


SECOND B NATURE

EN DANSK-JAPANSK DESIGNUDSTILLING



Second Nature. En dansk-japansk designudstilling,
Vises 1 Rundetaarn Kebmagergade 524, 1150 Kebenhavi K
D.. 8. august — d. 20, september 2009

Initiativtager, idé og kurator: Anne-Grete Duvald, designer
Kurator: Miriam Hinman Nielsen, antropolog

Skribent: Louise Mazanti, professor Ph.[D

Skribent: Adrian Favell, professor Ph.D

Udstilingsdesign: Anne-Grete Duvald & Hanne Hojin Madsen
Overseetter: Miriam Hinman Nielsen

Korrektur: Charles Ferro, Bjern Andersen og Lene Wagner

Grafisk tilretteleeggelse, design og webudarbejdelse: Umloud Untd
Trykkeri: KLS Grafisk Hus A/S

Kataloget kan kebes ved henvendelse hos:

www.second-nature.dk

Forinformation omkring udstillingen kontak:
Anne-Grete Duvald
ag@agduvald.dk

www.agduvald.dk



Indhold / Contents

Forord af Anne-Grete Duvald, designer og kurator
Introduction

Second Nature - KI‘Op 0g Sj @l af Louise Manzanti, professor Ph.D.

Second Nature — Body and Soul

Det japanske designmilje af Adrian Favell, professor Ph.D.
The Japanese Design Milieu

Medvirkende kunstnere / Artists

Akira Minagawa designer

Ane Lykke tekstildesigner
Anne-Grete Duvald designer
BObby Ricketts saxofonist & producer
Cecilie Manz designer

Christian Flindt arkitekt & mebeldesigner + Bodil Jerichau tekstildesigner

David Garcia arkitekt MAA

Grethe Wittrock fiber- og tekstilkunstner

Keiji Ashizawa arkitekt

Koichi Suzuno arkitekt + Shinya Kamuro arkitekt
Niels Hvass designer + Christina Strand designer
Oki Sato arkitekt

Rasmus Fenhann mebeldesigner

Ryuji Nakamura arkitekt

Tani Toshiyuki lampedesigner

Turi Heisselberg Pedersen keramiker

Yuichi Higashionna kunstner

Yuriko Takahashi designer

Fonde / Foundations

10
12

16
22

30

34
38
40
42
44
46
48
54
56
58
60
62
64
66
68
70
72
76

78



asmus Fenhann / Kubo



Oki Sato / Ribbons



Forord

nder en rejse til Japan i 2007 fik jeg idéen til
Uudsﬁllingen "Second Nature. En dansk-japansk
designudstilling”. Udstillingen skal afspejle den gen-
sidige designfascination, de to lande har for hinanden
pé trods af vidt forskellige kulturtraditioner.

Jeg er, som de fleste andre designere herhjemme,
altid blevet inspireret og fascineret af japansk design,
kunst og kultur. Faktisk i lige sa hej grad, som af de
danske mabel- og designklassikere.

Min forste fascination af japansk design og kunst-
handveerk handlede om evnen til at fa alle detaljer
med og ikke mindst det implicitte i udtrykket, hvad
enten det matte dreje sig om et menster, et hus eller
en traditionel madkasse. Med andre ord: Evnen til at
fa selv det mest simple til at fremsta naermest fuldendt.

En anden stor abenbaring for mig var, da jeg for-
stod, hvor integreret en del det er af den japanske
kultur at neere et dybtfelt nske om at vaere et med
naturen. Udover, at det er en del af teenkningen i
japanernes klassiske tilgang til minimalismen, er det
ogsa en dybereliggende del af deres kultur — grund-
leeggende bade i det moderne udtryk og den moderne
livsstil savel som 1 det traditionelle. Det fik mig ogsa til
at reflektere over dansk formgivnings dybereliggende
motiv for design, kunsthandveerk og arkitektur.

Jeg fascineres generelt af design, kunsthandveerk
og arkitektur, der evner til at skabe noget evigtgyldigt.
Som formgiver og bruger handler det for mig person-

ligt, om pa en ydmyg made, at kunne meerke objekt-

ets sjeel i form af skenhed, enkelthed, overraskelser
og neerveer. Det interessante er efter min opfattelse
objektets samspil med omgivelserne og tiden.

Denne dimension er til stadighed aktuel og til
inspiration og eftertanke for os alle — hvad enten vi
er designere, producenter, miljabevidste forbrugere
eller politikere. Hvem er vi, hvad ger vi, og hvorfor
gor vi det?

De inviterede designere, kunsthandveerkere og
arkitekter tilherer alle den yngre og innovative gene-
ration. De er valgt ud fra sestetiske og professionelle
kriterier, og gruppen har indbyrdes en tilknytning til
hinanden i kraft af deres formsprog, deres forhold
til minimalismen samt en gensidig inspiration. Alle
udstillere mestrer handveerket, og det interessante
er veerdien af dette i forhold til at arbejde innovativt
og fremadrettet. Deltagerne har selv beskrevet deres
veerker med egne ord i dette katalog.

Udstillingen er ment som et supplement og en kom-
mentar til den evrige udstillingsscene — et vindue —hvor
der stilles skarpt pa fascinationen og sleegtskab pa tvaers
af design, arkitektur og kunsthandvaerk.

Udveelgelsen af de japanske designerne er sket
i samarbejde med antropolog og kurator Miriam
Hinman Nielsen.

Anne-Grete Duvald
Designer og kurator pa udstillingen



Introduction

n a trip to Japan in 2007, [ had the idea for the
O exhibition ”Second Nature —a Danish-Japanese
Design Exhibition”. The exhibition aims to reflect the
mutual fascination between designers from the two
countries, despite their very different cultural traditions.

As is true for many designers, Japanese design, art
and culture have always fascinated and inspired me.
In fact, it has been as important a source of inspira-
tion for me as have Danish furniture design and other
Danish design classics.

I was initially fascinated by the ability of Japanese
design to incorporate all details, and not the least, by
the subtlety of expression, patterns, buildings, even
traditional lunchboxes. In other words: The ability to
make even the simplest thing appear virtually flaw-
less in its corhpletion.

It was also a dramatic revelation when I realized
just how important the deeply-felt wish to be at one
with nature is in Japanese cultural traditions. Along
with being part of the theory of the classical Japanese
approach to minimalism, it is also an essential part
of Japanese culture. It is a trait implicit in the modern
forms of expression and in modern, as well as in
traditional, lifestyle. The experience made me reflect
on the deeper motives behind Danish design, craft
and architecture.

[ am generally fascinated by design, crafts and
architecture, which succeed in “creating”something

eternal. As a designer and a consumer of design what

is important to me is to be able to feel the soul of an
object, its beauty, simplicity, surprise and intimacy.
What is interesting in my view is how the object
interacts with its time and surroundings.

This dimension always seems to ring true in its
topicality, because it inspires and makes us all think,
regardless of whether we are designers, manufac-
turers, environmentally conscious consumers or poli-
ticians. Who are we? What are we doing? And why?

The participating designers, craftspeople, creators
and architects all belong to a young and innovative
generation. They have been chosen with aesthetics
and professional criteria in mind, and the group are
connected through their idiom and their affiliation with
minimalism, as well as common sources of inspiration.
All exhibitors are skilled craftspeople, all innovative
and future oriented —all of which makes for a compel-
ling combination. In this catalogue, the participants
have described theirown works in their own words.

This exhibition is meant as a supplement to and a
commentary on the surrounding exhibition scene —a
window that focuses on the fascination for and the
relationships ameng design, architecture and craft.

The Japanese designers have been selected in col-
laboration with Miriam Hinman Nielsen, anthropolo-

gist and curator.

Anne-Grete Duvald
Designer and curator of the exhibition
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Second Nature - Krop og sjeel

af Louise Manzanti, professor | design, kunsthandveerk teori og historie, Ph.D.

apansk og dansk formgivning har mange paralleller.

