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Born in 1967 in Okinawa, Japan and currently based in Los Angeles, Kaz Oshiro received both his BA and
MFA from California State University in 1998 and 2002, respectively. Oshiro's work investigates the core
essence of art through the lens of various dichotomies like sculpture/painting, abstraction/figuration,
and reality/illusion, all while referencing such artistic movements as Pop Art, Minimalism, and Abstract
Expressionism.

Oshiro's signature steel beams, guitar amps, trash bins, and so forth are so impeccably made that at first
glance, they do not appear to be works of art. Yet the viewer's perspective is upended once they realize
the objects’ true nature as painted fabrications, as if the sight of canvas stretched over a wooden frame is
proof of their legitimacy as artworks. The artist further enhances the verisimilitude of his works by adding
elements of wear and tear, displaying a meticulous attention to detail in the vein of Hyperrealism. At the
same time, these stains and scratches are products of his imagination and stand on their own as carefully
calculated abstract compositions.

Oshiro pursues this idea in an even more understated, subtractive manner in his California Calligraphy
series—sleek rectangular canvases that attempt to translate the streaks and scribbles left on dust-covered
cars across Los Angeles into abstract compositions. The artist's distinctive approach, which he describes
as "passive abstract expression,” yields discrete yet captivating creations that strike a delicate balance
between controlled craftsmanship and gestural mark-making.

Oshiro's recent solo exhibitions include Nothing New Under the Sun, MAKI Gallery (Tokyo, 2023);
Republic, MAKI Gallery (Tokyo, 2020); 96375, Nonaka-Hill, (Los Angeles, 2020); Steel Unforged, galerie frank
elbaz (Paris, 2017); and A STANDARD, Honor Fraser Gallery (Los Angeles, 2017). In 2014, his solo show
Chasing Ghosts was held at the Los Angeles County Museum of Art (LACMA, Los Angeles). The artist's
work has also been shown in group exhibitions at various institutions, including The FLAG Art Foundation
(New York, 2015), the Walker Art Center (Minneapolis, 2012), and the Hammer Museum (Los Angeles,
2005). In 2022, he participated in the Aichi Triennale, one of the largest international contemporary art
festivals in Japan, and in 2014, his work was included in Deception Il: Into the Future, a traveling group show
held at Bunkamura: The Museum (Tokyo), Hyogo Prefectural Museum of Art (Hyogo), and Nagoya City Art
Museum (Aichi). Oshiro's work is part of many notable public and private collections, such as the Fonds
national d'art contemporain (Paris), Los Angeles County Museum of Art (LACMA, Los Angeles), the Rubell

Museum (Miami), and the Zabludowicz Collection (London).

Installation view

Nothing New Under the Sun

. MAKI Gallery / Tennoz II, Tokyo, 2023
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Over the course of art history, painters have depicted illusions that convert the three-dimensional onto
the two-dimensional (e.g. perspective, aerial perspective). Kaz Oshiro pursues ultimate reality, rejecting
these illusions by creating full-scale reproductions of three-dimensional objects. His motifs are often
mass-produced objects, such as dumpsters, cabinets, suitcases, amps, and so on. To these, he adds
fictional traces of wear and tear - textures, stains and scratches - as if they were objects that have been
in use for many years. He covers their surfaces with trompe l'oeil of such exacting verisimilitude that the
viewer may not even recognize them as artworks. It is a pursuit of realism which goes so far as to deny
that these are indeed works of art.

However, one look at the reverse-side of these works immediately reveals that they are made of canvas
stretched across wooden frames. It is crucial to Oshiro that his motifs are worn-out, everyday objects
and his hope is that the viewer will pass by his works without even noticing them, until they see the
wooden frame on the other side. Moreover, it is the very canvas and wooden frame, rather than what has

been painted on its surface, that force the viewer to confront the nature and status of these objects as

artworks.

Trash Bin #22

2023

Acrylic on stretched canvas
102.0 x 51.0 x 51.0 cm
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Oshiro was born in Okinawa and grew up surrounded by American consumer culture. He explains that
the products often chosen as subjects in pop art, such as Andy Warhol's Brillo boxes, were very familiar to
him. It can be said Oshiro inherits the legacy of pop art, in that he also chooses mass-produced objects as
motifs, rather than the more classic motifs that have been taken up by generations of artists before him.
However, he turns away from the 'factory’ of pop art in his craftsman-like approach to retaining complete
control of his creative process.

The 'traces of use’ applied to the surfaces of the three-dimensional pieces heighten their representational
quality and bring to life their verisimilitude. However, these works are not copies of objects that are actually
in use - the traces are products of the artist's imagination that recall the abstract expressionist gestures of
a Pollock or de Kooning. The artist thus incorporates in a single work the paradox of an abstraction which
heightens representation.

The motifs chosen by Oshiro are all simple, three-dimensional objects. In their outward appearance,
to which the least amount of color has been applied, we can sense an admiration for the minimalism
pioneered by Judd and others. The minimalists valued the unity and uniformity of their materials. They had
a strong aversion to any form of embellishment on the surface of their works, whether using paint or some
other technique. It can be said that Oshiro, on the other hand, cannot but ‘embellish’ the surface of his
canvases, giving them a metallic, wooden or otherwise painted appearance through his use of acrylic.
Rather than adhering to a single artistic movement or method, by integrating contrasting elements, Oshiro
not only strengthens his own work but also continues to investigate the possibilities of the next generation

of art.

