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1-1 #2883 %5 w4 >/ Dessin: Experiential Line Drawing

TITLE FIESE | YEAR

FF-R3IX Kiki SMITH 1954 Bl Dark 1997
Ja—Jb-/SZXF>  Jules PASCIN 1885 1930 ZADDL Deux jeunes filles (Two girls) 1925
Ja—JL-/XAF> Jules PASCIN 1885 1930 1E7cDEF Nu Couché (Reclining Nude) 1920-25
A= LT Henry MOORE 1898 1986 EWROF V The Artist's Hand V 1979
IR ER Jiro TAKAMATSU 1936 1998 (HOBTFRIDTHOEME Study for "Mother and Child in Shadow" 1988
EHRED Jiro TAKAMATSU 1936 1998 (HOBFEIDIDOBEE Study for "Mother and Child in Shadow" 1988
1-2 #8#29 3% 574w % ./ Graphics: Evocative Line Drawing

TR woLs 1913 1951 BRESRTTAILRILY  #HHEGE Die Stadt-quer from Portfolio "Wols" 1949/62
PEYZS WOLS 1913 1951 FREETTAIVRILY HDHEBHIK Bautesmhaf from Portfolio "Wols" 1948-49/62
JAIVA WOLS 1913 1951 KREETTAIVRIKY F1T7954E Doppelstadt from Portfolio "Wols" 1962
JAILR WOLS 1913 1951  KREIECTA4IVRILY LA ERICFSFH 0K Tache, links gezackte Linie from Portfolio "Wols" 1962
JAILR WoLS 1913 1951  KREIECT#+IVRILY BOTE Aktbiilte from Portfolio "Wols" 1949/62
TAIVR WOLS 1913 1951  KREETTAIVRILY O Herz from Portfolio "Wols" 1962
PENZS WOLS 1913 1951 AREIEFTAIVRILY  BS320/MhSRF Drei Kleine schwebende Formen from Portfolio "Wols" 1949/62
PENIZS WOLS 1913 1951 KREISEFTAIVRILY NERLA Kleinen Fleck from Portfolio "Wols" 1948/62
JTHIVA WoLS 1913 1951  RREIETCT+IVRIKY BiE Aktblute from Portfolio "Wols" 1962
JAIVA WOLS 1913 1951 HKREETTAIRIKY ETICEROR Unten links Raupenform from Portfolio "Wols" 1962
TAIVR WOLS 1913 1951 AREIETTAIVRILY  BEWLE Dunkle Stadt from Portfolio "Wols" 1962
JAILR WOLS 1913 1951 KREIETTA+ILRIKY  CeohVWHOE Knollengesicht from Portfolio "Wols" 1946/62
JAIVA WOoLS 1913 1951 HKREIETTAIVAIEY KERER Grosse Raupe from Portfolio "Wols" 1946/62
AR WoLS 1913 1951 AREIEFT+LRIEW B Ohr from Portfolio "Wols" 1946/62
AR WoLS 1913 1951 WREIETTAIVRILY TR Plasma from Portfolio "Wols" 1946/62
TAIVR WOLS 1913 1951 KREIERTTA+IVRILY  KO# Baumstadt from Portfolio "Wols" 1962
JTHIVR WOoLS 1913 1951  KREIECTA+IVRILY  # Schiff from Portfolio "Wols" 1962
JTHIVR WOLS 1913 1951 KREETT+IVRI&Y BCUBEZOXMBIR Krickel diagonale from Portfolio "Wols" 1962
TAIVR WOLS 1913 1951 FREIETT+IVRILY EOX Haarbuscchel from Portfolio "Wols" 1962
AR WOLS 1913 1951 hREIETT4IVRILY  TEHRY Guirlande from Portfolio "Wols" 1962
TAIVR WOLS 1913 1951  RREIEFTAIVRIKY BEdnfzdbo Durchstochen from Portfolio "Wols" 1962
AR WOLS 1913 1951 WREIETTAIVRILY ADECED Bewohnte Kuste from Portfolio "Wols" 1962
JAIVA WOoLS 1913 1951 HKREIECTAIVRIKY  HhfE Topographie from Portfolio "Wols" 1962
PEYZS WOLS 1913 1951 KREETTAIVRILY  #EHodil Stadtzentrum from Portfolio "Wols" 1962
AR WoLS 1913 1951 AREISEFT+IVRILY B Gesicht from Portfolio "Wols" 1945/62
PEYIZS WOLS 1913 1951 FREETTAIVRILY EOFELIER Kahles Baumchen from Portfolio "Wols" 1962
PEIIZS WOLS 1913 1951 AREIEFT+IVRILY DREBORRE Kaferfrucht from Portfolio "Wols" 1962
TAIVR WOLS 1913 1951 KREETTAIVRILY KEREDOLA Grosse Sterntache from Portfolio "Wols" 1962
JTHIVR WoLS 1913 1951  KREIECTAIVRILY HEH Distel from Portfolio "Wols" 1962
JTAILR WOLS 1913 1951  RREIETT+IVRIKY  BRIBHED Knollengewachs from Portfolio "Wols" 1962
PEYZS WOLS 1913 1951  RREIEFTAIVRIKY KERLA | Grosse Tache | from Portfolio "Wols" 1949/62
PEYZS WOLS 1913 1951 FREERCT+IVRIEY  KERLA I Grosse Tache Il from Portfolio "Wols" 1962
TAILR WoLS 1913 1951 FREECTAIVRILY EOED3IDDHY B Drei Vignetten auf einem Blatt from Portfolio "Wols" 1962
1-3 R4y FEWSMR / Sketches: Fragments of Line Drawing