Selv om de hver for sig vokser ud af vidt forskellige
aestetiske, samfundsmeessige og ekonomiske traditio-
ner, er der en slaende lighed i begge landes formgiv-
ning. Renhed, enkelthed, respekt for materialer frem-
kalder en eestetisk stramhed, der nok bunder i logik og
funktionalitet, men som aldrig bliver ‘kold’. Dette
feellestraek tydeliggores pa udstillingen Second Nature,
I bade den japanske og den danske tilgang ser vi det,
man kunne betegne som et minimalistisk formideal;
en tilgang som er anonym, men aldrig upersonlig.
Den er anonym i ordets positive forstand, fordi hvert
enkelt objekt tydeligt stiller sig til radighed for bru-
geren uden at veere for pagdende i sit udtryk, men
aldrig upersonlig, netop fordi hvert enkelt objekt er sa
udtryksfuldt i bade form og materiale.

Den danske designtradition bygger helt grund-
leegeende pa et socialdemokratisk formideal. God
formgivning skulle veere rettet mod samfundet som
helhed, forbedre og ikke mindst forskenne hverdagen
for den almindelige borger. Dette formideal har fedt
utallige klassikere af navne som Arne Jacobsen, Finn
Juhl og Hans J. Wegner, der stadig er inspirationskilder
for mange af nutidens designere.Vi ser det tydeligt pa
udstillingen, hvor eksempelvis Niels Hvass, Christina
Strand og Cecilie Manz pa fornem vis videreforer
denne stilrene designtradition. Nar begrebet “stilrent”
er det rigtige ord i denne sammenheng, er det netop

for at understrege, at den danske formgivningstradi-

tion er ubrudt, og at den ikke for alvor har veeret prae-
get af modebaserede udsving. Den udvikling der har
fundet sted, som den repreesenteres af formgiverne pa
denne udstilling, peger direkte tilbage pa de veerdiseet,
der kendetegner den danske tradition. Det udgar fra
et humanistisk menneskesyn, hvor mennesket altid
er i centrum, Det betyder, at dansk design traditionelt
kommunikerer direkte med brugeren. Funktionalitet
og aestetik gar op i en hajere enhed i produkter, der
bade er sanselige, emotionelle og funktionelle. Mate-
rialevalget er ofte naturneert; tree, tekstiler, keramik og
glas, og forarbejdningen seetter hoje krav til hand-
veerksmaessige og dermed sanselige kvaliteter. Det
produkterne hermed signalerer er en abenhed. De sig-
nalerer et positivt veerdisaet; pa niveat med brugeren;
en afdeempet aestetik, der tjener det formal at veere
velgerende for bade kroppen og sindet. Det er preecis
heri, det emotionelle indhold bunder, og her udtrykket
kan veere anonymt uden at veere upersonligt. Produk-
terne saetter aldrig sig selv hejere end brugeren — de
eridialog. Der opstar en kommunikativ situation,
idet brugeren fornemmer den omsorg, der er taget for
produktet, og for at produktet skal opfylde brugerens
fysiske behov for funktionalitet og emotionelle behov
for sanselighed og skenhed. Samtidig er det her, vi
finder koblingen til japansk form. Den japanske form-
givningstradition er dybt praeget af et spirituelt livssyn
fra hovedsagelig buddhismen og shinto, der stadig

dyrkes i dag. Med redder meget langt tilbage i japansk



historie er spirituel vaekst, dyrket gennem meditation
og ceremonier, en vigtig del af japansk kultur. Tilstede-
veerelse i nuet er en del af vejen mod erkendelse, og
hverdagsgenstandene og fremstillingen af dem har i
den forbindelse en central funktion. Det traditionelle
kunsthandveerk har derfor en helt anden status i Japan
end i Vesten.

Den sakaldte Mingei-tradition er et godt eksem-
pel. Formuleret af den ja-
panske filosof Yanagi Sho-
etsui1920erne, var denne
hand-lavede brugskunst
et udtryk for ensket om at
bringe skenhed til folket
i anonyme, handlavede
genstande, der var funk-
tionelle 1 hverdagslivet. Det centrale i Mingei var
sammenspillet mellem det anonyme produkt, og den
personlighed, hver enkelt genstand kommunikerede,
Ingen kop eller krukke var ens, og det var netop her
genstandene fik deres liv, deres betydning og dermed
deres skenhed. Bade i den japanske og i den danske
tradition, har brugeren derfor spillet en vigtig rolle.
Hver enkelt genstand er underlagt et altovervejende
hensyn til sin bruger, og for begge traditioner geelder
det, at fysisk-funktionelle og sestetisk-emotionelle
hensyn veegtes lige hejt. Integreret i teenkningen
er dermed, at der skal drages omsorg for bade

krop og sjeel.

“At veere bergvet autentiske,
sanselige erfaringer har skridt for skridt
fremmedgjort os fra os sely, og fra
fornemmelsen af, hvad der er vigtigt.”

Second Nature viser, hvor denne udvikling star
i dag. Udstillingen er et mode mellem to kulturer,
hvis formgivning beerer tydeligt praeg af en gensidig
fascination og inspiration. Den viser, at omsorg for
mennesket og spiritualitet, hver for sig viderefart i
henholdsvis den danske og den japanske formtradi-
tion, giver et overraskende ens udtryk: Sanselighed.
I sanseligheden bygges der bro mellem krop og sjzl,
men i lige sa hej grad
mellem mennesker. Det
sanselige objekt er et
vidnesbyrd om sin egen
fremstillingsproces og den
omhyggelighed, der er
lagt i det, og pa den made
knytter det bade an til en
meditativ og en social proces. Meditativ i sin insiste-
ren pa en bevidst, sansende tilstedeveerelse, og social
i sin kommunikation mellem formgiver og bruger; i
den omsorg der er lagt fra det forste led til det naeste.

Med udstillingen Second Nature genopdages
den umiddelbare gleede, der er i omgangen med
skenhed og sanselighed. Dermed inviteres vi til en
abning af et eegte engagement i vores omgivelser, i
en tid hvor eksisterende samfundsmodeller efter-
handen har vist sig at veere udtjente. At veere beravet
autentiske, sanselige erfaringer har skridt for skridt
fremmedgjort os fra os selv, og fra fornemmelsen af,
hvad der er vigtigt.



Second Nature - Body and Soul

by Louise Manzanti, professor in design and craft ‘s theory and history, Ph.D.

Thcre are many: similarities between Danish and
Japanese design. Even though the two traditi-
ons have developed out onew different aesthetic,
societal and economic conditions, there is a striking
similafit_y between: the designs produced in the two
countries. Simplicity, purity and a certain respect
towards the materials create a tight/straight kind of
aesthetic, which may take its starting point in logic

~ and functionality, but which is never cold.

This similarity is illuminated in the exhibi-
tion Second Nature, In both: the Japanese and
the Danish approach fo design, there'is a strong
presence of a minimalist ideal, an approach that is -
anonymaous but never imp,el'son_a[. The approach is
anonymous in a positive sense, because each object
is'ready to be used without bging_ too assuming
in its expression. But‘the ebject neverbecomes
impersonal because each objects form and material
iS expressive.

Fundamentally; the Danish history of design is-
built on a social democratic design ideal.

Good design was supposed to be for the whole
of soeiety. It was supposed to improve, and not the
least, make the everyday lives of ordinary citizen
more attractive. A'llong list of classical Danish de-
signerssuch as Arne Jacobsen, Finn Juhl and Hans J.
Wegner —who continue to inspire the contemporary
designers — have been born out of this'design ideal.
This is seen clearly in the exhibition, where names
such as Niels Hvass, Christina Strand and Cecilie

Manz elegantly carry on this tradition-of a pure style.

[ use the term”pure style”in order to emphasize
that the Danish tradition of design makes up an

unbroken line and hasn’t been strongly influenced

by shifting trends. The development which has taken

place within the tradition, and which is represented
by the designers in this exhibition, po_intsldirec_tly. o
the values that define the Daﬁish tradition. They all
take theirstarting peintin a _ﬁun"géinist’ worldview;

which places human beings at the centre.

