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doodling
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doo-dling / raku-gaki / verval noun [seriously]| to stick, pool, flow, float, stack objects without any particular purpose, especially when sculptors handle materials
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Takeshi Hayashi + Shiro Matsui
doo-dling - H%&&EETT XS (2021)
doo-dling - Jumping Over the Hole
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Black granite, copper, iron, paint
88.5x 64 x56 cm
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*8 exhibited works created in collaboration with Hayashi and Matsui
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doo-dling - #FfcEDZEH&T (2021)
doo-dling - Dropping the Puddle
BAREA, . R RTIVE

Black marble, copper, wood, paint
60.8 x 72,5 x 81.5cm
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doo-dling - HHZEVELES (2021)
doo-dling - Pulling In the Rain
BHEA. W AR RTVE

Black granite, copper, wood, paint
70.5x53.56x79.5¢cm
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doo-dling - &HZEMHETDDIFS (2021)
doo-dling - Decorating the Rain
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Black granite, copper, iron, paint
60.5x66.5x61.5cm

Thinking of it as “doodling”

Tadasu Fujii (Professor, Tokyo Zokei University)

The OAP Sculpture Path outdoor sculpture exhibition is staged as a response to eight existing
bases. This latest iteration of the Sculpture Path features artists Takeshi Hayashi and Shiro Matsui,
who rather than tackling four pieces each, have decided to collaborate on the making of all eight
sculptures, their theme: “sculptors’ doodling.” Both of these aspects—their approach and their
theme—are rich in suggestions for rethinking our approach to sculpture.

Here "doodling” refers to something akin to the traces left by children playing in a park sandpit.
An example might be children gathering sand and piling it up into a mound, digging a tunnel from
opposite sides, and at some point, touching hands. This image of a children’s tunnel, being also a
collaborative effort, is helpful in understanding this latest exhibition as a whole. The intriguing part
is the addition of the word “sculptors’.” Making sculpture on the basis of “doodling equals play”
prompts us to question the very concept of sculpture.

Traditionally, fabrication techniques for sculpture are divided into carving in the likes of stone
or wood, modeling in clay, wax or similar, and construction by assembling parts, eg by welding
together metal. ® The works in this exhibition can also be placed in these categories. Hayashi's
working of stone and ceramic could be described as carving and modeling, and Matsui's handling
of metal, timber and so on as construction. Yet the word “doodling” takes the way humans act on
materials back to a more primal place. Actions such as making holes, joining, and stacking become
more obvious.

Historically, actions of this primitive sort can be said to have been pioneered by the Mono-ha
movement that arose around 1970. The term Mono-ha refers to a group of artists who made works
using mono (things/objects) such as stone, wood, paper and cotton, steel plates and paraffin,
without modification, either alone or in combination. ® Note however that these mono are not
entirely unaltered by human hands, but things to which intuitive human actions have been applied
in a manner bearing no relation to customary techniques for the fabrication of artworks; actions
such as piling up clay, tying with ropes, and splitting stone. The theme for this exhibition draws on
this history.

The Mono-ha influence on Hayashi and Matsui, as artists who began their careers in the 1980s, has
been noted, as has their role as critical heirs to the movement. © That said, the overall current of this
era involved considering any critical legacy in terms of materials. “In the field of art too, attempts to
stress the role of materials in works have become more conspicuous... one trend emerging in the

way Mono-ha is passed down critically is the renewed attempt to find some kind of intrinsic quality



doo-dling - ¥&ZH55F3 (2021)
doo-dling - Lifting Up the Mountain
BB, $k AR, RAVB

Ceramic, iron, wood, paint

97 x67.3x67.5cm

in materials.”® One could say there was relatively little questioning of the critical inheritance when
it came to the treatment of those materials. Granted there are cases such as Yusuke Nakahara's
division of the work of Christo into the primitive acts of wrapping, stacking, stretching and covering. ©®
But the fabric, oil drums and so on used by Christo were no ordinary sculptural materials, and thus
his work did not offer an opportunity to challenge sculpture per se. “Sculptors' doodling” does offer
this opportunity.

Furthermore, the meaning given to “"doodling” in this exhibition includes the fact that these are
ambiguous formed objects with no specific shared meaning. When considering this, paying
attention to the long, narrow tunnels that appear in all eight works can also be useful. Obviously,
when it comes to the technology for making holes, the drill has been used in stone carving since
ancient times. It was known at the dawn of Greek sculpture, and its generous use enabled the
graceful art of Bernini in the Baroque period.® But tunnels as “"doodling” mean something different,
because they are not employed to achieve a particular sculptural effect. The tunnels are just
tunnels, and demand to be seen as such.