SFIR/FAHEE  Hajime IMAMURA/Chie MATSUI  1957-/1960- LEER7IO-0DFO—1>% (8A18R) Drawing for "Recent Works 7" (Aug.18) 1989
SHIR/FHEE  Hajime IMAMURA/Chie MATSUI  1957-/1960— LEER7IDf-DRO—1 2 (9A38) Drawing for "Recent Works 7" (Sept.3) 1989
SHIR/HAFHEE  Hajime IMAMURA/Chie MATSUI  1957-/1960— LEER7IOfzdDRKO—1>4 (9A188) Drawing for "Recent Works 7" (Sept.18) 1989
SHIR/HAFHEE  Hajime IMAMURA/Chie MATSUI  1957—-/1960— LEER7IOfzdDRO—1>4 (8A18H) Drawing for "Recent Works 7" (Aug.18) 1989
SR/ ¥AFHEHE  Hajime IMAMURA/Chie MATSUI  1957-/1960— LEER7IOfzdDRO—1>2 (9A3R) Drawing for "Recent Works 7" (Sept.3) 1989
SR/ ¥FHEE  Hajime IMAMURA/Chie MATSUI  1957-/1960— LEER7IDfzdDRO—1>42 (9A188) Drawing for "Recent Works 7" (Sept.18) 1989
Y—U-Z1%>  MarkDION 1961 BEZOVWTOTOY I M OIODRA—T>Y Drawing for a Project of Omithology 1991
KA & & % Mark DION 1961 HINANIL-Fy MOWTOZTAY I bDfcdDRO—1( 25 Drawing for a Project of Survival Kit 1991
SA T H>Z— Ryan GANDER 1976 EREE-BENMEOAET Association Phatographs: By Phone or Other Means 2004
YR CHRISTO 1935 AFENSTeRE—7 (BRI YFERESEETE) ALY >D7 OV b Wrapped Reichstag (Project for Berlin) 1980
AP CHRISTO 1935 QFENFR>-XT7NDIzdD7TOY I M) The Pont Neuf, Wrapped (Project for Paris) 1981
Y/ RGY Kenji YANOBE 1965 aDiE Tower of Life 2003
Y/RFY Kenji YANOBE 1965 RFDR Eye of the Future 2003
YIRTY Kenji YANOBE 1965 RI)—FT5147 RNETS> Tower of Life: Interior Plan 2003