This means that Danish'design‘traditionally com-=

municates directly with the users: Functionality: and
aesthetics meetin products that are at once sensory,
emotional and functional. The materials are often

natural =wood, textile, ceramics, glass — and the

craftsmanship is highly valued; which means that the

sensory qualities are emphasized. Thus the products
communicate a certain o'pehness__. : :

They communicate a pesitive set of vz_ll'ucs.a_t a
user level, a subtle form ofaesthetics, which aims at
pleasing the mind and the body. This is exactly where
the emotional comesin and the appearance is anony-
mous without being impersonal.

The products never rise above the user; rather,
they enter into a-di'alogue with the user.

Aldialogue begins because the user senses the
care that'has gone into the product —a care and con-
cern that the physical need for functionality and the
emotional need for aesthetics and beauty are met,

This iswhere we find the connection to Japanese
design. The Japanese tradition of design is deeply

influenced by a spiritual outlook on life originat-



ing mostly in Buddhism and Shintoism, both living

religions today. Aniimportant part of Japanese culture
—awhich has its roots far back in Japanese history —is
spiritual growth; cultivated through meditation and

ceremonies, Existing in g il
the present is patt of the:
path ‘towards enlighten-
ment: Everyday: objects
and the 111(111ufacturin§ of
these are in this sense of
major impurtdnte. Thus
traditional crafts have a
ditferent status in Japan than they have in the West,

The -so—éa'lieni Mingei-tradition is a good example
of this. Formulated by the Japanese philosopher in
the 1920s, the crafts that-came.out of this tradition
expressed a wish to bring beauty to the people in
the shapeof anonymotis, handcrafted objects, which
were supposed to be functional in everyday life. What
defined the Mingei tradition was the connection
between the anonymous product and the personality
of'each object.

Nocup or vase was alike, and this is what gave
each object itsiife, meaning and theréby'— itsibeauty.
Thus the tiser has played an important role ywithin
Japanese and Danish 'des_ign. Each ebject is subjected
to an all-important concern for the user. And it's
true for both traditions that physical=functional and
aesthetic-emotional concerns are equally important.
Thus the concernfor the body and the soul isan

integrated part of both traditions:

‘Being robbed of authentic and tactile
Sensory.experiences has, step by step,
rermoved us from ourselves and from the
feeling of what is truly important.”

Second Nature shows t1s where this develop-
ment has come to'today. The exhibition'is a meeting

between two cultures whose designs are influenced

by mutual fascination and inspiration. The exhibition

shows how the concern
regarding human beings
and spirituality — within

* Japanese and Danish
design traditions-
prodiices a surprisingly
similarresult: objects
that contain a certain

delicate sensory awareness.

Within thisawareness the body and soul, aswyell

‘as people, become connected. The tactile and sensory,

object bears witnessito its own production process
and the careful concern that was putintosit. In this

way.itlinks to a social and meditative process: medi-

‘tative, because it insists.on a conscious and SENSOTY

lifestyle; and, social, because it becomes a commuini-
cation link between the designer and the user, mirror-
ing the concern ot the designer.

In the exhibition Second Nature, the immediate

joy; arising when we experience beauty and tactile

sensory awareness is reviewed: We are invited toan’

opening of an‘exhibition that focusesion real engage-
ment with oursurroundings, in a-Hme when exist-
g models of society have become outdated. Being
robbed of authentic and tactile Sensory experiences
has, step by step, removed Us from ourselves and

from the feeling of what s truly important.
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Det japanske designmiljg

af Adrian Favell, professor i Europaeiske og Internatationale Studier, Ph.D.

D e diskussioner, der omhandler japansk design

i1 Vesten i dag, refererer ofte til tradition og

&
til seerlige ideer emkring filosofi og eestetik, som
heevdes at veere unikke for japansk kultur, og som har
manifesteret sig i et umiddelbart genkendeligt sprog

i produkter, der er tilgeengelige og fil salg over hele
verden. Dette var for eksempel det klassiske ud-
gangspunkt i en storre udstilling arrangerct af Japan
Foundation i Paris for nylig. Denne udstilling viste
netop eksempler pa nutidig beromt design fra Japan
og beskrev disse vaerker som produkter af specifikke

u

kulturelle dyder sa som “finesse”, “minimalisme” og
J (=)

“kunsthandveerk”, savel som veerende unikke i deres

“o 1

harmoniske kombination aft “nyt/gammelt”, “natur-
lighed/teknisk kunnen®, “folelse/fornuft” ete.! Men
japansk design i dag er i lige sa hej grad et produkt af
et specifikt socialt og ekonomisk miljo — det i hej grad
urbaniserede, ultramoderne globale samfund under
dramatisk og konstant forandring, som star overfor
nye problemer og udfordringer ved starten af det 21.
Arhundrede — som enhver astetisk tradition er det.
Er der noget, der kan karakteriseres som unikt
japansk, ma det veere denne specifikke samfunds-
historiske udvikling. Det er den, der bedst forklarer
den igjefaldende kreativitet indenfor japansk design
i perioden efter Anden Verdenskrig, I 1980’erne, efter
stodt at have arbejdet sig ud af krigens adeleeggelser,
begyndte Japan at frembringe designere, der var i
stand til at udfordre — hvis ikke udkonkurrere — deres
europeeiske og amerikanske rivalers ledende position
som dem, der definerede de globale trends. Efter
afslutningen af den berystede ekonomiske “boble”
og det spektakuleaere kollaps af den japanske skonomi

i 1990/91 fulgt af femten ars lavkonjunktur, opstod

en ny generation af subkulturelle og kreative skabere
indenfor alle designomrader. Disse designere, der
boomede pa trods af den gkonomiske krise, formdede
at veekke den globale interesse for japansk populeer-
og finkultur i begyndelsen af det 21. drhundrede.
Verden har generelt veeret sen til at anerkende
den imponerende modernitet i efterkrigstidens
Japan. Det var ferst i 1964 med Olympiaden i Tokyo
og med Verdensudstillingen i 1971, at det begyndte
at ga op for omverdenen hvor hurtigt udviklingen
gik i Japan. Japan gik fra at imitere Vestens industri
og teknologi i efterkrigstiden til at forbedre den, og
dette beted ny anerkendelse af de ekstraordineere
kreative kreefter bag hightech design. For foerste
gang begyndte man iVesten at overveje, hvorvidt
fremtiden nedvendigyis ville blive indbegrebet af
total amerikansk dominans eller ej. Det var et rent
fremtidschok at se Asien i forreste raekke, og man
skal huske pa, at dette var tyve ar for det nuvaerende
massive fokus pa Kina. I midten af 1980'erne stod
Japan med designere i verdensklasse indenfor alle
omrader, ledet af neglepersoner som Issey Miyake
indenfor tojdesign, Arata Isozaki indenfor arkitelktur
og Toshiyuki Kita indenfor mebeldesign. Modedesig-
nere som Yohji Yamamoto, hvis dekonstruktive anti-
mode blev det hotte i Paris, og hvis nye fusionsstil
definerede en seerlig kunstnerisk catwalk-mode, er
et eksempel pa hvordan klegtige @st-Vest dualiteter
definerede 1980'ernes globale generation. Han og
andre blev pionerer for en eksotisk avantgardistisk
stil, som pa én gang tilfredsstillede den vestlige
forestilling om en seerlig “japanskhed” — en japansk-
hed defineret af klassiske eestetiske dyder — og som

samtidig blev kombineret med de seneste trends og

1 Wa: “The Spirit of Harmony and Japanese Design Today® (Japan Foundation and Maison de la culture du Japon a Paris, 22, oktober 2008 — 31. januar 2004)



stilarter fra Vesten, der blev importeret til Japan og
inkorporeret i de japanske produkter=.

