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SPECIAL CONTRIBUTIONS

Daniel Ost’s Flower Revolution

Acceptance and Transformation of Eastern and Western Art

Flowers and plants have always been a part of my being.

—Daniel Ost

‘The first part of this essay traces how Daniel Ost has exercised his artistic
gifts and rich experiences rooted in the cultural heritage of Europe and his
native Belgium. He is admired all over the world as a revolutionary flower
artist. The second part describes how Ost, with his sophisticated European
sense of beauty, has impressed people through his exhibitions and installa-
tions in Japan over 25 years. Ost’s art has developed remarkably in the course
of his encounter with the traditional culture and arts of Japan. The path of
his acceptance and transformation of Eastern and Western art are presented

here from the art historical point of view.

Seventeenth-Century Flemish Still-Life
Painting and Modern Belgian Art

My first impression of Daniel Ost’s nearly one hundred kinds of flowers con-
vinced me that he was deeply inspired by Jan Brueghel the Elder’s lower
paintings. Jan Brueghel the Elder (1568-1623) was the second son of Pieter
Brueghel the Elder, whose paintings and drawings are the subject of my life-
long research. This immediately aroused my interest in studying the influ-
ence of Jan Brueghel the Elder on Daniel Ost and whether Ost could be
considered an important present-day Belgian “descendent” to Jan Brueghel
using live flowers and plants instead of oil paints. Indeed, Jan Brueghel not
only painted all kinds of flowers of different seasons in a vase, he employed
exquisite techniques to portray the beauty of nature as the divine creation of
God. Ost may be inspired by the divine meaning of the flowers and plants of
which Jan Bruegel was a highly praised master.

Ost was born in the industrial city of Sint-Niklaas, located about 20
kilometers from Antwerp. Ost studied for three years at the Flower Design
School at Afnesky IMOV Institute in Belgium and for a few years at the Tui-
nbouwschool in Vught in the Netherlands. He may have become acquainted
with the flowers, leaves and insects depicted in the margins of the late fif-
teenth and early sixteenth century illuminated Flemish prayer books (Fig. 1)
or facsimile books.

Let me briefly mention the seventeenth-century Flemish still-life painters,
as Ost often visited museums in Antwerp in Brussels from his youth and
became familiar with these artists, including Jan Brueghel the Elder and
contemporary Antwerp painters like Daniel Seghers, Jan van Kessel, and
others. Ost passionately researched the botanical aspects of flowers and the
allegorical and symbolic meanings that he found in the sixteenth- and seven-
teenth-century Flemish and Dutch still-life paintings. He experimented with
compositions of flowers, leaves, twigs, and branches in one container, not just
as arrangement, but to create artworks out of nature.

Brueghel’s Hymns to God's Achievements

‘The important religious function of seventeenth-century Flemish flower
paintings is of grear interest. Jan Brueghel received a commission from Cardi-
nal Federico Borromeo (1564-1631) to paint hundreds of lowers from all four
seasons in order to demonstrate the perfect beauty of nature for the educa-
tion of Christians. The cardinal hoped that through the paindings, Christians
would enthusiastically embrace the beauties of nature that God had created.
Bouguet in a Vase (Fig. 2) demonstrates Jan Brueghel’s extremely skilled and
talented technique in velvet color and in detailed depiction like a miniarure.

Y oko Mori

Professor Emerita, Meiji University
Foreign Associate of the Royal Academy of Archaeology of Belgium

Regarding to Daniel Ost’s works, the name of the place indicates where the exhibition was
held. The page number after the caption indicates that of this book.
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Fig. 1 Master of Mary of
Burgundy, Book of Hours,
second half of the 15th
century, Oxford, Bodleian
Library
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Fig. 2 Jan Brueghel the
Elder, Bouguet in a Vase, c.
1607, oil, Vienna,
Kunsthistorisches Museum
Yo FYa—F (R) (BO
hOER) 1607 &
4= EHILFEHR

Fig. 3 Daniel Ost, bouquet in
a Han dynasty bronze, 1997,
Belgium
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Inspired by Jan Brueghel’s concept of spiritual beauty, Ost deliberately chose
as the vase for his arrangement (Fig. 3) a Chinese Han dynasty (BC 202-AD
220) bronze container, originally used for religious ceremonies. Ost’s work,
composed of various flowers in full bloom, clearly evokes Jan Brueghel the
Elder’s flower bouquet above mentioned. However, Jan Brueghel placed cost-
ly, exotic, and large flowers (like tulips and irises) ar the top of his bouquert,
delighting intellectuals and amplifying their knowledge of the natural history
that was popular at the time. Ost, by contrast, emphasized the freshness and
fragrance of real flowers for the appreciation of viewers and valued the reso-
nance between the plants and the color of the ancient bronze container.