YIRFUYD Kenji YANOBE 1965 BI)—FT-547 KRROERETZ> Tower of Life: Moss of the Future Installation Plan 2003
Y/ Ry Kenji YANOBE 1965 AHAR=F7 R@WTIr Megaromania: Monument Plan 2003
NFzvLra PANAMARENKO 1940 2019 KEWM2D7Yy7-70v7 Grote Quadru Flip Flop (Big Quadru Flip Flop) 1990
NFzLra PANAMARENKO 1940 2019 KEWwmE2>07Y) vy 77097 Grote Quadru Flip Flop (Big Quadru Flip Flop) 1990
JAvard %= PANAMARENKO 1940 2019 moD7Yy7 70y 7 (HHHEER) Quadru Flip Flop (Lift Generator) 1990
1-4 ¥}YSE 338 Line Drawing on Its Own

REER Kodai NAKAHARA 1961 J)=2eny R Green Head 2005
REER Kodai NAKAHARA 1961 FLrTeAy R Orange Head 2005
BEE Eri TAKAYANAGI 1962 KRFIV1 Hotel K 1 1999
BEUEE Eri TAKAYANAGI 1962 KiRFIL2 Hotel K 2 1999
BUEE Eri TAKAYANAGI 1962 KATFIV3 Hotel K 3 1999
EEE Eri TAKAYANAGI 1962 KRFIL4 Hotel K4 1999
BUEE Eri TAKAYANAGI 1962 KRFILS Hotel K 5 1999
BUEE Eri TAKAYANAGI 1962 KRFIL6 Hotel K 6 1999
BUEE Eri TAKAYANAGI 1962 KRFIVT7 Hotel K 7 1999
HF4 Chihiro MORI 1978 AT\ Cold Head 2003
T4 Chihiro MORI 1978 XFIChDENDL Woman Tangled by Words 2003
EHEezK Tam OCHIAI 1967 Touch of evil Touch of evil 1997
Mr. Mr. 1969 Untitled (ERICZDF) Untitled (The Girl on the Chopstick Wrapper) 2002
0 JUN 0JUN 1956 R TR Towing, Loading 2005
BFAET Ryoko AOKI 1973 AT oM =T 5 Object Reading 2002-15

2 Az TR3H. EMETHEEGH  View Vertically, or Read Horizontally

Jar-hyr John CURRIN 1962 A (DDULBLWLA) Untitled (The Cuddler) 2002
Yar-hyr John CURRIN 1962 |EDDODVBLVA)[EBEI~FE12RT— N Untitled (The Cuddler)[1st-12th State] 2002
RAED Taro IZUMI 1976 VELEHR Visor and Fan 2013
BEOEE Shuzo TAKIGUCHI 1903 1979 HEEIRT7+>0RI&Y  hEkEIESR AEIIRR) Genesis (Tamiji KITAGAWA) from lllustrated book "Sphinx" 1954
ENRR Tamiji KITAGAWA 1894 1989
BA EiQ 1911 1960 FEEIRT74>0RI&Y BAADRT4>PR@EA)  The Sphinxin May (EI Q) from lllustrated book "Sphinx" 1954
RE Shigeru IZUMI 1922 1995
PnEEE Tadashi KATO 1926 2016 FEEIR 74> 0RI&Y BERE) Drowsiness (Shigeru IZUMI) from lllustrated book "Sphinx" 1954
FIRILFA Kojin TONEYAMA 1921 1994
AR(ER)&BF Toshiko UCHIMA (AOHARA) 1918 2000 HEETR T4V RIKY  BRIEZE ST (NBEE) Stone Laughed (Tadashi KATO) from lllustrated book "Sphinx" 1954
SHEEIR 74> RI&Y  KAEOIES (FIMBILFEA)  Fairy's Distance (Kojin TONEYAMA from lilustrated book "Sphinx" 1954
HEEIRT77RI&) BORLE(FRET) Fish's Desire (Toshiko AOHARA) from lllustrated book "Sphinx" 1954
FEEIRT710R1&Y (R (LHE—) [Cover] (Ryuichi YAMASHIRO) from lllustrated book "Sphinx" 1954
g — Ryuichi YAMASHIRO 1920 1997 Fo3F 2N Forestand Grove 1955/90
T7IAM-AQy T+ Fausto MELOTTI 1901 1986 Blofonro—1>9 Drawing - Project for Sculputure ¢.1959
Z7IAMAAy T+ Fausto MELOTTI 1901 1986 Botonro—1>9 Drawing - Project for Sculputure ¢.1959
T7IANAOy T+ Fausto MELOTTI 1901 1986 ER Alberello 1965
Fro-w>y—= Piero MANZONI 1933 1963 ## 13.22m Line 13.22m 1959
EREAEK Kazuo YUHARA 1930 R PW '06-5 Untitled PW '06-5 2006
BEFX Kazuo YUHARA 1930 #EZE PW '06-8 Untitled PW '06-8 2006
HEFX Kazuo YUHARA 1930 R PW '06-9 Untitled PW '06-9 2006
Pl Yukinori YANAGI 1959 IR T RO ay—F/EYIL-IZRA ] Wandering Position - Monomorium minimum 1 1995