Designerne blev et varemeerke for byen Tokyo,
som i 1980/erne blev en slags globalt Shangri-La. I
en tid hvor New York og London virkede triste og
nedslidte, og Paris og Milano stadig levede hgijt pa
tidligere tiders omdemme, var Tokyo en spektakuleer
og futuristisk by, der udviklede og forandrede sig med
hej hastighed. Det var en
by, hvor priserne var sky-
heje, og hvor der var et
eksplosivt og varieret ud-
valg af forbrugsvarer. Det
var her, grunden blev lagt
til den globale forestilling
om det hypermodeme Ja-
pan; En alternativ asiatisk
besad

magten til at overtage selveste USA; en vision af

modernitet, der

fantastiske forbrugsmuligheder og en diversitet med
produktive specialmarkeder indenfor alle omrader
(dette sas iseer i det keempe udvalg af magasiner og
blade); en importer af de bedste og dyreste maerke-
varer fra hele verden og en ny global medspiller,
med en solid selvtillid indenfor teknologi og kom-
mercielle kapaciteter. [ kelvandet pa denne udvikling
fik japanske firmaer stor global succes, og med deres
salg af ofte ikoniske designprodukter sasom motor-
cykler, sterecanleeg, ikoniske mabler og ikke mindst
walkman’en promoverede japansk design sig som
fremtidens design.

Men sa eendrede situationen sig. Efter et dramatisk
kollapsi gkonomieni 1990 — 91 og et dramatisk fald af

grundpriserne samt en voksende mistillid til bankerne

* Yuniyva Kawamura: “The Japanese Revolution in Paris Fashion®, (Oxford: Berg, 1994)

“Alle, der arbejder kreativt og er i alderen
fra midt i 40°erne eller yngre kan siges at
veere pavirket af de nye ideologier og nye
former for kreative udtryk, som opstod
i Japan i arene under den sociale
og gkonomiske krise."

(en direkte parallel til hvad der er sket globalt i 2008),
sank Japan langsomt ind i en skonomisk recession,
som man farst begyndte at se en udvej pa efter 2000.
Den gkonomiske panik blev efterfulgt af naturlige
og menneskeskabte raedsler i 1995 med jordskaclvet
i Kobe og Aum-kultens angreb med gittgas. Denne
apokalyptiske tid markerede slutningen pa efterkrigs-
tidens drem, og samtidigt et dramatisk generations-
skift, da den japanske
ungdom begyndte at
seette spargsmalstegn ved
alt det, deres samfund
var byeget op omkring,
Unge meend og kvinder
begynde at sige nej til
de traditionelle roller
og karrierer indenfor
store korporationer, og
generelt begyndte ungdommen at se sig.om efter en
ny, friere og alternativ livsstil.

De designere, der deltager i udstillingen Second
Nature er for storstepartens vedkommende bern
af denne “post-boble” generation. De er fadt i
1960"erne eller senere, og de gik enten i skole eller
var helt nye pa arbejdsmarkedet, da de store korpara-
tioners velmagtsdage tog en ende. Alle, der arbejder
kreativt og er i alderen fra midt i 40’erne eller yngre
kan siges at veere pavirket af de nye ideologier og nye
former for kreative udtryk, som opstod i Japan i arene
under den sociale og skonomiske krise. Da de unge
sagde nej til at tage de firmaidentiteter til sig, der hid-
til havde dannet rygmarven i Japans stabile vaekst, tog
de samtidig en radikal individualisme til sig, eksem-

plificeret i udtrykket freeter (“fri arbejder”), hengivet,



ikke til nationen, korporationen eller karrieren, men i
stedet til jibun sagashi ("selvrealisering”). For mange
betad freeter-livet et fleksibelt og ubeskyttet arbejds-
liv uden udsigter til en succesfuld karriere, men for

en forholdsvis stor minoritet signalerede dette liv
kreativitet opsummeret i den tilherende kurieita-
ideologi. Det betod muligheden for at leve livet som
en kreativ person — at leve for og af kreativiteten. Der
var krise 1 Japan, og landet var edelagt af politisk,
social og ekonomisk fortvivlelse, dog eksisterede der
i midten af 1990’ernes Tokyo — som resten af verden
havde mistet interessen for efter den gkonomiske
nedtur — det mest utrolige kreative miljo i verden pa
det tidspunkt, fuldt sammenligneligt pa alle mader
med det samtidige Londons ”Cool Britannia®, dog
langt veek fra den globale radar. Det, der skete eller
startede i midten af 1990’erne indenfor design, musik,
kunst og arkitektur, blev til en belge af kreativitet, der
sidenhen, da Vesten endelig begyndte at opdage den,
har udviklet sig til en global tsunami af fascination for
ny japansk populeer- og visuel kultur.

Kreativitet kan i denne forstand beveege sig mod-
sat den skonomiske cyklus, den kan opsta preecist,
nar ekonomier er pa deres laveste. Faktisk fortsatte
den kulturelle ekonomi med at vokse helt indtil
midten af 1990’erne, selv om mainstreamindustrien
og ekonomien var nedadgaende. For nogle designere
betad den umiddelbare “post-boble” effektat de
kommercielle muligheder i form af masseproduce-
rede produkter og outputs, der hidtil havde veeret
bestemmende for deres arbejde, forsvandt, og dette
tvang dem tilbage til papiret og til et mere ekspe-
rimenterende udtryk. Dette har iszer veeret synligt

indenfor arkitekturen, hvor en ny generation, der ikke

har veeret i stand til at bygge eller il at fa kontrakter,

i stedet gik tilbage til laboratorierne og universite-
tets klasselokaler og begyndte at designe “eventyr-
arkitektur” pa papiret uden kommercielle begraens-
ninger.? Fa ar senere, da de begyndte at fa kontrakter
igen, begyndte disse ideer at optreede pa den globale 7
scene i fysisk form som noget af den tids mestin-
novative arkitektur. Den yngre visionare generation
som SANAA (Kazuo Sejima & Ryu Nishizawa), Jun
Aoki, Shigeru Ban, og Junya Ishigami udviklede sig
fra at have skabt huse til Tokyos forsteeder til at skabe
ikoniske konstruktioner i verdens storbyer. Dog var
noget af det mest betegnende for deres arbejde netop,
at de beveegede sig veek fra det monumentale — den
grandiose form for arkitektur associeret med navne
som Norman Foster, Jean Nouvel eller Rem Koolhaas
—og mod en ny filosofi.

De satte spergsmalstegn ved tidligere tiders
ageressive modernisering, udvikling og ikke-baere-
dystige urbane former. Japan, “post-boble” og post-
1990’erne, var vidne til formgivere, som reagerede pa
en anden skonomisk situation; pd stilstand, nedgang
og dekadence; pa et urbaniseret samfund, som var
begyndt at indse, at man matte reagere pa, at byerne
ikke kunne vokse sig storre eller udvides mere, og et
samfund som matte begynde at se udviklingens ne-
gative sider i gjnene. Derfor er hovedanliggende for
den nye generation af designere “okonomi” forstaet
pa en anden made. Man arbejder med en gkonomisk
aestetik, hvor design tilpasses sterrelse og bazeredyg-
tighed, og hvor produkter og materialer genbruges og
genanvendes samtidig med, at en umiskendelig for-
nemmelse for enkelthed og vision bibeholdes. Dette

beskriver den proces, som Tokyos mest velartikule-

*Thomas Darnell: “After the Crash: Architecture in Post-Bubble Japan® (Princeton Architectural Press, 2008)

