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FOREWORD

Thirty years ago Ainslie happened 1o attend Keiko Hara'’s first US show in Milwaukee and bought her
first piece, Twenty years laver Kelth walked Into Anslie’s apartment in Washington, DC, which by then
heeld what Keike Hara referred to as "hor biography on the walls” 5o0on we were married. Kelko Hara's
work fills our walls. Our lves are enriched by thirty years of her work, We hane become familiar with
Topophilio, Verse, Maru, and now, Imbuing, the terms Keiko Hara uses to define different series.

Feartess creatvity and hard work charzcterize Keiko Hara's art Works on paper and canvas, after
many hours of lnbor and thought are heavy, thelr surfaces rich layers of color and material. Hara's
explorations of light and space have lead her to increasingly sophisticated use of transparent material,
even (o patenting her own plss-making process, Her large-scale Monet plece 5 another example of
a bold foray—incorporating pieces of sometimes rare or sometdmes common fabric and text to add
ancther kyer 1o the Monet mix--offéring a chance 1o both see 1 masterpiece freshly as well a3 a chance
to see i3 radical reworking,

Many of Hara's works contain references to the se3 or landscape near the sea in which stenciled shell
shapes and agueous forms and colors recur. Gates are another recurring theme. They often offer an
entrance into ancther world, but sometimes they deny éntrance even to the plewre plane, as when
they are applicd paper that reads flatly against the heavily worked surfaces. Her circles, sometimes small,
near-round, and in profusion or sometimes large and on their own, can be like characters of subtle
narratives. Then there are the more gestwral, mospheric pleces.

|t iz a great pleasure o see Keiko Hara's work at the American University Museum in the Kaman Ares
Center. Of course, we thank her first for producing this body of work. Special thanks go to Dorothea
Dietrich for her thoughdid essay, to Jack Rasmussen and the staff of the Amernican Universicy Museum
for making the show possible, to Perimeter Gallory which has long supported Kelko Hara's wark, and
tor the Whitrman College Ald 1o Foculty Scholarship for conpributing to the success of this exhibic

Ainslie and Keith Peoples
Washington, DC



KEIKC HARA: SENSE OF PLACE

Hiw e we to understand Keiko Ham's proocospation with copophila, wich
love of plce? And whar is ics relation co “imbuing” the term she uzes co
characrerize somany of her works? Sanding in frane of hoe massive cripiyeh,
Tabophilin-tmbeong n Meses, 2005, we are cransparted o Claude Monat’s
marden at Giverny with its famous water-lily pond ehat bechme che obiessive
subjoect of his painting for the lase twe decades of his Ufe and, judging by the
countlass photographic reprodections. of cur contemporary psyche as well,
Haras wrpeyeh repeats the exace imensuremonts of Manets Reflectons of
Clowds an the Wirter-Liy Pond, ca. 1920 {Museum of Modern Art, Meow York)
and brllliancly caprures the vared celor madulawons of Monets work. |ts
awseping expanse conjures Monet's uncermin space in which we cn no
longer distinguish berween form and reflection, the warer's surface and che
ek spaces below inhabited by the dense mngle of roacs. Much of Monet's
triptych 15 devoted to the depictian of clouds, or Father their reflaction an
the water where thoy create a pronounced contrast to the dark shadow
cast by the willows surrounding the pond, Hara's trptych authoriiatvely
repeits the effect. Her colors are buil up and saturated, supporoed by thick
pipmencation much ke Monets own. Topaphila. for Ham, we canclude,
coingides wich Maoner's love of place, his warer-lity pond Why else would she
have laborod on such a farchiol and painseaking copy!

Butis that sof Why it her love of place 13 so scrangly atmched o Giverny did
she not wisit Marners restored garden ta see che beautiful place firse-hand?
Instead, Hara direcced her atcention to Monet's painting She wvisiced it afmost
thily aver the caurse of a year ar che Museurn of Medern Art. internalizod
its compaosition inch by inch and then repeated i faithfully in her Studio.
Ao wly, i the gaal was verisimilicude as a kind of homage to Mone, did she



destroy her maticulous, authoritative transcription with the incarporation
of collage elements, the numerous bits of newsprint and small picces of
textiles that are embedded in the entire surface of the compositien]

The collage elemonts add indeed a surprising new dimensian 1o Manet's
triprych and transform Hara's copy nto a full-fledged origingl work However,
as we return to Monet's work to check for the sources of Hara's inspiration,
we discover—most likely with a cermin amount of astonishmant—that his
camvases, too, were anything bur flat even though we typically chink of them
as being so, especially the waterlily paintings bocause of their focis en
reflective surfaces that blur the distinction between sky and water, Monet
had tried 1o capture the quality of light and reflection with sharpest attentian
to detail he carefully built up each area of the canvas with multiple lyers
of pigmens and complex brushwork and created dry, imost parched, raised
arcas that in turn would soak up the pigment layered on top difforently
than the adjacent flar areas.' In this manner the refraction of light an the
canvas mimicked the rofraction of light on the water Mara, In eontrast,
inserted litde rectangular pieces of newsprint cut from newspapers from
countries all across the globe—we see toxts in French and English, but also
Arabic, Hebrew, Korean and Japanese. among others—paired with hand-
whitten calligraphic flourishes; there are alsa small bits of photographic
reproductions and drawlings which tegether with 2 multitude of tiny pleces
of textiles cur from precious antiques and ardinary doth create 2 dense

material layer partly squeezed into the plgment, pardy sitting on top.