In Lord Niklaas de Man and His Garden Landscape (Fig. 4), Jan Brueghel
the Younger (1601-1678), depicted the landlord and his garden landscape
within a frame of roses of various colors. This kind of landscape composition
framed by an architectural garland was very popular in mid-seventeenth-cen-
tury Flemish paintings. The compositional concept and astonishing similar-
ities between that work and a later Ost’s installation suggest che inspiration
which Ost has drawn from such works. He created the stunning work on
the rooftop terrace of the Belgian Consulate in Hong Kong, decorating the
art space with azaleas, the Belgian national flower. The aperture surrounded
by the azaleas, which is in the shape of Belgium, also captures an impressive
panorama of the city of Hong Kong (Fig. 5). However, Ost one day told me,
“it was [René] Magritte who hit me with this idea.”

In the mid-seventeenth-century, Flemish and Dutch paintings with
flowers and fruit became popular symbols of fertility. Abraham Brueghel
(1631-1690), Jan Brueghel’s grandson, who was active in Rome and Naples
for most of his time, combined his landscape paintings in the manner of the
dynamic [talian Baroque style, and painted flowers and fruic (Fig. 6) with
the technique of a traditional Flemish illuminated manuscript as mentioned
above. During the first half of his arristic activity Ost was interested in the
allusions to “fertilicy” in Abraham’s paintings, and he unified the colors of
flowers and fruit in a vase with warm yellows and oranges reminiscent of the
seventeenth century-Flemish still-life painting (Fig. 7). I would not insist that
Ost was directly influenced by the above-mentioned painters, but behind his
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Fig. 4 Jan Brueghel the Younger, Jan Thomas

van leperen and Lucas van Uden, Lord Niklaas de
Man and His Garden Landscape, 1653, oil
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Fig. 5 Daniel Ost, installation, 1996, Hong Kong,
Belgian Consulate
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Fig. 6 Abraham Brueghel, Flowers and Fruit in the

Landscape, the second half of the 17th century, oil,

Musées royaux des Beaux-Arts de Belgique
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Fig. 7 Daniel Ost, flowers and fruit, 1997,
Belgium
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boranical artwork and installations is deep knowledge of his cultural and
art-historical heritage, and he definitely revealed his respect for those “prede-
cessors” of his native country.

Eighteenth-Century Flemish Pulpits and the Ost Royal Wedding
Installation

In the first half of the eighteenth century in Flanders, monumental baroque
pulpits were built in churches to symbolize the triumph of the Catholic ref-
ormation. The sculptors of these large pulpits often competed to represent
Catholic power in the world to theatrical effect. One of the most impressive
pulpits in Belgium was constructed by Theodor Verhaegen for the Hanswijk
Onze-Lieve-Vrouw church in Mechelen. Verhaegen’s grand, about 10-meter-
tall pulpic (Fig. 8) was based on the concept of the “Tree of Life” combined
with an episode of the Virgin Mary. Ost adapted this theatrical effect of the
pulpit for his large scale tree-shaped construction at a royal wedding in Abu
Dhabi (Fig. 9).The work features dogwood (hanamizuki) trees—his favorite
flowering tree—which he had airlifted from Belgium, along with large pots
of white peonies from the Peony Garden in Japan’s Shimane prefecture to
bless the wedding ceremony. I have heard that all the guests were greatly
fascinated by the wedding monument, without knowing that it may have
originated in an idea that had been in Ost’s heart since his childhood. He told
me once that as a boy he secretly climbed to the top of the pulpir of a church
near his home when the priest was not watching.

Ost produced numerous monumental events commissioned by royal fam-
ilies of Europe and the Arab world cthat invariably attracted global attention.
His installations recall the Wedding Banguer (Fig. 10), painted by Flemish
painter Martin Maytens 11 at the Habsburg Court in Vienna in the eighteenth
century. The work, dated October 6, 1760, depicts the banquet celebrating
the marriage of Holy Roman Emperor Joseph 11 and Maria Isabella of Bour-
bon-Parma. The room was actually a concert hall, so the decoration of vast
space below the extraordinarily high ceiling for the large-scale wedding was
executed with nets woven out of flowers and leaves, although it is unclear
whether the ornaments were made from fresh plants or worked with ribbon.
Innumerable ropes hung from the ceiling resembling “rains of blessing.”