+ Momoyo Kaijima, Junzo Kuroda, Yoshiharu Tsukamoto: “Made in Tokvo® (Tokyo: Kajima, 2001)
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rede arkitektur/designteoretikere, Atelier Bow Wow,
kalder “Metabolic”. Ordet “metabolic” beskriver den
urbane dynamik, der ger, at byer som Tokyo sendrer
sig og finder nye former. Tokyo er en by, som er delt
op i mindre landomrader, og jorden udnyttes mere
intenst end noget andet sted i verden. Forandringer
og variationer opstar konstant i takt med, at nye om-
rader bebygges og overtager gamle?. Det er denne
mikroskopiske dynamik,
som forklarer meget af
den finesse og variation,
der ses indenfor japansk
designi dag: Indenfor alt
trabeboelseshuse til mo-
biltelefoner, fra indret-
ningsdesign til en eventyr-verdenaf husholdningspro-
dukter, dervariererien uendelighed, til indpakningen i
conbini (convenience stores, minisupermarkeder) eller
i keedebutikker som Muji. Til forskel fra amerikanske
(og nuogsa kinesiske) forbrugsmodeller, hvor stort
altid er godt, er smat altid bedstiJapan —dette eren
kendsgerning, somikke betyder, at der tages afstand fra
forbrug som sadan, men at forbrugi stedet hyldes gen-
nemen ekstraordineer dynamik afunderinddelinger og
variation, der skaber udvalg ogindividuelle udtryk.
Populeerkulturens dynamik udger et andet vigtigt
element i denne forbrugsstyring. Meget af det, der var
ekstraordineert i Japan i 1990'erne kom direkte fra ga-
den. Meget af det, som i dag internationalt anses for
at veere gennemtraengende og dominerende subkul-
turelle stilarter opstod i en periode med sociale for-
andringer og krise, 1 en tid hvor den umeettelige sult
efter vestlig og global kultur manifesterede sig gen-

nem en hel generations holdningszendring. Inden-

“Til forskel fra amerikanske (og nu 0gsa
kinesiske) forbrugsmodeller, hvor stort altid
er godt, er smat altid bedst i Japan...”

for design kan vi saledes se en lang reekke kurieita
pioneter og kulturelle entreprenarer, hvoraf nogle har
opnaet global beremmelse med deres kommercielle
ideer: street wear designere sa som Nigo (A Bathing
Ape), og Jun Takahashi; trendsettere som Hiroshi
Fujiwara og designkonsulent Kashiwa Sato (man-
den bag Uniglo med det globalt let genkendelige
look); fotografer som Shoichi Aoki, fotograf pa Fruits
magazine og pigeikonet
Mika Ninagawa, hvis
farvemeettede toner
har indfanget gadelivet
og den evigt forander-
lige glamour parade i
Shibuya.

1990%erne havde sine helte, og mange af disse
er senere blevet guruer for deres generation og har
skrevet selvhjeelpsboger om “hvordan man opnar
succes”, mens de har levet som Hiru hito (“Rop-
pongi Hills folk”) hipsters i de ikoniske hejhuse, der
udger Tokyo-horisontens mest let genkendelige va-
remeerke. Flere tusinde andre fra denne generation
— den “fortabte generation” som ofte er blevet kriti-
seret og misbilliget af mainstream pressen og poli-
tikerne — har ikke haft meget andet end de kreative
dremme i deres lommer at overleve pa. Der findes et
massivt kreativt potentiale i “post-boble” Japan, men
der er fa karrieremuligheder for kurieita og freeter
generationen. Den massive balge af det, man kunne
kalde Japans “kreative overskud” ses mest dramatisk
i de store Design Festa begivenheder, der afholdes to
gange arligt, og hvis “ger-det-selv” punk rock profil
opfordrer tusindvis af unge, wannabe designers og

kunstnere til at komme ud af deres soveveerelser og



fremyise og (maske) seelge noget af deres ustoppe-
lige kreative output.

Denne belge af unge mennesker er egentlig
nutidens Japans sterste ressource, men det er stadig
en ressource, der stort set bliver ignoreret og foragtet
af den eldre kooperative generation. Ind i mellem
herer man succeshistorier fra Design Festa, historicr
om unge designgenier hvis kreationer bliver opda-
get pa deres egen lille stand pa messen. Men Japans
ungdom viser oftest deres indstilling ved at rejse, og
de tager ofte deres kreative dromme med sig, til my-
tiske lande med mangfoldige muligheder, hvor deres
selvudtoldelse ofte og 1 langt hejere grad bliver fejret
og anetkendt. London, NewYork, Los Angeles, Berlin,
Sydney og Shanghai er de foretrukne yndlings desti-
nationer. Denne form for international pilgrimsrejse
er en nermest uundgaelig del af hvilken som helst
ung kreativ persons karriere. Man rejser ud for enten
at studere eller bare for at heenge ud i en eller anden
global by. Dette har betydet, at 1990°er generationen
af kreative skabere er internationaliserede i en meget
hejere grad end de aeldre generationer, som ofte har
haft et mindreveerdskompleks overfor hej europeeisk
kultur eller amerikansk popkultur. Nu til dags virker
det som om, at unge japanere har ganske uproblema-
tiske erfaringer i forhold til det at rejse i Asien, Europa
eller Nordamerika, de har sterre selvtillid omkring
deres japanske identitet, og antallet af dem, der ven-
der tilbage til Japan med disse erfaringer og bruger
dem til noget, er stigende.

Det er lignende sammenhaenge, der gor sig
geeldende, hvis vi ser pa den made hvorpa karriere-
frustrationer resulterede i en sammenblanding af

forskellige genrer og kontekster for mange designere

s Tan Luna et al: "Tokvo Life: Art and Design (NewYork: Rizzoli, 2007)

i denne senere generation. Det er netop denne genre-
lose kreativitet og sammenblandingen mellem kunst
og design, som efterhanden er blevet japansk designs
varemerke. Mange succesfulde japanske designere sa
forst og fremmest sig selv som kunstnere og skabere,
og 1 deres unge dage arbejdede de med at udfordre
aestetiske og konceptuelle greenser. Dog var det at
“gore karriere” indenfor kunstverdenen umuligt pa
grund af den japanske kunstscenes begreensninger
og dens mangel pa ekonomiske midler. Design bley
saledes en alternativ kunst-karriere, ofte stottet af ud-
stillinger arrangeret af store stormagasiner som f.eks.
Parco og af de passionerede forbruger-fans, som naje
folger designmediet i Japan. De guru-agtige aldre
designere sa som Keiichi Tanaami, Shinro Ohtake

og TadanoriYokoo er eksempler pa denne tendens.
De har alle skabt sig en karriere som kommercielle
grafiske designere og var tvunget til at arbejde med
kunst pa T-shirts eller i reklamebranchen i stedet for i
gallerier. Tendensen ses ogsa 1 modedesigneren Issey
Miyakes gennemtreengende visuelle indflydelse pa
tvaers af genrer. Han er ogsa manden bag det nye
21:21 museum for desiegn midt i Tokyo — et sted hvor
design er kunst, og kunst er design.

Det, viidag opfatter som det mest repraesentative
indenfor japansk samtidskunst, har meget at takke
den grafiske designverden for. Fra midten til slutnin-
gen af 1990’erne mebiliserede den visionaere kunst-
entreprener Takashi Murakami den nye generations
kreative individer, og solgte deres veerker til verden
som splinterny japansk popkunst. De turnerende be-
romte kunstudstillinger Supertlat (2001), Tokyo Girls
Bravo (2002 - 2003) og Little Boy (2005), var hovedsa-

geligt kuraterede samlinger af veerker skabt af grafiske



designere, som arbejdede i greensefeltet mellem kunst
og design. De arbejdede med et nyt pop-udtryk, der
gjorde brug af det visuelle hverdagssprog, der gor

sig geeldende i den japanske urbane forbrugskultur.
Enlightenment, Groovivisions, Murakami’s unge kvin-
delige kunstnere Kaikai Kiki, og Murakami selv; savel
som de to dyreste japanske samtidskunstnere i dag,
Yayoi Kusama og Yoshitomo Nara er alle grafiske og
produkt designere og kunstnere, som har formaet at
oore deres karakteristiske popkunst zestetik til brands.
[ Murakamis udstillinger sammensaettes kunst, design,
fotografi, arkitektur, legetoj og popkulturien indpak-
ning der forseger at indfange “Tokyo-livets” visuelle
overload. (“Tokyo-Life” er titlen pa en ny vestlig
antologi som lovpriser alt dette)?.

