Arts
2007 MFA in Oil Painting, Tokyo University of the Arts

Selected Solo Exhibitions:
2021 “RELATE” Mizuma & Kips, New York
“Flower & Body” A/D Gallery, Tokyo
“Flower Unchaining” KATSUYA SUSUKI GALLERY, Tokyo
2014 “GARDEN” SPIRAL GARDEN, Tokyo
2012 “Shinso” GALLERY ecru no mori, Mishima, Shizuoka, JP
2011 “PHENOMENA” Koshinkan, Tokyo
2010 “Land of Highangle View” GALLERY ecru no mori, Mishima, Shizuoka JP
2009 “Garden” Koshinkan, Tokyo
“Things in a Small Garden” Gallery ADO, Kumamoto, JP

Selected Group Exhibitions:
2021 “SIGNS OF A NEW CULTURE Vol.2” Artglorieux Gallery of Tokyo, Tokyo
“Hana, Atarashi / 12 Flowers” art space kimura ASK?, Tokyo
“Ama Divers & Artists Then & Now” Toba-Sea Folk Museum Gallery, Mie, JP
“Perpetual Gaze” Mizuma Art Gallery, Tokyo
2020 “With in Sight” Mizuma & Kips, New York
“LA Art Show 2020” Los Angeles Convention Center, US
2019 “A Gentle Gaze” Hwa's Gallery, Shanghai, CN
“SUKIKEI / NEW VIEW”
Hankyu Umeda Gallery, Osaka, JP / Artium / Mitsukoshi Gallery, Fukuoka, JP / Nihombashi Mitsukoshi, Tokyo
“HANA-BI/ Yuna Ogino& Hiroko Nakakita hold two-man exhbition” Ginza Tsutaya Books on the 6th floor of Ginza six, Tokyo
“Hopes & Dialogues/in RUMAH KIJANG MIZUMA” Mizuma Gallery, SG
2018 “Permanent exhibition” Dhaka, BD
“18th Asian Art Biennale Bangladesh” Dhaka, BD
“Group show”Van Der Plus Gallery, New York, US
2017 “FOATING” HRD FINE ART, Kyoto, JP
2016 “Conversations” SPIRAL GARDEN, Tokyo
2015 “Conversations” SPIRAL GARDEN, Tokyo
2014 “Female times Il ” Bunkamura Box Gallery, Tokyo
2013 “Female times II ” Bunkamura Box Gallery, Tokyo
2012 “Female times” Bunkamura Box Gallery, Tokyo
“MITSUKOSHIXGEIDAT” MITSUKOSHI, Tokyo
“Summer show” Takashimaya, Tokyo
2010 “ART GWANGJU 2010” Kosyu, KR
“PLUS contemporary art fair” Tokyo
“MITSUKOSHIXGEIDAT” MITSUKOSHI, Tokyo
“Summer show” Takashimaya, Tokyo
2009 “Art Fair Tokyo @ TOKIA” Tokyo Building TOKIA Galleria, Tokyo
2008 “Blue Dot Asia” Seoul Arts Center, Seoul, KR



OGINO Yuna "RELATE"
10th November - 7th December 2021
Mizuma & Kips, New York

324 Grand Street, New York, NY 10002, USA
Tel: +1 646 370 4203

Email: mizumakips@gmail.com

Curation: MIZUMA Sueo, Mizuma Art Gallery

Mizuma Art Gallery
+81-3-3268-2500

Email: gallery@mizuma-art.co.jp

URL: https://mizuma-art.co.jp

by Mizuma Art Gallery Co., Ltd.

2F Kagura Bldg., 3-13 Ichigayatamachi,
Shinjuku-ku, Tokyo 162-0843 JAPAN

Text: Art Journalist, FUJIHARA Erimi

Co-operation: Linda Dennis

Translation: Andreas C. Stuhlmann / Photography: MIYAJIMA Kei, KATO Ken ("Flower Unchaining p-300519_1") / Design: MATSUDA Yurina
Printed in Japan by GRAPHIC Corporation

©OGINO Yuna

First published in Tokyo in 2021 by Mizuma Art Gallery Co., Ltd.
2F Kagura Bldg., 3-13 Ichigayatamachi, Shinjuku-ku, Tokyo 162-0843 JAPAN

All rights reserved under international copyrights conventions. No part of this catalogue may be reproduced or t itted in any form or by any means, electronic or mechanical,

including photocopy, recording or any other information storage and retrieval system, without prior permission in writing from the publisher.