To celebrate the fortieth anniversary of the enthronement of King Baud-
ouin of Belgium as well as his sixtieth birthday on July 21, 1991, Ost installed
a monumental botanical construction. A canopy was decorated by 9,000
white Phalaenopsis orchids (Fig. 11) at the Heysel Palace in Brussels. Thus,
while the Habsburgs decorated space with flowers, Ost rather constructed the
space with flowers, char is, he used the flowers to transform space into art.

Ost’s Innovative Elements and Belgian Modern Art
When Ost opened a flower shop in Brussels, he rented a building designed by
Art Nouveau architect Paul Hanker (1859-1901), because of his high esteem
for Hanker’s facade (Fig. 12). The design is a kind of aesthetic reversion to the
complex window frames of the stained glass of French Gothic cathedrals. Ost
expressed his affinity with Hanker in the exhibition held in the traditional-style
Sugimoto residence in Kyoto, using naturally curved willow branches attached
to the wooden pillars of the house (Fig. 13). The application of the Hanker
fagade to a traditional Japanese interior suggests Ost’s homage to Hanker.
René Magritte (1898-1967) was one of the most distinguished Belgian
Surrealist artists of the twentieth century. Ost once told me that Magritte
served as a direct caralyse for his work. For example, Magritte’s Golconda
(Fig. 14) depicts numerous gentlemen in black hats and coats floating in the
air over a city. Osc’s large-scale installation for a banquet held in the Arse-
nale (the former dockyard and military warehouse) in Venice consisting of
countless conical botanical lamps covered with primroses floating above the
guests (Fig. 15), could well be his tribute to Magritte’s Goleonda. In addition,
Magritte’s Castle in the Pyrenees (Fig. 16) must surely have inspired Ost’s
three-dimensional plant work in the shape of a cloud (Fig. 17). Not only this,
but Ost created interaction between the floating object and the various-sized
garden stones placed at the front of the room. A visitor may wonder at the

presence of the green moss inside the box placed at the back of the tatami-mat
room. Perhaps Ost was familiar with how moss surrounds the base of bonsai
when used as indoor decoration. In his concept of weightless plants, Ost was
likely affected by Magritte’s anarchic urge to “overthrow the existing order”
(Michel Draguet’s introduction in the catalogue of the René Magritte exhi-
bition, National Art Center, Tokyo, 2015).

Fig. 9 Daniel Ost, installation (royal
wedding), 2014, Abu Dhabi
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Fig. 8 Theodor Verhaegen, pulpit, 1743,
Mechelen, Hanswijk Onze-Lieve-Vrouw
Basiliek
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Detail of Fig. 10
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Fig. 10 Martyn Maytens Il and his workshop,
Wedding Banguet, 1763, oll, Vienna,
Schénbrunn Palace
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Fig. 11 Daniel Ost, installation (royal anniver-
sary), 1991-1992, Brussels, Heysel Palace
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Fig. 12 Paul Hanker, Ost’s flower shop, 1896,
Brussels
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Fig. 13 Daniel Ost, 1997, koshi-no-ma,
Kyoto, Sugimoto Residence
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Flg 14 René Magritte, Golconda, 1953, oil, Hous-
ton, The Menil Collection

Lk -z Uy {dar4) 1953 F hF
ba—-Abky AZILHH

Fig. 15 Dame[ Ost msla!latson (opening dinner)
Venice, The Arsenale
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Fig. 16 René Magritte, Castle in the Pyrenees,
1959, oil, Jerusalem, Israeli Museum
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Fig. 17 Daniel Ost, floating work, 2013,
Shimane, lzumo Oyashiro (p. 156)
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IV VMIM Ost’s Encounter, Inspiration, Fusion
and Transformation with Traditional
Japanese Culture and Nature

Daniel Ost’s background in the Flemish history of still-life paintings as
well as Belgian art in the nineteenth and twentieth centuries has played an
important role in what I describe in my title as his “Flower Revolution.” Since
his first visit to Japan in 1985, he has been profoundly moved by the beauties
of the changing seasons and the rich culture of the country’s various tradi-
tions. Ost was delighted to visit numerous historical sites in Japan during all
seasons. Based upon his deepened experiences, he had several opportunities
to exhibit his works on a monumental scale at the old Sugimorto house (1997,
2002), Ninnaji Temple (2004), Toji Temple (2006, 2007) and Kinkakuji
Temple in Kyoto (2009), the Ishikawa Prefectural Noh Theater in Kanazawa
(2000), Izumo Oyashiro Shrine in Shimane (2013), Sea Gaya in Miyazaki
(2015), at the Ohara house in Kurashiki (2015) and ar Meiji Jingu Shrine in
Tokyo (2019). These works represent cross-cultural acceprance and transfor-
mation, demonstrating his distinctive “Daniel Ost Flower Revolurion,” art
which is neither traditional European arrangement nor Japanese ikebana art.
His twenty-five years of creative activity have had a remarkable impact and
influence not only on domestic and world artists in various genres, but also
architects like Kengo Kuma. Indeed, the Daniel Ost manner has become
the vogue all over the world. Especially in Japan, “It’s after Ost’s style” is
the byword for the very contemporary style of flower arrangement among
beginners in Hower arrangement schools.