Hara underscores the optical effect of a surface breaking apart into sagments
with an endlessly ropeated though arbitrarily shaped series of small painted
rectangles which are placed next ta, or on top of the collage alements so
that they function much like small frames within 2 frame that draw the
vigwer's attention ta the detaiks of the collaged-in pieces but also ta her play



with twa and three-dimensional effects. Her densely worked surface makes
the weork dialogic, nor only in the sense that [t critically engages Manet's
work, but alse establishas intarnal dialogues with the diferent compositional
elements in which a particular characeerisue like a local color relacionship,
brushwarl, pattern, or spatial configuratlon is echoed in anather pare of the
canvas. The viewer is called up2n to thread wogether the differant fragments
inco 2 concepually unified whole and so becomes o parener in the makina
of the compasiton,

When Monot began work en his many wacorbly paincings, some of the
fiercest battles of World War | were being fought barely twenty miles away
from his properey. In face, the frant was so close to Giverny that Monet
feared his village would be overrun any day by the troops and that he and
his wark both would then perish, Yer, he wanted his paintings to show na
trace of the horrors of war or personal trauma, considering instead his art
much like his garden a place of refuge and contemplation.® Hara, in cantrast,
by insarting bits of newsprint from the dally Internatianal press into hei
composition, draws attention to current palitical and milicary conflices while
the small pleces of extlles gleaned from different cultures and pericds
intreduce a more complex sense of time that extends beyond the here and
now to 2n interweaving of the personal with cho public and che currenc with
the past.

Hara's Tepoplilia<lmbiing in Monet teaches us to loak closely, te truly study
a work of art nat only for its optical effects but 1o probe beneath the
surface, Incontemplating Hara's rich augm entaclons, we discover that neicher
Menet's palntlngs nor her own repetitian is meant as the reprasenttion of
a particular site_The site of topophilia is che canvas irself.

The pieces Hara calls“verse” or “space.” often abso in conjunction with the
term tapophllia, are most typlcally concentraced excursians o a partleular



site within a site. such as a detall of 2 water-|ily on Manets pond, In the group
of four lithographs, Yerse—Spoce M -4, 2003, for example, Hara engeges
in a focused exploration of the patterms of light the visual propertles af
darkness, or che quality of line. More formal than a sketch or swudy, they
offer full-fledged investigntions of o pictorial problem and presenc fully
fermulated solutions.These lithographs croate a significant counterpoling to
the large Topophilo—Imbuing in Monet: as planographic prints. chey seem o
contradict the Intensa focus on the bulle-up surfaces that defing the wriptyeh,
But once again Hara, who I an outstanding master princer herself and has
colliborated with the best printers In the warld, invites us to erain aur eyes
on minute differences and explore nuances of representation, When we
lock dosely, we discover infinitely subtle but complex modufacions in the
ink that cogether wich the actual sequence of printing create an llluslon of o
denzely |lzyered space without the help of bslt-up pigmentaton or the use
of perspective, Only the mest earelul analysis of the preporues of calor. or
non-color, and a profound mascery of printmaking processes can produce
sueh rich meduladors within one hue.

Orther warks, such as the diptych. Verse—(mbuing in Yellow, 2004, or Verse—
fmiiding In Red, 2003, are conceived as independent works but are equally
dialogic and as always evince a similar interest in surface. Here as in many
other worls, be they painting, mixed medis, or prints, Hara’s dissolving lines,
patches of loosely applied brushwork and rich colors create a complex
wisual web reminiscent of Jackson Pollock's drip paintings ar Cy Twombly's
scribbles but also, particularly when employed in canjunction with variad
collape material, like the twelve pieces of Topebhiic—Mary, 2004, of Kurt
Schwitters, The diptych format or the organization af |ndividual waorks
into a larger grid. invites us to compare lefe and right abeve and below
and register differences in form, coler, and reatment while the collaged-in
pieces of fabric make us aware of the frmgmentary nature of our perception



and so enhance our desire for formal, but by extension alse psycholagical
whaleness,

Haw, then., does the concept of “imbuing” contributa to Hara's sense of
topophilal Here it might be usoful to tween to Hara'’s recent diptych, lmbumg
in Sosshu, 2007, Much as she did wich Manet in regard 1o VWestern palnting,
Hara chose ore of the key figures of Asian painting and one of his maost
impartant worls with which ta pander her own art,

