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% : (Destroying Rectangles on Canvas> 750X630mm, A8 rL,/F5/ BBt/ RA&l/ B8/ B35, ~IN)>, 1975
% : (Destroying Rectangles on Canvas> 750X630mm, K&/ %5/ BR¥L/ 185/ Bk /B5), ~N)>, 1975
left : <Destroying Rectangles on Canvas> 750X630mm, Wooden panel,Cloths,/Pigment,”Medium,~Graphite /Beeswax , Berlin, 1975
right : <Destroying Rectangles on Canvas> 750X630mm, Wooden panel /Cloths,”Pigment,”Medium,Graphite,/Beeswax, Berlin, 1975



% : (Writing over Squares on Canvas> 1450X1250mm, KRBYSRIV/ *+2T72 Bt/ 72N, <), 1976
7 : <Writing over Squares on Canvas> 1450X1250mm, RBYSRIV/ F+2T72 Bk T2V, <), 1976
left : <Writing over Squares on Canvas> 1450X1250mm, Wooden panel,”Canvas,”Pigment,”Acrylic resins, Berlin, 1976

right : <Writing over Squares on Canvas> 1450X1250mm, Wooden panel,”Canvas,”Pigment,”Acrylic resins, Berlin, 1976



_E : <Destroying Squares on Canvas> 820x640mm, &L/ <RIV 45/ EE¥t 15E/Bsd, ~IL)>, 1978

F :<Destroying Squares on Canvas> 750X600mm, K&/ RV %5,/ BE¥L 185,/ B8, ~L, 1978
above : <Destroying Squares on Canvas> 820X640mm, Wooden panel,/Cloths,”Pigment,”Medium~Graphite, Berlin, 1978
below : <Destroying Squares on Canvas> 750x600mm, Wooden panel/Cloths,”Pigment,”Medium,~Graphite, Berlin, 1978



EACH SQUARE OF THIS 1ST LINE WILL NOT BE DESTROYED WITH GRAPHITE

EACH ESTROYED WITH GRAPHITE IN 1 MINUTE

I

EACH 2MINUTES

EACH SQUARE OF THIS 4TH LINE WILL BE DESTROYED WITH GRAPHITE IN 3 MINUTI

‘

EACH SQUARE OF THIS S5TH LINE WILL BE DESTROYED WITH GRAPHITE IN 4 MINUTES

ROYED WITH GRAPHITE IN 5 MINUTI

STROYED WITH GRAPHITE IN

<Destroying Squares on Canvases> 280X |847x52mmX | 31& (B/REF, 3880X1847X52mm), K/ %/ EEFL 5%, B8, BA, 1986~87
<Destroying Squares on Canvases> 280X |847X52mmX | 3pieces (Exhibit, 3880% 1847X52mm), Woods, Cloths,/ Pigment,” Medium,/ Graphite, Japan, 1986~87
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Trials in 1970’s and

Recent Condition
Works of Koichi Ono
text by Arata Tani

1v

When I looked at some of the most representative works by Koichi Ono
at his studio in Fuchu, Tokyo, I felt as if I were taken back to my dear
memories in the past. On his works, many square layers of paint which
are made by laying paint one after another, are arranged in a regular
manner on the board surface. Yet, we soon realize that the square layers
of paint are planned to look half-ruined by putting graphite over them.
His work reminded me of the word “obliterating”, and then of the late
artist, Yukitoshi Tashiro, who used to like these motives. He used
charcoal paper, painted out its surface with an almost regular touch, and
obliterated that touch of paint with crumbs, and by this whole process of
action he used to complete his works. He first exhibited this series at his
one-man exhibition in September, 1973. In his somewhat obstinate way
of expression, that is, “painting and obliterating”, we saw the current times
reflected in it.

While most of these ways of expression led to a spatial work, we found that
there was another expression factor : “time”.  Tashiro went on obliterating
the touch of paint with crumbs in a given area (or a given time) each day,
and finally completed several works in which the touch of paint was left
with graduations.

Though there is no knowing of how Tashiro recognized time, it may be
said that he intended to “change the continual action into a spatial work”,
for which the expression method of drawing was used as a medium.
Ono naturally does not know about these circumstances. He graduated
from Musashino Art University in 1970, and went to Germany that
summer. He stayed there and went on producing and exhibiting his works
for four-teen years.