Zero Case (Large)

2015

Acrylic and Bondo on canvas
48.2 x 66.0 cm

Fender Showman Amp with Cabinet #1
(Screaming Hand)

2002

Acrylic and Bondo stretched over wood, in 2 parts
121.9 x 74.9 x 27.9 cm
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California Calligraphy is a series of abstract paintings inspired by the streaks and scribbles left on dust-covered

car bodies found across Los Angeles, a city infamous for its poor air quality.
Each corner of the California Calligraphy paintings bears a gentle curvature, enabling the surfaces to blend
seamlessly with the edges. Their curvilinear forms and distinctly reflective finish—which Oshiro painstakingly
developed through trial and error—are reminiscent of a car body, generating an indescribable, unique presence
that distinguishes the works from conventional paintings. Upon these polished surfaces, the artist applies car
wax with brushes and other tools to construct his abstract compositions, then airbrushes paint on the entire
surface to simulate a fine layer of dust. Once the paint dries, he removes the wax, allowing the underlying image
to emerge in a subtle and elusive manner, visible only from specific angles. These images are quietly evocative
of pre-modern visual languages, such as those found in ancient religions, astrology, and abstract symbolism in
archaeological sites around the world—all elements Oshiro has encountered over years of contemplating what it
means to “create” something.

At first glance, California Calligraphy may seem to deviate from Oshiro's previous works, which meticulously
replicate everyday objects down to the finest details. Nevertheless, the artist has always considered the dust,
stains, and scratches he intentionally applies to his amplifiers, trash bins, and steel beams as part of his abstract
expression. Oshiro firmly acknowledges the transformative impact the Abstract Expressionist movement and
the “death of painting” had on the medium—yet as he continues to seek the true essence and meaning of
painting, he maintains the belief that the ultimate purpose of art is the pursuit of abstract ideas. His practice
represents a continuous endeavor to create work that aligns with such inner convictions, and this series

embodies the artist's unwavering commitment to abstraction more strongly than ever before.

California Calligraphy (Smoke and Mirrors )
2023

Acrylic and polyurethane on stretched canvas
61.0 x 46.0 x 5.5 cm

Photo by Taka Nonaka-Hill
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Installation view, Nothing New Under the Sun, MAKI Gallery / Tennoz Il, Tokyo, 2023. Photo by Naohiro Utagawa.
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Hanging it on a wall, it becomes a painting. Placing it on the floor it becomes sculpture. Then what if it is
folded or bent along the wall? Or placed on the floor so that it leans against the wall? Free from structural and
mechanical complications, painted almost completely in a single hue, the works in the series, Still Life, exist just
as they are and negate the possibility of their being confined by any genre. These works on canvas jut out from
the wall or are bent to fit the corners, and through them, Oshiro elucidates the symbolic function of the canvas.

Assuming that a painting can still be considered ‘an open window’ *', it can be said that Oshiro's windows
open onto infinity. While an ambitious undertaking in terms of how these works are installed in the space,
the debate over whether they are paintings or sculptures does not hold much meaning here. Oshiro has
recognized that the canvas itself has become a symbol that stands for a work of art. By painting the surface
with the minimum amount of color needed, by warping and deforming its shape only as much as is absolutely

necessary, by simplifying and purifying, he brings this concept sharply into focus.

* 1 Leonardo Battista Alberti was an architect of the early Renaissance who, in his treatise, On Painting (1435), theorized that paintings

are an open window in a wall.
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Untitled Still Life

2013

Acrylic on canvas
360.7 x 121.9 x 53.3 cm

Untitled Still Life (Diptych)
2015

Acrylic on canvas

91.4 x 146.0 x 17.2 cm
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In his Steel Beam series, Oshiro paints |-beams on canvas. When iron is refined and molded into a particular
shape, its surface color varies depending on the manner in which it has released its heat. Oshiro's pursuit
of reality leads him to turn his attention to this surface, depicting the weight and rigidity of the I-beam on
canvas. Of course, this is an extension of the trompe /oeil, hinting at how easy it is for us to be deceived by
appearances and fail to recognize the essence, while also drawing the viewer into the proposition - much like a
Zen dialogue - that no matter how deeply we might hide the essential issue, it will nevertheless appear on the
surface.

Through the gap between surface and essence, this series brings to light the strangeness of otherwise
incongruous materials like steel and canvas being brought together through painting. The more realistic the

depiction, the wider the gap grows, showing us the answer to where the essence of things truly lies.

In these ways, bringing all of his expressive resources to bear, Oshiro continues to seek after a fitting form
of expression in the face of art history, over the course of which the death of painting has been declared many
times. Although the viewer might try to discover a definite answer between the dichotomies proffered by the
artist, they may not arrive at one so easily. This is because Oshiro creates a chain of affirmations and denials,
propositions and negations, answering through paradox. We as viewers must then continue to search for our

own answers in engaging with his work, almost as if we were searching for treasure.
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Carnegie Steel Beam (#230905)
2023

Acrylic on stretched canvas

13.0 x 122.0 x 7.4 cm

Untitled Steel Beams (Twin, Vertical)
2023

Acrylic on stretched canvas

122.0 x 30.5 x 15.0 cm each