Ost surprised visitors to his exhibitions with his use of plants often for-
gotten or rarely used by Japanese flower arrangers such as golden and coral
dogwoods, Daio pine, nishikigi (burning bush), tokusa (horsetail), Japanese
knotweed, fallen foliage of cherry, persimmon, magnolia, etc. which Ost sur-
prisingly transforms into magnificent art, dramatizing space with the plants
as the main focus. In his photographic documentation of these arrange-
ments, Ost has established a miraculous world where flowers, plants, and dry
branches atrain eternal life.

Ost has gradually succeeded in demonstrating the fusion and transfor-
mation of Japanese traditions including landscape painting of the Kano and
Rinpa schools, classical ikebana, bamboo art, moss and stone gardens, and
kimono. His works have been appreciated in both traditional European- and

Japanese-style arrangements.

Imperfect Beauty in Kabuki Theater and Ost's Umbrella Object

When Ost visited Kanazawa for the preparation of his exhibition at che
Ishikawa Prefectural Noh Theater (2000), he stopped at a shop known for
bangasa umbrellas made in the traditional craft style. Ost was extremely
interested in the washi (handmade Japanese paper) and bamboo materials
used, and he was pleased to purchase a beige-colored umbrella (Fig. 18). At
the exhibition Ost presented an umbrella-shaped object made of longleaf
pine spread radially on a wire base like the ribs of an umbrella with a narcis-
sus flower at the center like the sun (Fig. 19). In Act Five of the Kanadehon
Chushingura Kabuki play, a bandit slashes the umbrella of a passerby with
his sword, killing the man (Fig. 21). After robbing the man of his money,
the bandit proudly holds up the torn umbrella to show off his exploit, and
his dramatic posturing earns resounding applause from the audience. Daniel
produced three umbrella-shaped arcworks reaching from floor to ceiling in a
Japanese style room (one made of green rokusa horsetail and other two of red
nishikigi branches (Fig. 20). In the green rokusa work, he dynamically slashed
an opening in the radial display and inserced a dry white branch to evoke
the torn-umbrella association. This unconventional use of the branches drew
attention as expressing what Ost calls the “circle of imperfect beauty.” His
definition reminds us of the “beauty of imperfection” that plays an important
role in the famous Kabuki piece described above. Kabuki is a form of tradi-
tional cheater performed since the Edo period (1603-1867). It seems to me
that there is something in common berween “beauty destroyed” and Ost’s

“imperfect beaury.” Ost also pays passionate respect to Japanese bonsai, and
he is deeply moved by bonsai trees that are hundreds of years old—parric-
ularly the symbiosis of old whitened trunks (called “shari” or bones, using
Buddhist terminology, in the bonsai world), branches, and beautiful green
foliage (Fig. 22). Indeed, the idea of keisho-sodai (image of the vastness of
nature in a small bonsai) does not exist in Western flower arrangement. Was
Ost paying homage to bonsai by inserting the whitened branches reminiscent
of “Buddha’s bones” in the Yaburegasa (torn umbrella) work at Kurashiki?
The positioning of the splendid white peony in the center of the umbrella
certainly brings the image of “regeneration” to the surface.

Ost’s Mentor, Noboru Kurisaki
The exhibition at the Noh Theatre in Kanazawa was impressive for the mini-
malism that is characteristic of Daniel Ost’s style. This minimalism seems to
be the influence of the flower master Noboru Kurisaki (1937-2020), whom
Ost mentions frequently in his public lectures. Indeed, Kurisaki was the only
Japanese flower artist whom Ost really admires. Ost dedicated his book, 7he
Waorks of Daniel Ost (Phaidon, 2015) to both his father and Kurisaki.

He explains his pyramid-shaped work using only red berries as “a tribute
to the Japanese Master, Noboru Kurisaki” (Fig. 23). But if we compare his
work with that of Kurisaki, we can see that Ost made his work much sharper
and filled with more tension than that of
his mentor. Kurisaki’s statement, “West-
ern flower arrangements are based on
addition, but those of Japan are based on
subtraction” (Noboru Kurisaki, Decorat-
ed Flowers, 1984) is the core of Kurisaki’s
idea that “expression wich one Hower or a
hundred Howers can be done in the same
way.” Kurisaki’s philosophy can be trans-

ferred to the works presented in Ost’s exhi-

bitions representing the existence of one
Fig. 23 Daniel Ost, tribute to Noboru
Kurisaki, 2004
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outstanding Hower.