It may be said that the tendency was reflected during those times, but his
concept of work produced in Germany was constantly filled with the
motives of “obliterating” mentioned here. The details are found in the
book “Untersuchungen”, which he wrote mainly based on his worknote and
published in Germany. In the book, we find a great many experimental
reports on the basic ways of expression : the variation of appearance by
adding another regular touch on the surface covered with matted and
square touch, the variation of appearance by changing only the kind of
touch with the same basic touch, the action of obliterating in which he
leaves only certain words in the German sentence, the action of putting a
touch over the basic square touch, the action of beginning from a perfect
square and gradually intensifying the action of obliterating (in other words,
the variation of appearance by the length of time for the action of
obliterating). This is based on the worknote from 1971-1979, and generally
speaking, it suggests a tendency to change the concept from “obliterating”
to “destruction”.

His “obliterating” and “destruction” are never disordered. Various kinds of
visual differences which are derived from a general rule, that is a matted
square base and a touch laid over them, seem to have attracted his interest
in his early days. We can understand even from this, his motivation to get
over minimalism, and also his presentative work, a series of “Destroying
Squares on Canvas” which began in 1975, shows his intention to go ahead
with his concept in his early days more clearly and more constructively.
When we seek the process in his worknote, at first, he added almost equal

touches on three or four squates like a relief with different heights.  This
square comes from the “rejection of spatiality based on illusion”, which is
caused by painting. The touches are added to it in a regular manner but
so organically that it causes the “surface to be sensitive”. ~ After separating
an organic matter from an inorganic one, materials from senses, and
geometrical factors from expressive factors, he directly put together both
these factors in one. This was an experiment to get a new expressive
effect which can be found in neither of them. The problem of the
crossovered construction like this seems to be quite important.

At this step of his experiment, he did not yet arrive at the concept
“Destroying” in the strict sense of the word. Since then, he exhibited
intermittently the series “Destroying”, where the major way of expression
was as follows : In the first layer he made a square substantial surface with
the same thickness by using paint (powder-type), and on this surface he put
the second layer of graphite, in other words, he touched the first surface
with graphite for a minute, and as the third layer, there was a graphite
touch of two minutes. Thus, he gave a time limit to the touch and repeated
the action over and over till the substantial surface was obliterated
completely. The first surface, by the way, was perfectly substantial without
a touch. In this series, there were works (from '79~’81), which had as
many as 16 layers.

gtk
In the 1980’s, in addition to these two-dimensional works, he produced
spatial installations which were also developed within a given time limit :
‘“Rauminstallation” ('81, Gallery Giannozzo, Berlin), “Rauminstallation”
(82, Gallery Wewerka, Betlin), “Aktion, Zeit und Materie” ('82, ditto),
and “Tertiar” ('83~'84, Sculpture Park, Seestern) are some of the examples.
Among these, the 81 work at the one-man exhibition at Gallery Giannozzo
was one, in which he put pole uprightly at the center of the ordinal gallery
space and in which twelve lines radiated from the pole at about the height
of our breast. The twelve lines divided the space radially. This is all the
work you see in the room, but in fact, in the basement of the gallery, twelve
divided spaces were formed, which connected the ones upstairs as if
reflected in the mirror. The lines of the work in the basement were drawn.
Between the two concentric circles, blocks of lignite (“Brikett” in German)
from the tertiary were placed, and were knocked down to pieces in a given
time (a minute per a block).

The '82 Installation of the one-man exhibition at Gallery Wewerka, was
shown both indoors and outdoors. Outdoors, the German word “MATE-
RIE” (material) made of Brikett was also knocked down for a given time
and crushed to pieces. Then the crushed Brikett was made again into the
word “ZEIT” (time). Inside the house, twelve blocks of Brikett, which were
wrapped and placed radially in a cloth, were also crushed one after another
for a given time (two minutes per block), and finally the cylindrical cloth
bag hung down from the ceiling.

In the case of the installation which he made in the Sculpture Park just
before coming back to japan, the word “TERTIAR” (the Tertiary) was
made of Brikett and left there for a long time. This work had been
displayed for such a long time from 1983~1984, that it weathered in the
end up to where no man could find the traces of the letters.

A common factor of all these installations is “time limited by the outside”.
It is true that the main motives are, as a phenomenon, the transformation
of Brikett, but the meaning of the expression in these installations is rather
an intention to “change an action into an object”. By putting an action
to the object in an outer frame of time, which has no relation with the
artist’s intention, it frees a common fault that all the value judgements of
expressive action are directed toward transformation of the material, and by
that, the artist’s too much self-consciousness in expression itself is also
controlled. If a part of the feature of the 70’s art which represented the
times of post-minimalism can be found here (in fact, it must be found here),
they don'’t attach importance to the value judgements directed just toward
a work, but to the conditions as a premise.