3 FO—4> 7 ®#R / Transgression by Drawing

HA-boFdT)— Cy TWOMBLY 1928 20m ITLTHI0BDHHE 10 Days Wait at Mugda 1963
SUI— RV Sigmar POLKE 1941 2010 BATH Liebespaar (Lovers) 1972
FEERE Zon ITO 1971 Fo Slanted Woods 2006
ERER Nobuya HOKI 1966 pdc| Untitled 2009
NEHERT Mayuko WADA 1985 [N=E 2747} 3 Painting of Drawing 2011
FIREHRF Mayuko WADA 1985 BoRO—1>U0i Painting of Drawing of Bird 2011
BRERE T Yukiko SUTO 1978 T—IVeHH Pool and Apartment Block 2006
YR¥ Hiroshi SUGITO 1970 lesson1 lesson1 2009
ST Kyoko MURASE 1963 ai¥/xT Yukinoe 2009
SKHF Teppei KANEUJI 1978 Model of Something Model of Something 2010
EASR Tam OCHIAI 1967 Free #4 Free #4 2004
REER Kodai NAKAHARA 1961 A-movie, B-movie/ DVD Stack Edition A-movie, B-movie/ DVD Stack Edition 2009
SHIR Hajime IMAMURA 1957 1998-9 Zfc2v & 1998-9 FUTATSUshida 1998
BHEF Aiko MIYAWAKI 1929 2014 5250 Utsuroi; A Moment of Movement 1981
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B2F 3 Transgression by Drawing
fERE ARTIST £F  RE {ERE TITLE HIESF | YEAR
# % {Ef  Permanent Installation
JAABEEA Yoshihiro SUDA 1969 Fa—-Uy7 Tulip 2006
AR BB Jiro TAKAMATSU 1936 1998 & Shadow 1977
¥ar7r-3i0 Joan MIRO 1893 1983 MEIRDELY Innocent Laughter 1969
FLOYZ—-a—)uZ—  Alexander CALDER 1898 1976 L K> London 1962
A= LT Henry MOORE 1898 1986 FA 7Ty Large Standing Figure: Knife Edge 1961/76
Y/ -R)—= Marino MARINI 1901 1980 B®F Dancer 1949
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1 Emma Dexter “To draw is to be human” in Vitamin D New perspectives in
drawing, London: Phaidon Press, 2005, pp.6-10.
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3 Susan Lambert, Drawing, Technique and Purpose: an introduction to looking
at drawing, London: the Victoria and Albert Museum, 1984, p.77.
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Transgressing Lines

Takashi Fukumoto
Curator, The National Museum of Art, Osaka

Foreword

Drawing lines on paper is a thoroughly unremarkable action that
everyone does from time to time, whether absently making marks,
drawing, doodling, or taking notes. People’s hands have a tendency to
move, and they do not necessarily need a writing implement to make
marks. Think of lines carved into rock walls or into the ground
thousands of years ago, and the primal nature of this act is obvious.
Drawing lines is easy, but that is what makes it so profound.” Of course,
this is especially true when we are speaking about art.