Ost's preference for coral mizuki dog-
wood can be seen at the 2019 Meiji Jingu
Shrine Exhibition (Fig. 24), for instance,
in the arcwork resembling a juni-hitoe cos-
tume (traditional formal court dress con-
sisting of twelve layers of unlined kimono).
There, on top of the coral mizuki composi-
tion, a single peony is displayed that seems
to play the role of a female head. It reminds
me of the definition of what Kurisaki calls
“ultimate beauty.” The work, recalling the

Juni-hitoe of the Heian period, seems to

personify Ost’s specific notion of beaury. Fig. 24 Daniel Ost, juni-hitoe style
work, 2007, Kyoto, Toji Temple (p.126)
AT -FA+ +ZBERLEATI T
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Ost made another juni-hitoe work
(Fig. 25), but not wich coral mizuki, but
bamboo, at the Palace Hotel Tokyo Exhi-
bition in 2021. It was composed of bro-
ken bamboo, and also with a beauriful
peony. Comparing the two works made
with different techniques, we find that
the uniform thickness of the coral mizuki
produces a sense of organized beauty. The
irregular thickness of the bamboo, on the
other hand, creates gaps through which
light seeps, bringing out a subtler beaucy

and perhaps mysteriousness through the

Fig. 25 Daniel Ost, juni-hitoe style
work (produced by Sachio Kondo),
2021, Palace Hotel Tokyo
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shadows. One can even sense in the per-
sonified bamboo a feminine bashfulness
or even eros, depending on the angle from
which the onlooker stands.



Fig. 18 A bamboo umbrella similar to Daniel
Ost work
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Fig. 19 Daniel Ost, umbrella, 2000, Kanazawa,
Kenrokuen Garden (p. 50)
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Fig. 20 Daniel Ost, broken umbrella, 2015,
Kurashiki, Ohara house (p. 64)
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n
umbrella,” Kanadehon Chushingura, c. 1806,
Ukiyo-e wood block print, detail
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Fig. 22 Masahiko Kimura (bonsai artist),
800-year-old pine tree bonsai
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Fig. 26 Daniel Ost, daiomatsu fan, 2010, Tokyo
(p. 248)
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Inspiration from Traditional Japanese Arts
Here, I would like to focus on Ost’s daiomatsu fan made of longleaf pine (Fig.
26), which leaves a strong impression of traditional Japanese taste. The pine
is in general symbolic of eternity, and it is commonly used in decorations for
New Year’s and other annual events. The suehire (quarter of a circle) shape has
long been considered an auspicious symbol in Japan. In comparison, Ost’s
fan has a long and thick handle, appearing almost as a ritual object standing
on a mound of moss. According to Hiroko Yoshino, Fan and Ancient Faith
(1984), fans made of plancs were used in ancient Japan as ritual implements,
such as a temporary abode for a deity. In Okinawa, even in modern times,
fans made of fan palm (biro or kuba) are the trees featured ar utaki sacred
sites. Since Ost had already made the daiomatsu fan before his Izumo Oyashi-
ro exhibition, the link between his knowledge of Shinto ritual and this fan
work is unclear. However, this kind of fan-shaped decoration is unique to
Japan. This work suggests that Ostwas familiar with che distinctive styles of
Japanese fans, including fan-shaped fixtures or decorative carvings in Japa-
nese houses. Folding fans have been used in the royal court since the Heian
period, and it is said that they were brought from Japan through China and
the Near East before entering Europe. This work may represent Ost’s respect
for Japanese culture.

Ost used the swirl of bamboo in order to embody the dynamic flow of
waves striking one another. Inspired by the mystic energy of shimenawa and
informed by his extensive knowledge of high-quality Japanese bamboo—

namely its elasticity—he was able to effectively capture the energy of the bam-
boo (Fig. 27). Displayed next to this artwork at the Meiji Jingu exhibition,
was a remarkable craftwork by bamboo art master Yokota Hosai (Fig. 28). It
is noteworthy that Ost entirely collaborated with Yokota’s basket as he wove
palm leaves and inserted yellow Phalacnopsis orchids, almost telling a story
through the dynamic and free-spirited botanical dance of the two artists.