Alle disse faktorer — det urbane milj, forandring-
erne fra generation til generation, sammenblandingen
af genrer, krydsningen af forbrug og form — kan
tilsammen veere med til at forklare, hvorfor den
japanske designscene i dag er sa markant — frem for
argumentationen, der fremhaever den traditionelle
aestetik og filosofis charme.

Den japanske regering har veeret langsom til at
anerkende den nye generations kreativitet, men nu
bliver deres visioner hyldet som beviset pa eksisten-

]u

sen af det “cool Japan”, som en global ”soft power”
der er ledende indenfor visuel- og forbrugskultur.
Selv tyve ar efter “Boblen” bliver besagende i Tokyo
torfert at byens hastige, lysende og beremte futuris-
tiske stemning, ogsa selv.om der i dag fornemmes
en undertone af dekadence og kollaps. Det er ikke
underligt, at byen er et foretrukket rejsemal for unge
hipsters, som leder efter de seneste trends — som

det ses i kunst- og mode-klummer, der folger Marc

Newson og Marc Jacobs pa deres tilbagevendende
pilgrimsrejser til Tokyo.

Derudover findes der meget af interesse for den
mere almindelige besagende, der er interesseret i
kunst, design og kreativitet. Der er den arlige Tokyo
Design Week/Design Tide, og den mere populisti-
ske Design Festa, som begge giver et indblik ind i
byens pulserende kreativitet. Der er museer som det
nye 21:21 Museum, eller Mori Museet i Roppengi
Hills teet pa, som byder pa imponerende kunst- og
designoplevelser. Der er lokale institutioner s& som
Super Deluxe (der ledes af Klein Dytham, de engelsk-
tyske arkitekt partnere, der optandt Pecha Kucha
design- og talkshowene), der kan give et hurtigt
indblik i det livlige sociale liv i miljeet, og hvis man er
interesseret i mere grundige guides til nutidigt design
i Tokyo er et af de bedste bud gaijin (udenlandske)
bloggerne, sa som Jean Snow, W. David Marx (Neo-
japonisme) og Tokyo Art Beat teamet, der deekker
scenen dag for dag®. Selv.om de globale business dis-
kussioner i dag mest omhandler Kina, er Tokyo stadig
en langt mere hip destination. For de europeeere og
andre, der oplever japansk design for farste gang ved
en udstilling som denne i dag, burde det neeste skridt

veere at planleegge deres forste rejse til Japan.

Adrian Favell er professor i Europeeiske og Inter-
nationale Studier pd Arhus Universitet og arbejder
i sjeblikket pa en bog om japansk samtidskunst og

samfund fra 1990‘erne til i dag.

Se hjemmesiden: www.adrianfavell.com

6 se folgende websites: wwwisuper=deluxe.com; wwiw.jeansnow.net, www.neojaponisme.com, www.tokyoartbeat.com



The Japanese Design Milieu

by Adrian Favell, professor of European and International Studies, Ph.D.

iseussions about Japanese design in the West
D often relate it back fo tradition - to ideas about
philosephy and aesthetics said to be unique to Japa-
nese culture, that have established an instantly re-
cognisable language in products available all around
the world today. This, for example, was the classic ap-
proach taken in a recent major show organised by the
Japan Foundation in Paris that framed examples of
celebrated contemporary design from Japan in terms
of distinctive cultural virtues of “finesse®, “minima-
lism“ and “craft”, as well as a genius for the harmony
of “ancient/modern”, “naturefartifice”, “emotion/
1’(-388011_';, and so on.!. Yet Japanese design today is
as much a product of a specific social and economic
“milicu — the dramatic, fast moving context of a highly
urbanised, ultra-modern global society facing new
problems and challenges at the beginning of the 21st
century — as any kind of aesthetic tradition.

If something is unique to Japan it is the histori-
cal trajectory and particular features of this society,
which best explain the remarkable design creativity
that has emerged from Japan in the period since
the Second World War. First, at the end of a long,
unbroken rise out of wartime destruction, Japan
in the 1980s began to produce designers able to
compete if not eutdo American and European rivals
in leading global trends. Then, after the end of the
infamous economic “Bubble”— the spectacular col-
lapse of the Japanese economy in 1990/91 that led
to fifteen years of depression — the 1990s gave birth
to a new generation of sub-cultural and counter-
cyclical ereators across all design fields, that have

regenerated a global interest in Japanese popular

and high culture in_the first years of the twenfty-
first century: )

We forget how recent it is that the world came to
appreciate the startling modernity of post- war Japan.
It wasn't until the Tokyo Olympics of 1964 and the
Osaka World Expo of 1971, that the world fully real
ised just how fast- modern Japan was then moving.
Its enormous post-warinvestment in matching; then
improving, Western industry and technology led to a
new recognition of its extraordinaty creative powers
in efficient, high tech design that for the very first
time had Westerners wondering if the future might
not be something other than all-American. To see
Asia leading the way was pure future shock —and
more than twentyyears prior to the current obsession
with China. By the mid 1980s, Japan was producing
world class designers in all fields, led by household
names such as [ssey Miyake in fashion, Arata Isozaki
in architecture, or Toéhiyuki Kita in furniture design.
A fashion designer such as Y(}Ii;’iYamamoto_, whose
deconstructive anti-fashion became the toast of Paris,
aswell as establishing a new, cross-gente high ant
style of catwalk fashion, exemplified the clever East-
West dualities that marked the 80s global genera-
tion. He and others pioneered an exotic avant-guard
style, that represented both'a kind ot “Japan-ness”
imagined by Westerners as full of classical aesthetic
virtues, while imparting into Japan and Japanese
products the most cutting edge attitudes and sty-
lings from the West2

With the designers an emblem of the city, Tokyo
in the 1980s became an early kind of global Shangri-

La, at a time when New York and London were

1Wa: “The Spirit of Harmony and Japanese Design Today” (fapanToundation and Maison de:la etltore du JapenaFans, 22. Oct: 2008 = 310 an. 2009)

ANiniva Kawamura: “The Japanese Revolution in Faris Fashion” (Qxford:
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gloomy and run down, and Paris or Milan still reliant
on older, classical reputations. It was a spectacular,
futuristic boom town, running an economy that was
outpricing the world, while fuelling an extraordinary
explosion of consumer choice and diversity amidst
lightning urban change and new development. It was
here that the features
of hyper-modern Japan
were established in the
elobal - imagination: an
alternative Asian: moder-
‘nity with the power to
overtake even the US; a
vision of amazing consu-
mer choice and diversity,
. with prolific niche markets in every field (seen most
dramatically in the amazing commercial magazine
sector that reflects these ch_oiccsj;-a lavish importer
of the best and most expensive style from around the
world; and a new global player, with a self-confidence
i its own technological and commercial capabilities.
On the back of this, Japanese corporations rose to
global success, often selling iconic design products
— motorcycles, stereos; iconic furniture, the Walkman —
that proclaimed Japanese design as the future.

But then something happened. Following a stag-
aering collapse of the economy in 1990 91, and
driven down by a collapse'in land value prices and
banking confidence (an exact parallel to what has
just happened globally in 2008), Japan sunk slowly,
into a trough of economic depression that was not to
escape until the early 2000s — and then only partially:

Economic panic was followed by natural and man

“‘Anyone creative in their mid-40s or below
today is thus likely to have been affected
by the new: ideologies and forms of self-

expression that developed in Japan during

its soclal and economic crisis years”

made horror in 1995, with the Kobe earthquake and
Aumy cult poison gas attacks. This apocalyptic mo-
ment signalled the end of the post-war dream, but
also a dramatic generational shift as the youth of
Japan began to question everything that their society
had been built up on, Young women and men started
to refuse traditional roles
and corporate careers;
and young people genet-
ally started looking for a
newer, freer alternative
lifestyle.

