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Words and Visual Image

The interplay of words and visual images is among the most essential topics of visual art today. Under the keyword of drawing, this
exhibition will reconsider the relationship between words and images in visual expression, and what lies between them.

In the 1940s, after a period of pursuing bold innovation in painting, Henri Matisse (1869-1954) worked on a number of picture books in
which words and images interplay. They include Jazz, in which the artist’s handwritten words concerning painting theory and personal
recollections are accompanied by images expressed in cut-paper. While phonetic in character, the alphabet is expressed in monochrome in
rich, oversized cursive script. Both the writing and the colorful cut-paper forms created by “drawing with scissors” are products of hand
drawing. Rather than supplementing each other’s meaning, Matisse wanted the words and images to enjoy equivalency as visual elements.
This exhibition features text pages and image pages from four picture books, including the stencil-printed Jazz.

Kyuyo Ishikawa (1945-) began to practice and research the art of calligraphy in the 1960s. Since 2001, he has produced works of poetry
that critically examine contemporary society. To create September 11, 2001, Clear Sky—A Tale of Vertical Line and Horizon 1, he reshaped
the form of each character, on the basis of its meaning, to produce a dense forest of words in the image of collapsing buildings. When
creating, Ishikawa always seeks words applicable to the situation at hand. To this end, he selects words from post-war poetry, classical
literature, contemporary poetry, and his own poetry. In the process, he shapes each word for the meaning it expresses. Concerning
Ishikawa's work, the poet and philosopher Yoshimoto Takaaki once wrote: “...you cannot speak of contemporary formative art without
reference to the calligrapher...” This exhibition displays recent and new works by Ishikawa that are based on his poetry.

Looking at Space

The work of painters and sculptors begins with an eye to the space around them. What the eye sees finds development in a drawing and,
eventually, in a finished work capturing the space. This section considers the meaning of drawing as a core element of the production
process and a work’s composition.

For Shigeo Toya (1947-), who in the 1970s launched his career on the basis of rethinking sculpture, the act of “seeing” space became a
starting point for creative production. To move the gaze diagonally across space was no less than to draw in space, he concluded. Working
on this principle, Toya produced a series of works under the title “Exposing ‘Sculpture’,” commencing with pencil on paper, then shifting
to wire inserted in a cloth-covered surface, and finally to a styrene board which he carved with a craft knife. His gaze, in this line of
development, eventually found expression in carving a wood surface with a chainsaw. In recent years, Toya has applied the name “Body of
the Gaze” to the form that appears when diagonal lines of the gaze are made to intersect, thus indicating clearly that “seeing” is at the
core of his creation.

Since 2011, when he began sculpting and submitted his master’s thesis to the Inter-media Art Department in Paris, Keita Mori (1981-) has
created works reminiscent of fantastical buildings, using a hot glue gun to attach thread to walls. The title he gives his acts of drawing with
thread, Bug report, derives from a computer report of a software not working as it was designed. Mori uses it to mean partial defects or
intentional deviations arising in a perspective view drawing due to time’s passage. As demonstrated by Mori’s recent works—which
employed thread from clothing of refugee at the Paris Transit Centre to visualize lifestyle transformation and future uncertainty—drawing
with thread does not simply eliminate the boundary between plane and space. It is an open form of expression enabling the artist to not only
visualize his thoughts but interact with others—just as two people playing cat’s cradle draw geometric shapes in three-dimensional space.

Yayoi Kusama (1929-) took most of her drawings with her when moving to the United States in 1956. The depth of her drawing skills in the
1950s can be grasped, however, from the ink drawings on small paper pieces she left behind in Japan. The polka dots—and the nets that
stretch or create a reversal image of the polka-dots—often performed as a membrane covering her object of vision or blocking the space
between herself and others. Eventually, the dots extended to the surface of her own body and integrated with her environment, resulting in
her own obliteration, and developed into infinitely repeating, expanding space. On the other hand, we must not forget that polka dots also
gave a start to Kusama's depictions of food plants and sparkling water and night sky, each motif having meaning and expressed within spatial
depth. This duality—abstract and concrete—found in drawings that visualize endless repetition is another important dimension of her art.

Visions of Water

Drawing, a means of instantly rendering the imagination visible, has been integral to many artists’ production process. Visions of ceaselessly
moving, changing water, seen in the imagination, particularly fascinate artists as a subject of line-based expression.

Yukihisa Isobe (1935-), who grew up in Tokyo’s Yaesu in days when its canals still ran with water, began his career creating fusions of 1950s
abstraction and ‘60s Pop Art. On moving to the United States, he shifted to the study of environmental planning, and since returning in the
‘70s, he has pursued environmental impact survey work, such as for Kansai Airport, as a pioneer in this field. In recent years, he has
returned to art production with works that visualize the relationship between regional society and natural environment in the Shinano River
basin and other regions. When conceptualizing a large-scale work taking a region itself as his canvas, Isobe begins by researching the
region’s resources. Then, in drawings, he envisions its distant past and the future state of its rivers and seawater to grasp the regional
environment on a broad scale in the long term. This exhibition features Isobe’s visions of water, from early prints to drawings for projects
scheduled to be implemented this year.

Since planning and organizing thematic exhibitions in the 1980s in parallel with his own art production, Yasushi Yamabe (1958-) has
pursued new possibilities for painting in the manipulation of existing images and reinterpretation of painting techniques and materials. Over
the past decade or so, he has focused on landscape art. While utilizing elements of methods devised by painters past and present, Yamabe
skillfully forms a new picture imbued with life of its own. His interest in Leonardo da Vinci, which began with his observance of the line of
trees behind the Annunciation, eventually led him to Da Vinci's deluge drawings. Out of this came his own large studies of water, in pictures
of water rushing among trees, drawn using monochrome lines on a canvas. While a horizontal Western landscape painting in format, the
composition moves in a spacious sweep from lower foreground to upper distance as in an Eastern sansui landscape. In such ways, Yamabe,
while borrowing line-drawn visions of landscapes of the past, uses flowing lines to impart life to his own vision and memory.
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This exhibition endeavors to re-examine drawing’s potential in a
number of different contexts through expression, varied in kind, that
employs line as a core medium of exploration. Featured are works that
demonstrate contemporary approaches to drawing.

Hand drawing, contrary to expectation, has gained in significance
today, when digital technology is all around us; not as a study for the
preparation of a finished piece but as a raw expression of the continual
process of change that people and society are in. This exhibition
views handwritten words as well as visual images as drawing and
explores the relationship between them.

Drawing on paper is an act that clearly records the drawer’s developing
thoughts as they waver and sometimes break off or else take flight.
This exhibition, however, looks at drawing not only as a composition
of lines on a flat surface but also with a view to lines that cut into
their support and lines composed in three-dimensional space. The
exhibition, then, furthermore looks at “visions” of flowing water, seen
in the imagination, as a subject for drawing—a motif that holds a
powerful attraction for artists.

In our increasingly complex contemporary society, drawing—the
simplest and most fundamental expression of art—remains a source
of endless possibilities.
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