In 2005, for the opening ceremony of the Conrad Tokyo Ost created a
sophisticated work using distinctive green “bent bamboo” (called henchik;
normally the straight bamboo is more appreciated in Japan), combined with a
small basket. The latter was made of kiwi vine and it was nicknamed “floating
bamboo” (Fig. 29). Sixteen years later, at the Palace Hotel, the well-known
bamboo artist Jiro Yonezawa executed a work in golden bent bamboo in
collaboration with Ost’s design (Fig. 30). It was approximately 3 meters long.
The small basket was intricately woven from bamboo culm sheaths. The ele-
gant impression of Ost’s design and Yonezawa's creation was well received
among visitors. Yonezawa recalled: “The combination of the bent bamboo
with the basket had to deal with various restrictions, so the work took an
unexpectedly long time to produce. Fortunately, the balance between the
bent bamboo and the basket went well.” Thus, Yonezawa’s skillful bamboo
technique led to the creation of a masterpiece. In fact, a Japanese tea house
often uses old bamboo (also bent bamboo) of various colors as suited to the
tea utensils used for the kekkai boundary (Fig. 31) between the sacred and
profane areas. The length of the kekkai is in general about 90 em but has no
flower baskert, since flowers are arranged in the tokonoma alcove. While it is
typical of Ost to remind us of his bent bamboo having the spirit of kekkai,
it is also typical of Ost to be entirely free from the rules of the tea ceremo-
ny. Inserting lovely small Howers in a basket, he transforms the kekkai into
an artwork, bringing to our minds peace and an aesthetic experience. This
exhibition marks collaboration between Ost and leading Japanese bamboo
artists. I am hopeful that rare collaborations such as these will propel the
collection of bamboo art designed by Ost at museums around the world.

Ogata Korin's Irises Screens and Ost's Tribute to Kukai

Ost was invited to give an exhibition at the Toji Kanjoin Temple in Kyoto
to marlk the 1200th anniversary of Kukai’s (posthumously known as Kobo
Daishi) return from studying Buddhism in China. For the preparation of
his exhibition at Toji Ost visited Mt. Koya, and he cagerly read the legends
and teachings of Kukai in the English commentaries. He was atrracted by
the esoteric Buddhist view of the cosmos as taughr by Kukai. Among Ost’s

Fig. 28 Yokota Hosai, bamboo basket, 2019,
Tokyo, Meiji Jingu Shrine (p. 171)
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Fig. 27 Daniel Ost, work (produced by
Ichiro Tsujimura), 2019, Tokyo, Meiji
Jingu Shrine (p. 170)
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Fig. 31 Kekkai (bent bamboo for a boundary in
a tea room)
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Fig. 29 Daniel Ost, bent bamboo work,
2005, Conrad Tokyo (p. 194)
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Fig. 30 Daniel Ost, bent bamboo
(produced by Jiro Yonezawa),
2021, Palace Hotel Tokyo
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works at the Toji exhibition he displayed a remarkable transformation of
Ogata Korin's [rises (Kakitsubata) screens (Fig. 32, 33) at the Nezu Museum
in Tokyo. Ost was deeply impressed by Korin’s screens, in which the irises
seem to be intimately conversing with each other. He created several iris
groups as if in overlapping waves (Fig. 34) to evoke the perils of the seas
that Kukai survived until he finally made his way to Tang (China) to study
Buddhism. A few years later, for an exhibition at Kinkakuji Temple (March
2009), Ost created another work with irises (Fig. 39) inspired by another of
Korin’s six-panel folding screens. It consists of several bunches of irises of
differenc sizes, arranged side by side, and there arc a dozen or so legs of green
bamboo lined up below. Viewers are amazed by the elegant installation so
perfectly suited to the history and layout of Kinkakuji Temple. The matching
of flowers and plants to the circumstances of each exhibition site is arguably

the most remarkable feature of Ost’s work.