The designers on show
at Rundetaarn in Copen-
hagen are for the most
part children of this post-Bubble generation. Born in
the 1960s or after they were either still at school or
only very early career when the corporate golden age
ended. Anyone creative in their mid-40s or below
today is thus likely to have been affected by the new
ideologies and forms of self-expression that devel-
oped in Japan during its social and economie crisis
years. Refusing the company identities that has given
Japan such stable growth in the post war years, young
people everywhere started embracing a radical indi-
vidualism, expressed in the notion of being a freeter
(“free worker”), devoted, not to country, corporation
and career, but rather jibun sagashi (“self discavery”).
Freeter-hood for many meant flexible, unprotected
employment with no hope of career progress, but for
a sizable minority it signalled an expression of crea-
tivity, with its attendant ideclogy of the kurieita: to

live your life as a creator, to live by and for creativity.
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Japan was in crisis, indeed wracked with political,
social and economic despair yet by all accounts mid
19905 Tokyo — which' the rest of the world had lost in-
terest in after the econemic downtirn — was the most
amazing hotbed of creativity in the world at the Hime,
comparable in every way/to the London-centred

“eool Britannia” of the
time, yet much further off
the global radar. In design,
fashion, music, art, and ar-
chitecture what happened
ar got started in the mid
1990s established a fontof =~
creativity that, once Westerners started: to discover it,
has grown into a global tsunami of fascination for new
]_apanese-po].mlar and visual eulture ever since.

Creativity can thus be counter-eyclical: it can

happen precisely while the economy is af its most
s.lug_gisl'l.’]"he cultural economy; in fact continued to
expand dramatically into the 1990s, even as main-
stream industry and finance took a dive: Also, for
some designers, the immediate post-Bubble effect
was to remove the commercial possibilities that had
dedicated theirwork to corporate products and out-
put, forcing them instead back on to paperand into
experimental forms. This has beeniwell noted in the
field of architecture, where a new generation unable
to build or get contracts, were instead going back into
laboratories and university class room, and starting
to design fantasy architecture on paper without
commercial constraints®, A few years later, when the
contracts started to come back in, these ideas taking

built form would emerge on the global scene as some

“Unlike in the US [and now Chinese)
consumption models, where bigger is
always better, smaller is best in Japan...”

of the mostinnovative architecture of the'age. The
work of a younget generation.of visionaries stuch
as SANAA (Kazuo Sejima & Ryu Nishizawa), Jun
Aoki, Shigeru Ban, or Junya Islﬁgami has pone from
houses in the Tokyo suburbs to iconic construetions in
major world capitals. Yet what was most noteworthy
about their work was the
turn away from-montt-
mentality — the Kind of
grand'iose architecture as-
sociated with names-stch
as Norman Foster, Jean
Nouvel or Rem Koolhaas
— toward a new philosophy.

Questioning the earlier period’s rampant mod .
ernisation, development and unsustainableurban
forms, Japan, post-Bubble, post-1990s, sees crea-
tors respending to.a different ecanomic condition:
of stagnation, decline and decadence; ofan almost
totally urbanised society realising it has to deal'with
cities that can rise or expand no further, that must
begin to internalise the negative consequences of
development. Hence, the overriding concern of the
new generation of designers is with “econemyin the
otherseénse: an economical acsthetic, fitting design
to scale and sustainability, recycling, reusing and
reinventing products and materials, while retain-
ing an unmistakeable touch of simplicity and vision.
This mirrors the process described by Tokyo's most
articulate architectural/design thearists, Atelier Bow
Wow, as “metabolic”: the urban dynamic by which
Tokye as a city changes and finds new:forms. Tokyo is

a city carved up into smaller land divisions, and maore

Ihamas Darmell: “Aflerthe Crashe Awchitecturein Posi=Rubble fapan® (PribeetonsArchilectoral Press 2008)

L Momove Kaijima, Junzo Kewoda; YoshihameTstkamssto: “Madein Tokya Clokva: Kajima 2001
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infense land use than anywhere in‘the world, and
where change and diversitication happens as new
land uses and constructions constantly replace old
onest It is this microscopic dynamic that explains so
much of the finesse and varicty seen in ]a'panese de-
sign today: from domestic houses fo mobile phones,
interior design fo the fé'ii'msjfﬁworld of inﬁhite]j
variable household .p'roducts and packaging seen in
conbini (convenience stores) or mass matket design
stores like Muji. Unlike in the US {and now Chinese)
consumption:models, where biggeris é]wa_ys better,
smaller is best in' Japan — a‘fact which does not reject
consumption as stich; but rather célebrates it the

through'an extraordinary dynamic of subdivision and

variation to prodice choice and individual expression.

The dynamism of pbpular culture is the other
side of this constimerist drive. So much of what was
extraordinary in 19905 Japan came straight off the
street: What are now internationally recognised as
pervasively influential sub-cultural styles all derived
fronva period of social change and crisis in which an
insatiable hunger for western and global culture was
metabolised: througﬁ changing generational attitude.
Hence, in design, we can look to the pioneer cultural
enfreprenetirs of kuricita life, smﬁe of whon took
their commercial ideas all the way to global fame:
streetwear designers sucheas Nigo (A Bathing Ape),
and Jun Takahashiztaste leaders such as Hiroshi
Fujiwara and design consultant Kashiwa Sato:(the
man behind the now globally instantly recognisable
[ook of clothes brand Uniglo); photographers such
as Fruits magazine’s Shoichi Aoki; and the girl's icon

Mika Ninagawa, whose supersaturated colour has:

bestcaptured the everchanging glamour parade of
Shibuya streetlife.

The 1990s thus threw up-its hetoes, and many
of these have become generational gurus; writing

their “how to be successtul” self-help books while

07

—

living as hipster Hiru hito (“Roppongi Hills people

‘in the iconic'towers that are the most recognisable

patt of the new Tokyo skyline. Thousands mote of
their generation — the “lost generation”” criticised

and castigated by the mainstream press and politi-
clans alike = have had little more than their erea-

tive dreams in their pockels tolive.on. Post-Bubble
Japan has massive creative potential, but still delivers
inadequate career channels to. the kurieita and frecter
generation. The tising ticle of what can be called
Japan's “creative surplus? is seen most dramatically in
the massive, twice annual Design Festa events, whose
DIY punk rock ethos encourages thousands of young,
wannabe designers and artists to come out of their

bedrooms, show off and (maybe) sell some of their

‘unstoppable creative output. This young human tide

is ultimately contemporary [apan’s greatest resource,
but it is still a resource largely ignored and despised
by the older corporate generation. Design Festa has
its occasional success stories, where a young design
genius is discovered clutching their ereations in their
own little booth, but the youth of Japan still mostly
vote with their feet, taking their dreams and creativ-
ity elsewhere, to mythical lands of oppertunity where
their sclf-expression is often much more appreciated
and celebrated—favourite destinations being London,
NewYork, LA, Berlin, Sydney, Shanghai. ... This inter-

national pilgrimage is almost an inevitable part of any
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young creator’s career: either to study or just to hang
“outin some other global city. It has meant though

that the 90s generation of creators has international-

ised itself in a much more 'ﬂmrough way than older

generations, who seemed to be struck by inferiority

~ complexes to high European culture or Ametican pop.

Nowadays, young Japanese seem Lo have an almost
effortless -expefience of Asia, Burope, and North
America-under their belt; they are more confident
about being Japanese, and increasing numbers are Te-
turning to fapan, and mak_j_ng_ their experience count.
Parallel things might be said about the way in

~ which career frustrations fuclled a necessary blurring
of gentesand contexts for many designers of this :
later generation. It is precisely this gente-less creativ-
iy between art and design that that is often now the
hallmark of Japanese desigi. Many successful japa—
nese designers were first and foremost artist-creators
in their own minds; they were doing work as students
and in early career that sought to push, back aesthetic
and conceptual barriers. Yet “att” as a career was

- blocked by the limitations of the Japanese artworld
and its financial poverty: Design thus became an
alternative art career, sustained often by commercial
shows erganised _'b); major department stores such as
Parco, and the avid fans-as-consumers who: follow
the desien media.in Japan with such intense appre-

_ ciation. Examples are the now guru-like influence af
older artists who mostly made careers as commercial
graphic designers such as Keiichi Tanaami, Shinro
Ohtake, or Tadanori Yokoo, foreed to work with:art
on T-shirts or in advettising, rather than gallery walls.