Toyo Sesshu (14201506}, a Zen Buddhist maonk, is |apan's most revered
artlsc and is crediced with establishing a truly Japanese style of sumi-e. aor
monochrome, ink palnting, He |5 best known for twe disunct palnting styles,
one marked by forcoful angulan complex brushwaorl, the cther a sa-called
haboky, or “splashed ink” technique which he developed after his intensive
study of Sung Dynasty palnted scrolls by such Chinese painters as Xla Gui
{c. 1200-1250) and Ma Yuan (| 190-1224) on his three-year scay in China
as a diplomatic envoy to the Ming court, Landscape palnting constitutes
the most important category of his werle and Hara took two of his most
famous hanging scralls, the Landscapes of Autumn and Winter, [1470-90 (Tokyo
Matlonal Museum) with which to engage Sesshu's art.'

in Topoplillic—Imbulng i Sesshu, 2007, we recognize on the Iek side Sesshu's
famaous Ink drawing, altho ugh now covered with 1 multinede of grey and white
marks and textures which lend It a soft,acmaspheric appearance only hinted
at in the ariginal drawing: on the Fight side, however, the ariginal drawing s
obscured and we can no longer be certain whether Hara bathered to re-
croate Shesshu's socond serell or merely built up a densely biyered web of
soft white tufted strokes and black calligraphic marks.

Riphz Yerse — imbg 10 Hed, 2004
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|t is i this uncertainty where we begin to gain a Ruller understanding of
Hara's enterprise.The waditon of establishing a dialogue between past and
present s a key concept in both Chinese and Japancse are and practiced by
the scholar-artist Each work is concelved of as part of an ongoing dialopue
unfolding over time and aliciting commentary from subiequent goneration
of scholar-artists who would typically inscribe their observations en the
panied scroll itself, We learmn a grear deal about this practice from the
mscription of ane T'ang Hu, a fourteenth-century Chinese theorit, who
after studying 3 master’s scroll. inscribed the work with his colophon and
then following encomium:

The embodiment of a single moment
Is the treasure of a hundred ages,
And one feels, inrolling it. a fondness,
As if seeing the man himsell.

The topic of art is not the bndscape but the encounter with the mind af
the argisg.?

Hara does not want to be characterized as a Japanese artist and it surely
wauld be wrong Lo do so—she has spent almost her entire life 2s a practicing
artist in the United States and her work is too deeply informed by American
and European painting to be easily categorized as lapanese. Indeed, Hara
should properly be understood as an Inernatonal artse indebeed o, and
in dialogue with, many differenc traditions, Mevertheless there are distinct
resonances of East Asian artstlc practice in the manner In wihich Hara
concoives of artistic work."Imbulng™, then, can be undarstood as a practice
that builds on the work of an earlier artist and through 2 sustained dualogue
keeps the carhier work alive and makes it part of the formation of woday’s
cubture. The study of scrolls and the writing of commentary—in other
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words, the establishment of 2 conversation that can unfold over centuries
~ was the domain of the male artst-scholar Hara accomplishes a significant
shift in this tradition. Her topophifla describes a mentl state and not the
gendered domaing of cultural privilege, that through the means of collage,
wmage. and text can easlly reach across time and space while exploring new

TErriories.

1w like o thank to Keiko Har for graceusly answesing my guesstians and shewling
"'TI feer work and Amslle and Keith Peogias for allowing me such froguent acgets o thesr
Ol eL a0 m.

Dorothaa Dictrich
Chaar of Acadermic Sasdics and Associane Profewsor
of Ary Hestory at the Corcoran College af Art * Dosign
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ARTIST'S STATEMENT
K Hara

My art iy Bacing ancd examineng with my personsl begunae that which cannot bo
said o writien otherwise. My art reaches and touches people as indmdumzls. ac
lewvely where tha poligkal and socal Fameworks do nof exlsc

The “Topoplila-dmbaing I Maru®™ is my responsa to the corrent globy conflicts
about which | feel deeply. Along with my painted marks, | have cofaged dhe
Eragmeivia af fabrice srd toxe frem differant cdtures aroend the werd, They are
thee fossilmation of aesthencs and histones of human |ves.

I am redefining the fbrics as shared oo make 3 new whole."Maru” & japanese for
clicle = it beas no begaaing and reo ending. € ambeaces open-ended possthilities
and hopes. “Topophilia™ is 2 tarm oo describe the sense of atadhment and dosire
eath of iy hps Bor speclal places

The lyirge-scale installatlon paliting orutded “Topophiln = mbasng In Money™

iz the same scale and appearance as Monats “Yarer Likies™ at the Muscum

ol Mestlern Art. Embedded throughaut the pendng arm vardous frogments of
fabrnic from different cubtures sround the world. The fragmens of fabric are not
prosarved antiquos, bt instead worg items that were worn, Soch itoms truly
cover their culture’s bnssilation and reflect peoples place (n the world and
oxparionon of thoir own shared history. Often, moroover, thoy slso commanicate
a ypec| seory that reflects on all of us
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