Lines can describe forms, or they can be intentionally formless. While
some artists set out to construct, and others to deconstruct, in any
case they engage with form, and this begins with drawing lines. Lines
drawn for various purposes have all manner of functions, and it is
difficult to comprehend the activity of drawing in its entirety. Especially
in modern and contemporary art, ways of thinking about form have
undergone continual change, following the arc of an unending dream of
new and unknown aspects of line. This exhibition of works from the
museum’s collection focuses on the practice of line drawing in the
modern and contemporary era, and re-examines the possibilities of this
practice.

1 Various Aspects of Line Drawing

Think about the phrase “line drawing” itself, which in Japanese is
senbyo. There are several other words, such as the French dessin and
English “graphics,” “sketching,” and simply “drawing,” that have similar
meanings. All involve the process of drawing lines, but their purposes
are slightly different. To consider the diverse forms and possibilities of
lines, first of all we should consider the concept indicated in Japanese
by senbyo (translated herein as “line drawing”), and the related
vocabulary.

First, dessin (a word used in Japanese as well), the process of
converting the form of an observed subject into lines on the page. Its
use of geometric principles to capture not only the outlines of individual
objects but also their relative size and distance predates painting and
sculpture, and does much to define how these media are viewed.
Etymologically dessin is derived from the Italian disegno, which in the
15th century was seen as a technique for transforming the vast real
world into something quantifiable.? The British sculptor Henry Moore
(1898-1986) described line drawing, which relates in a pure form to a
creator’s intelligence and perception, as “a means of finding your way
about things, and a way of experiencing, more quickly than sculpture
allows, certain tryouts and attempts.”®

Meanwhile, in “graphics” the central issue is the traces left by lines.
With the Greek verb ypd¢w (graphd) as its root, graphics began with
the process of carving and producing traces.* When we see traces, in
other words “indications that something no longer here was
undoubtedly here at one time,”® we are prompted to trace a path back
in time. Take, for example, the German painter Wols (1913-1951). His
accumulations of delicate lines, so entangled that they refuse to take on
any recognizable form, are presented as trembling hand movements
without any plausible composition. Wols’s line drawings, which cannot
be reduced to any specific meaning, unavoidably evoke the physical
movements of the artist engraving on a copper plate and his mental
state as he did so.

Dessin shows a future to be realized, while graphics refer back to a
preserved past. While they move toward opposing destinations, both
symbolize incompleteness. Unlike painting, where paint generally fills
the entire surface, line drawing does not always aim to construct a
unified picture, and in this sense line drawing is always fragmentary by

its very nature. To further examine the significance of this, let us turn
our attention another form of drawing, that of the sketch. Sketches, in
which a sense of speed is essential, are used to quickly and roughly
pin down ideas and flashes of inspiration for various purposes such as
concept, practice, confirmation, and memory. It could be an image, or
a textual character. In any case, because they are provisional, lines in
the “here and now” can connect to the future, which is not yet here,
or the past, which is no longer here.

Whether we are talking about dessin, graphics, or sketching, the
practice of line drawing is generally speaking incomplete,
fragmentary, half-baked, or ambiguous. The content may be very
private or personal, as it is not necessarily assumed that anyone will
see it. Because of these qualities, line drawing can easily be freed
from perfected forms and from universal or grandiose subjects.
Contemporary artists’ actively producing line drawings and presenting
them as works of art seems tied to attempts to transcend a state of
artistic deadlock. Faced with an ambiguous and open-ended line,
people must fill in the blanks for themselves. Absorbing the entirety of
an absent something through a visible fragment requires the power of
imagination. In that respect, line drawing can be said to function in a
place where form is yet to be formed, for both the artist and the
viewer.