What emerges as a result is an obstruction to any understanding of the form of a sculpture as a
unified whole. Of course, it has long been understood that once a sculpture reaches a certain scale
(eg life-size), it becomes difficult to view both whole and parts simultaneously. Even so, classical
sculptors aimed for an integration of the two, ™ and even when they did not, it is not that harmony
between the two was ignored. ® But a sandpit in the playground is not like that. Digging a tunnel
necessitates a mound of sand. One cannot determine, of whole and part, which is primary, and
which secondary.

When the eight works presented here on the OAP Sculpture Path are viewed from this perspective,
it becomes evident that the exterior views of the sculptures that form their overall appearance,
the narrow tunnels one has to peer into, and the parts far in that continue, unseen, are equal in
significance. In almost all the works, these tunnels are a combination of horizontal and vertical, and
do not offer a view right through to the other side. Only Lifting Up the Mountain has a horizontal
tunnel, but because that tunnel sits some way above the viewer's line of sight, again, one cannot
see right through to the other end. Which means that to acquire a perfect grasp of the sculpture,
relies on imagination.

Returning to our sandpit in the park, this imagination could be described as tactile in nature,
because it is mainly thanks to the touching of fingers inserted from either side that we understand
the tunnel in the mound of sand joins up. Here, that role is played by rainwater. The works are
divided into those parts made by Hayashi and those by Matsui, and the continuous passage of
rainwater is testament to the collaborative nature of the work. However, in the works where metal
pipes are stuck to holes in stone, the tunnel inside is not visible, and in Jumping Over the Hole,

where hole and pipe are separated, this part has to be made up in the viewer's head. In Floating the



doo-dling - ZhRZE>EHHS5ES (2021)
doo-dling - Floating the Ship
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White marble, copper, iron, wood, paint
98 x 77 x42cm

Ship it is not clear whether the interior of the elevated boat and the pipe below are connected, or
not. In these cases, a certain degree of imagination is required.

Such imaginative ability is also needed when looking at the sculptures from the outside. In Dropping
the Puddle, Circulating the Sky and Connecting the Water, with their stone tops, the height of the
top is matched to the height of the viewer's line of sight. When viewing these works from the usual
perspective, one is invited to imagine what the upper surface looks like. In Pulling in the Rain and
Decorating the Rain, waterfall and bowl are surrounded by walls, presenting a different interior/
exterior relationship to the tunnel works. There is something about these two pieces in particular
that evokes the sacred or erotic; yet this too can be seen as the workings of imagination.

Works of this continuous/connected sort and the imagination they spark have been seen before in
the respective practices of Hayashi and Matsui; in the case of Hayashi in his straight lines of stones,
an especially typical example being the 60-meter To Form a Relationship (1999) crossing a path at
the Hakone Open-Air Museum; and in the work of Matsui, the nylon installation One Man'’s Ceiling
is Another Man’s Floor at his 2011 solo exhibition at the Toyota Municipal Museum of Art. Being
large in scale, the lack of integration between whole and parts in these works, and the evocation of
physicality in the viewer, were very much apparent. In this exhibition, with its use of existing bases
as a prerequisite, the size of the works and position of the viewer are both limited. It could be said
though that such restrictions also lead to greater emphasis on the need for imagination.

Lastly, I haven't been able to write about “Cicada” here. | encourage you to search for it as you stroll.

HAESE Takeshi Hayashi
RHE= (2021)
Periodical Cicada

& Cypress
27x9.56x9cm
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doo-dling - 25%26<bZFE3 (2021)
doo-dling - Circulating the Sky
BAREA, M. #%K TVh

Black marble, copper, iron, paint
45x104.5x 67 cm

doo-dling - #3'&2%4EHHES (2021)
doo-dling - Connecting the Water
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Sandstone, copper, iron, paint
45.5x63x55.5¢cm
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OAP Sculpture Path 2021-2022:
Takeshi Hayashi + Shiro Matsui
doodling

May 2021 - October 2022
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Organized by ARTCOURT Gallery / Yagi Art Management, Inc.
Sponsored by Mitsubishi Estate Co,, Ltd,
Mitsubishi Materials Corporation,
Mitsubishi Jisho Property Management Co, Ltd.
Photography: Kazuo Fukunaga, Takeru Koroda (above),
ARTCOURT Gallery (p13)
Design: Chisa Yagi Deuel
Translation: Pamela Miki Associates
©2021 Takeshi Hayashi and Shiro Matsui
©2021 ARTCOURT Gallery

P—haA—-bFr5YU-—

ARTCOURT Gallery

T530-0042 KPRM LXK 7EE1-8-5 OAPF—hI—KF

1F OAP ARTCOURT, 1-8-5 Tenmabashi, Kita-ku, Osaka, 530 0042 Japan
TEL: +81(0)6-6354-5444 / E-mail: info@artcourtgallery.com
www.artcourtgallery.com

i

ép%



== il

YAGI ART MANAGEMENT, INC.

ARTCOURT Gallery