3‘
Coming back to the story, at around 1973 in Japan, the generation which



followed “Thing Stickers” just began to inspect this group. Tashiro’s
repeated action of painting and obliterating was not unrelated with the
inspecting work which was regarded as necessary at that time. However,
his repeated expressive action was controlled, at least, by “a time limit
which is regulated from the outside”. He made use of time limit which
stood outside, rather positively, as a frame for his work.

The above phenomenon was not found only in Japan, but also in Germany
in 1973. “Drawing with limits” was a trend of the times, though there is
no telling, whether Koichi Ono, who had already lived there for three years,
was aware of it or not. W.Gaul who was an Informel artist in the latter
half of 50" s, exhibited a drawing by using oblique lines following a
regulation (Peccolo Gallery, Kéln), and an American sculptor, R.Morris,
exhibited a graphite work (drawing) of a movement on a paper from the
top to the bottom for three minutes, in a blindfolded condition (Art and
Progress Gallery, Diisseldorf).

Restriction of nature in touch (Gaul), and restriction of the expressive
action by the outer factors, that is, time and number of line (Morris).
Though they take different methods, both are good examples reflecting the
feature of this period.

Incidentally, in the same year, the first work of the series by Lee U fan,
“From a Point” and “From a Line” was exhibited (Tokyo Gallery).

This series may be regarded as his first attempt to get over himself as a
“Thing Sticker”. However, he already began to grope his way to the series
“From a Point” and “From a Line” in 1971. Though he was surely trying
to approach the basic factors of a two-dimensional expression, his conscious-
ness of time did not conform the examples above mentioned.

Koihi Ono’s attempt to systematize his repeated actions of “Painting” and
“obliterating”” is not totally unrelated to these conditions of this period.
In his case, in addition to the theses, such as “obliterating”, “time restric-
tion”, and “regulated drawing” of the 1970’s, we can follow his steps from
the “Problem of material in the Post-minimalism” to the “relief painting”
which leads to his recent works, and at the end, which leads to the
“three-dimensional painting”. In “Plate Tectonics”, his principal series after
his return from Germany, we can see that to the problem of painting in the
series ‘“‘Destroying”, in which a substantial surface is destroyed by drawing,
another motif of a substantial transformation not by drawing, as he showed
in his serial installations, is added. Besides this, even a basic material is given
such a transformation as he calls “gaps”. It is a work which follows his steps
from reliefs to three-dimensional painting.

4_

His principal work developed as stated above, but besides them, there is a
series of “Writing-Obliterating” (1982~1983), which does not use a relief.
These works are a tempera painting produced by the actions of writing a
word and obliterating it. Therefore, they may be said to be located as the
elongation of motif which has been practiced in his previous mentioned
worknote. A large and long acryl painting, which was produced in 1979,
is different from this series of tempera painting. On the complicatedly
colored surface, a verse of the prajfia-paramita-sutra is printed clearly in
English. Looking back at the “Rauminstallation”, the relation between the
complicated color group and the sutra may be compared with the relation
between the Brikett and the twelve-divided spaces. While these concern
the spatiality inside the work, they act stronger in co-operative with time
and space outside the work.  Producing a work, which is a practical action
always con-ronting a material, can be regarded as a reflection of man’s
intention towards “outer factors” which is extended towards greater
dimensions. The “outer factors”, which originate in the universal view-
point of time and idea, never fail to revitalize the relationship between an
artist and a society, culture, and history, as well as political issues.

In the case of Ono, the way of acceptance of this relationship may be
staying at a straightforward and naive level. In other words, his attitude
is accurate and is high in purity. Perhaps this is connected with the
climate in Germany. Though this problem made a turn long ago and was
“obliterated” from the mind of most artists in Japan, Ono still adheres to
the problem and continues to develope it. He is able to do so, owing to
the German climate (or, environment) which supports him from the bottom

and strongly reflects it in his works. To see it with a time lag of nearly
twenty years, it is ironical to say that this problem even seems to be quite
anew.