2 View Vertically, or Read Horizontally

When we see a line drawing we apprehend a tangle of lines on paper and
witness how they converge in a certain form to create a certain meaning.
But of course, one is not merely looking at lines. The background space is
inevitably visible in gaps between the numerous drawn lines, whether
one is aware of it or not. The lines cannot be peeled off of the paper on
which they are drawn and viewed separately. As the German philosopher
Walter Benjamin said, lines can only be lines when they are drawn on
paper, and a sheet of paper only becomes a picture surface when lines
are drawn on it.5 The viewer of a line drawing inevitably views the surface
on which it is executed as well.

Paper tends to lie flat. While wooden panels and canvases stretched
over wooden bars are basically expected to be vertical, like windows,
mirrors, or screens, the same is not necessarily true of paper. A
painting standing perpendicular purports to show us real people or
objects, seen head-on, but when viewing line drawings people can
often lay the paper horizontally and “read” what is depicted and
described. In Benjamin's “Painting and the Graphic Arts,” an essay
from the 1910s, they are distinguished, with the former termed
“representational” and the latter “symbolic.”” While a vertical painting
is a cross-section of reality that delivers an encounter, a line drawing
can be a horizontal cross-section that delivers understanding.

Of course, the debate over vertical and horizontal orientation is not
limited to how one views a work of art. An image that does not stand
up but simply lies horizontally on a desk, table, floor or other surface
can seize the opportunity to transgress and transcend the traditions of
painting, precisely because of its “low-lying” status.® The picture is
transformed from a static place of composition to a dynamic place of
miscellaneous images carried back and forth, a mode of transport
embodying the metaphorical phrase “flat-bed.”® Intentional
abandonment of the artist’s intent and initiative can be seen in the
lines of the Italian artist Piero Manzoni (1933-1963), which unfold
endlessly through the mediation of the printing press, and Yukinori
Yanagi (b. 1959), who records the trajectories of ants.

3 Transgression by Drawing

Both painting and line drawing are means of conveying an image.
However, as we have seen, the two approaches contrast in many
respects. Or perhaps it should be said that line drawing has an impact
capable of breaking down the traditions that painting has cultivated as
a genre. Line drawing is not particularly concerned with subject,
technique or material. It makes light of the questions of “what to
draw,” “how to draw it,” and “what to draw it with,” and produces
what are always fragments or snippets seemingly on the way to
becoming something else. Thus the practice of line drawing can be
aptly described as rejecting genre.

What of the word “drawing” in particular? As the art historian Michio
Hayashi points out, the action described as “drawing” has many
implications. It can mean not only “drawing” (or writing or scratching)
various lines, but also “demarcating” the boundaries between what
lies inside and outside something, and also “drawing out” (as in
pulling out a drawer) some object along those defined boundaries.'
Perhaps the word “drawing” is preferred, even in Japanese, to
describe the modern and contemporary practice of senbyo (line
drawing) because the term implies mobility in an intermediate sphere,
separating and connecting, connecting and separating. Line drawing
traverses and transgresses boundaries to and from the realm of
painting. Indeed, it is not only painting but also sculpture, video, and
various other genres into which drawing is capable of expanding its
possibilities.

Line drawing can be a dull medium, merely a preparatory process. It is
not always meticulously executed, and is often rough-and-ready. It is,
after all, something that anyone can do. However, precisely because
polished skill is not an issue and anyone can turn their hand to it, we
can say drawing is one of the few artistic practices that cannot be
dismissed as the province of “others.” When viewing drawings, it is
not difficult to imagine oneself as a creator of them. | believe it is here
that our appreciation of line drawing begins.
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