Watanabe Shiko and Ost's Interest in the Rinpa School

Ost has always been fascinated by the mosses available in Japan (though his
students always have a hard time collecting the huge amount of moss needed
for his exhibitions). In Kurashiki, he succeeded in constructing several moss
mound installations expressing his admiration for the Rinpa school of Japa-
nese painting. I remember a conversation with him several years ago when
he told me, “T don’t remember the painter’s name, but I was inspired by a
beautiful folding screen with round green mountains and cherry blossoms
at the National Museum in Ueno.” After searching here and there, I finally
identified the work he had seen as Watanabe Shiko’s (1683-1755) Cherry
Blossoms on Mt. Yoshino (early eighteenth century, Fig. 36), a six-panel folding
screen. Shiko’s composition itself may have been influenced by a vase by the
porcelain maker Nonomura Ninsei (1648-1690), but the dynamic landscape
using lustrous golden and green colors typical of the Rinpa school is certain
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Fig. 32 Ogata Korin, Kakitsubata-zu-byobu (Irises),
left screen, 18th century, Tokyo, Nezu Museum
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Fig. 33 Ogata Korin, Kakitsubata-zu-byobu (Irises),
right screen, 18th century, Tokyo, Nezu Museum
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Fig. 34 Daniel Ost, work of irises dedicated to
Kukai, 2007, Kyoto, Toji Temple (p. 120)
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Fig. 35 Daniel Ost, work of irises, 2009, Kyoto,
Kinkakuji Temple (p. 138)
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Fig. 36 \Watanabe Shiko, Yoshino-yama-zu-
byobu (Cherry Blossoms on Mt. Yoshino), left
screen, before 1755, Tokyo, National Museum
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Fig. 37 Daniel Ost, installation of moss and flow-
ers, 2015, Kurashiki, Ohara Art Museum (p. 78)
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to have captured Ost’s heart. For the Western artist, non-perspective land-
scape painting seems rather novel, Shike’s mountains, large and small, are
lined up diagonally on a gofd ground colored with verdigris and ultramarine
in the various hues, with the cherry blossoms in full bleom nestled among
them. The landscape spread over the six panels of the screen might have
been what Ost thinks of as the “ultimare in beaury.” In fact, what he was
doing in subsequent exhibitions was transforming traditional Japanese arc
into Western-style elegance.

Former director of the National Museum of Western Art Shuji Takashina
pointed out that the difference in aesthetics between East and West was the
concrast between the Western “canonical beauty” and the Japanese “sicuarion-
al beauty” (The Japanese Sense of Beauty, 2018, pp. 174-175). He contrasts, for
example, the Greek sculprure Venus de Miro with Hiroshige’s One Hundred
Famaus Views of Ede. According to Takashina, Ost’s exhibitions in Japan dis-
play a fusion of canonical and situational beauty.

While Ost was producing the installations for the Kurashiki exhibition
{March 2015), his attention was drawn to the vermilion walls of the Craft
Center which is 2 renovated storehouse in the courtyard of the Ohara Museum
of Art. He created numerous green moss mounds in the garden and placed
narzrow plexiglass water tanks between them filled with colorful Aowers (white
peonies, ranunculus, gerbera, hydranges, cte,) floating on the water. The wall
of the Craft Center, the moss mounds and variegated colors of the flowers
splendidly respond o each other {Fig, 37). The individual items represent the
“beauty of the rangible,” but at the same time, they create an overall situational
beauty. Orne day, Ostsaid to me, “Colors are my gift from God.” He is always
fascinared with large-scale instaliations using that typically Japanese botanical
material—moss. Ost’s admiration for the Rinpa school was behind one such
massive moss inscallation, buc it is licte known that his inspiration for the
composition, style, colors, and aesthetic concept was drawn from Watanabe
Shiko's Cherry Blossowms on Mr. Yoshino mentioned above, While Ost appreci-
ates traditional Japanese art, he is a master at transforming it into sophisticated
European clegance.

Hokusai's Ukiyo-e and Ost’s Dynamic Waves

st visited Fukuashima on Seprember 18, 2012 at the request of NHKs TV
program “Tomorrow Beyond 3.11" {NHK BS1 “Prayer Flower”). There he
mer one of his close students whe had lost her will o live after losing her
beloved daughrer to the sunami resulting from the Great East Japan Earth-
quake. Together with wozld-class arcist Ost, she was able to offer a beautiful
artwork of white lotus for her daugheer’s spirit at the temple. Ose learned
afterwards that she developed the courage to make a fresh start after her
daughter’s commemoration.

In June of the same year, inspired by Hokusai’s The Great Wave off
Kanagawa, one of the series Thirty-six Views of Mt. Fuji (Fig. 38), Ost created
a three-meter high bambeo tsunami tall enough to swallow a person for
his solo exhibition at the Martstya department store in Nagoya. A cluster of
young bamboo shoots was placed under the wave (Fig. 39), expressing his
wish for people 1o live as strong as the bamboo shoots that could even survive
the tsunami.

Ost has presented threg-dimensional bambeoo works several meters high
at his exhibitions. Hiromu Ozawa, Researcher Emeritus of the Edo-Tokyo
Museum, who saw a photograph of the 2015 wotk exhibited ar Miyazaki
Jingu Shrine (Fig. 40) recalled, “This artwork evokes the powerful depictions
of Maruyama Okyo's Dragon in Clouds screen (Fig. 41; Important Culrural
Property). Ost’s expression of the dynamic movement of bamboo, through
its ineense capacity for resilience, is overwhelming. [ can feel thar Ost has
responded sensitively to the distinctive qualities of Japan’s bamboo culture.”