Meanwhile, however, he experienced the “Berlin new wave”’, the one
extreme of the “new painting”. He knew R.Fetting, his junior at Berlin
Art University, and also made friends with Salomé. Max Neumann was
his nextdoor neighbor in the studio. If it may be so, more importance is
attached to the coexistence of persons whose way of thinking and
expressing are quite different, and who have the place of activity separately.
It is also important that there is a broad and profound bosom which accepts
all of them together. Such an environment of art enables Ono to cling to
his policy.

Not only Ono, but also the artists who went to Germany later, not all, but
rather many, encountered this climate and created excellent works. For
example, Kazuo Katase who went there during the mid 70’s and who still
stays in kassel, Keiji Uematsu (in Diisseldorf), during the 80’s, kanji Wakae
(Wuppertal) and Yasushi Nakase (Berlin). Though they live in different
place, at different time, making art activities separately, we can find
something common in them.

On the grounds of substantial and existential impression of German
sculpture and solid work, the Japanese sense of formative space was
reflected, from which, different from the Japanese climate, a peculiar,
post-minimalistic viewpoint of formative space was born. The area, where
the senses of materials and spaces of both countries adjoin, looks so friendly
from any side, that it can be regarded as the hotbed of the durable and
variational works.

Koichi Ono was one of the pioneers in this area.



_E : <Destroying Large Rectangles> 1020X320X58mmx | 218 (7B, 1020X4335X58mm), K% BE¥t/#8%),/ 28, BA, 1988~89
F : <Plate Tectonics> 366x2055X90mmx 718 (/KB 2640x3610x90mm), K75 EEk:/#8%), 2%, BA, 1989

above : <Destroying Large Rectangles> 1020X320X58mmX | 2pieces (Exhibit, |020x4335X58mm), Woods,”Cloths,”Pigment,”Medium, Graphite, Japan, 1988~89
below : <Plate Tectonics> 366X2055X90mmX 7 pieces (Exhibit,2640%3610X90mm), Woods, Cloths,”Pigment,”Medium,~Graphite, Japan, 1989



(Plate Tectonics> 588x328x90 (L) 478x928x90 () 588x928X90(F)mm, K% /EEkt/ #4#, B8, BA, 1987
<Plate Tectonics> the upper part:588X928X90:the inside:478X928X90:the lower part:588X928X90mm, Woods, Cloths,”Pigment,”Medium,~Graphite, Japan, 1987



b2 CPlate Tectonics> 245x300mm, 7/#/BEAt/#RA&l, B, 1989
F : <Plate Tectonics> 245X330mm, /75 /ER¥t/##|, BA, 1989
above : <Plate Tectonics> 245X300mm, Woods,Cloths,/Pigment,”Medium, Japan, 1989
below : <Plate Tectonics> 245%X330mm, WoodsCloths,/Pigment, Medium, Japan, 1989



<Plate Tectonics> 1850x4210x360mm, /7 /EE¥t 5%, BA, 1989~90
<Plate Tectonics> 1850%4210x360mm, Woods,”Cloths,Pigment,”Medium, Japan, 1989~90
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graduated from Department of Painting, Musashino
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“Art-Books” Frankfurter Art Association, Frankfurt
a. M.
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Days, Berlin
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1983,
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1986,
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*“'88 Sculpture Symposium at Nasu” Tochigi
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“Time and Material” preface by Roland H. Wiegen-
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“Time and Material” preface by Roland H. Wiegen-
stein, published by Michael Wewerka, edited by
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“One-Man Exhibition/Zeit und Materie” published by
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“One-Man Exhibition/Zeit und Materie” published by
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published by Exective Commitee of Exhibition,
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Design Seminar”—tripartite talk with Ryoko Ueyama
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@ Comments/Articles

Heinz Ohff, “Tagesspiegel-Feuilleton” Berlin, Dec. 21,
1976

Mauke, “Wolfsburger Allgemeine” Wolfsburg, Aug. 10,
1979

Ernst Busche, “Tagesspiegel-Feuilleton” Berlin, Apr.
20, 1980

Rainer Haarmann, “Catalogue of Karl-Hofer-Associa-
tion” 1981
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Junichi Shioda, “Art '86” “Bijutsu Techo” (maga-
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Shigeo Chiba, Quartery Comment on Contemporary
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* Catalogue for Exhibition ‘“Sketchbook” Gallery
Bernard Jordan, Paris, 1987

*“Oasis of Form” (exhibition) Every other Monthly
“Interior Space” No. 3(magazine), Jan. 1987
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