In December 2019, Ost held a large-scale exhibition at Meiji Jingu Shrine
(Tokyo). In particular, the bamboo installation (Fig. 42) in the lobby of the
Meiji Jingu Museum was a monumental three-dimensional structure filed
with turbulent movement that immediately recalls Hokusais “great wave”
woodblock print. However, when we look at the various dynamic curved sur-
faces as a whole, we can feel the sense for spatial composition chat can be seen

in public art overseas. Ost especially commemorates the spirits of the vicrims
of the tsunami following the massive Tohoku earthquake of 2011,

Thoughts on Bamboo—Artists from East and West
Ost visited the Rakusei Bambeoo Park in Arashiyama in the Kyoto suburbs,
where he was struck by the mysterious atmosphere of the bamboo forest.
Japanese bamboo is higher in quality and easier to craft chan European bam-
boo, and with its youthful color and suppleness it is a grear medium for
artists, empowering them with its ability to withstand heavy snowfall and
with ity regencrative power, Hiroshi Teshigahara (3rd Iemoto of the Sogetsu
School of ikebana), who is among Japan’s leading avant-garde ikebana artists,
once constructed a large number of bamboo instalfations in France, Italy,
and other countries. He arranged them, sometimes embracing each other
and sometimes colliding with each other through violent waves, to create
monumental bamboo strucrures. Such spectacular bamboo installations have
always been highly acclaimed in the world. Ost, on the other hand, respects
che reachings of Basho, “Learn about bamboo from bamboo,” by listening
humbly to the language of bamboo. At the Miyazaki and Meiji Jingu Shrines,
Ost chose bamboo as a patural life form to honor the gods. Eastern and
Western artists’ notions of bamboo are quite contrasting and compelling.
Kengo Kuma, one of Japan’s leading architects, holds Ost’s art in deep
respect, and his tribute to the artist is included in this book. In 2021, Kuma
designed a dynamically undulating bamboo work for the newly buile Haruki
Murakami Library located at the Waseda University International House of
Literature in Tokyo, It seems to me that chis uniquely undulating bamboo
object created in 2021 resonates specificatly with Ost’s bamboo wave works
(Fig. 42) exhibited in the Meiji Jingu Museum lobby in 2019. Ost himself
also highly values Kuma’s philosophy of architecture, so the encounter of the
two artists from East and West may foreshadow the future of art in Japan.

Epiiogue

I wonder if there has ever been an artist like Ost who, over the course of a
quarter of a century, has been requested so many times to exhibit at shrine
and temple buildings designated as Narional Treasures such as at Toji,
Kinkakuji, and fzumeo Oyashiro.

I can assume, though, chat this will be the first essay w discuss Ost’s art
through the background of art history and 10 study the sources of his arcistic
inspiration in the Easc and West. Why have artworks using shore-lived flow-
ers and plants, not limited to Ost, been less discussed in the conzext of art
history? We know that theater, music and dance belong to the genre of the
remporal arts, Does Ost's achievements belong also to the temporal ares?

Isamu Noguchi told Sofu Teshigahara that "One has failed if the arrange-
ment of pine still resembles a pine.” Indeed, Ost’s always renewed and spec-
tacular transformation of flowers and plants is one of his seronger talents,
as testified over and over in this book. Thus Daniel Ost, also known as the
architect of Howers, is an artist, like Michelangelo (1475-1564), who has left
historical masterpieces in painting, sculptures and architccrure.

English text by the author, edited by Manna Mori
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Daniel Ost

Born in 1955, Daniel Ost became interested in floral art at an early age and won the European Floristry
Championship (Europa Cup) in 1979 while still in his cwenties. Taking 2nd place in the FTD World
Cup in 1983 and st place at the Internarional Garden and Greenery Exposition, Osaka (Hana-haku
or “Flower Expo™) in 1990, he is the winner of numerous prestigious prizes in the world of floral art.
Not limiting himself to prevailing concepts of floral art and utilizing the environment as a whole, he
has been called “Hower archirect” and “flower sculpror,” delighting those who see his works with cheir
originality and artistry. He has created works at historic sites around the world, from the Royal Palace in
Brussels, to the Petra archaeological site in Jordan, to the Museum of Islamic Art in Qarar. In quest of
the perfection of art, he is known for his uncompromising techniques, refined and elegant style, and for
the grand scale of creations that are both bold and sensitive at the same time, earning the overwhelming

support of leading figures around the world.

In 2015 he received the Imperial Order of the Rising Sun for his achievements as an artist of flowers.
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