One sees it'too in the pervasive visual influence

3 Tan Luna-ot al: “Tokve Liter Artand Desion (New Yorks Rizzoli, 2007}
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across genres of Fi(gll-res-sucllas fashion designer [ssey i
Miyake, the man behind the new 21:21 museum for
design at Tokye Midtown — a place where design is
art, and vice versa. :

Moreover, what we now think of as the:most
representative Japanese contemporary art today owes
more than a little to graphic design. [twas in the
mid to Tate 19905 that the i si_bnary art-entrepreneur

Takashi Murakami first harnessed the creative surplus

-of the new generation, selling it to the world as brand

new Japanese pop’—aﬂ. His famous. Superflat (2001);
Tokyo Girls Bravo (2002 - 2003) and Little Boy (20_0.5)

touring art shows, were in [arge part curated colloe

tions of graphic designers working at the borders

‘of art, with a new pop idiom that used the everyday

visual language of fapanese urban consumer culture.

Enlightenment, Groovivisions, Murakami’s young girl

" Kaikai Kiki atists, and Murakami himself, as well as

the two ather most expensive international fapanese
contemporary artists today, Yayoi Kiisaima and Yoshi-

tomo Nara, ate all graphic/object artist-designers who

have made branding franchises out of their distine-

tive pop art aesthetics. In Murakami’s shows, too,

art, design, photography, architecture, toys, and pop
culture (such as manga and anime), cormne together in
a package that attempts to capture the visual overload
of“Tokyo Life”, to borrow the title of anothet recent
Western anthology that celebrates all this®.

All these factors together — the urban environ-
ment, the generational changes, the genre blurring,
the interweaving of consumption and form — perhaps
help explain why'the design scene in [apan is so

strong — over and abeve the charm of any traditional



aesthetics or philosophy. The Japanese government
was'slow to celebrate the creativity of the new gen-
eration, but now it trumpets their visions as the proof
of “cool Japan” as a global “soft power” leading the
world in visual and consumer culturef. Even nearly
twenty years on from the Bubble, visitors to Tokyo are
still mostly enraptured by its urgent, bright, celebra-
tory, futuristic feel - although this is alWayS- shat
through now wifh a bifter undercurrent of decadence
and callapse. No wonder that the city remains such

a great destination for global hipsters catching up

o newest, off-the-wall trends — as can be read in
the art and fashion gossip columns following Marc
Newson and Mare Jacobs as they take make their
regular pilgrimages. Beyond this, for the more aver-
age visitor interested in a[‘t,_-design and creativity, the
annual Tokyo Desien Week/Design Tide, as well as the
much more populist Design Festa, are windows to its
continuing pulse; museums such as the new 21:21
Museum, or the Mori Museuny in Roppongi Hills
nearby, deliver stunning art and design experiences;

local nstitutions such as Super Deluxe (run by Klein

Dytham, the Anglo-German architect partners who
invented the Pecha Kucha design talk shows) can give
you quick access to the lively local social scene; and
for extensive guides to design now in Tokyo, there is
nowhere better than the up-te-the-minute coverage
of the scene’s best (foreign) experts, gaijin bloggers.
such as Jean Snow, W. David Marx (Neojaponisme)
and the Tokyo Art Beat team?. The global business
talk today may all be of China, but Tokyo is still a far
more hip destination, For Furopeansiand othets get-
ting a first taste of new Japanese design at a show like

this, the next thing to do is to plan your first tip.

Adrian Favell is Professor of European and Inter-
national Studies at Aarhus University, and currently
writing a book about Japanese contemparary art and

society since the 1990s.

See his website; www.adrianfavell.com

#Set for example-the Japahese Ministry 6F Forcign Affair's glossy booklet from 2007, “Creative Japan®, that celebiates Famous architects, arlists, designers, cooks and

witers, alongside the designers of mangafanime; games.and toys: wawwicreativejapan. nat

Tehieck the {ollowing websitosswwwistipedalusd com, www jeanspowmnes Wi neojapenisme cony, waav tokvoartbeatcoimn
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Ryuji Nakamura / Hechima



BODIL JERICHAU ANNE-GRETE DUVALD o

'

NIELS HVASS & CHRISTINA STRAND

ANE LYKKE
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Medvirkende kunstnere / Artists

AKIRA MINAGAWA (1967)

# Manager and Chiefdesigner at
“"Mina Perhonen”

# Graduated from Bunka
Fashion College

# Established the fashion brand
“Mina perhonen”, 1995

# Minagawa was awarded“Mainichi
Fashion Grand Prix”, Tokyo, 2006

# Invited to exhibit on several
museum projects worldwide

www.mina-perhonen.jp

ANE LYKKE

# Textile designer

# Graduated from The Danish
Design School

www.anelykke.com

ANNE-GRETE DUVALD (1967)

# Designer

# Graduated from The Danish
Design School, 2001

# Curator of the exhibition Second
Nature. En dansk-japansk de-
signudstilling

www.agduvald.dk

”Skin To Skin”which was called
“one of the most scintillating
albums of 2008” by world-
reknown jazz radio personality
Sandy Shore

# Holds music seminars in Africa
which help empower talented
young musicians from margina-
lized social backgrounds

www.bobbyricketts.com

DAVID GARCIA (1970)

# Architect maa

# Graduated from the Bartlett School
of Architecture, ucl, London

# Associate at Henning Larsen
Architects.

# Awarded a 3-year working
grant from the Danish Arts
Agency in 2007

www.davidgarciastudio.com

BODIL JERICHAU (1957)

# Textile designer and adviser for
development of textile solutions

# Graduated from the Danish
Design School

www.jerichaudesign.dk

CECILIE MANZ (1972)
# Designer
# Graduated from

The Danish Design School
# Red Dot Design Award, (D) 2003
# IF Product Design Award 2007
# The Danish Design

Award 2008/09

www.ceciliemanz.com

BOBBY RICKETTS

# Saxophonist & producer

# Recording artist & music clini-
cian shuttling between Europe,
the United States, Japan and
Fast Africa

# Released the solo album

CHRISTIAN FLINDT (1972)

# Architect and Funiture designer

# Graduated from Arhus Arkitekt-
skolen, 2002

# Designer of theYear, 2006

# The Danish Design Award, 2009

www.flindtdesign.dk

GRETHE WITTROCK [1964])

# Fiber and Textile artist

# Graduated from The Danish
Design School

# The Danish Design Prize 1995

# The Talente Prize, The Bavarian
State Goldmedal 1996

\\r\«\mxf.gl'ctlle»xfi ttrock.com

NIELS HVASS (1958)

# Designer

# Graduated from The Danish
Design School, 1987

CHRISTINA STRAND (1968)

# Designer

# Graduated from The Danish
Design School 1994

# Together they have the design-
company STRAND-HVASS

# Red Dot Award, (D) 2006

# The Funiture Prize, DK, 2006

www.strand -hvass.com
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YUICHI HIGASHIONNA

i

RYUJI NAKAMURA

TANI TOSHIYUKI

. KELJI ASHISAWA

OKI SATO o KUICHI SUZUNO & SHINYA KAMURD
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KEIJI ASHIZAWA [1973]

# Architect

# Gratuated from Yokohama
National University, 1995

# JID Design Award /
Parabola Light

# Keiji Ashizawa Design Co.,
Ltd, 2006

www.keijidesign.com

KOICHI SUZUNO (1973)

# Architect

# Graduated from Department of
Architecture, Science University
of Tokyo, 1998

SHINYA KAMURO (1974)

# Architect

# Graduated from Department
of Architecture, School of
Science & Technology,
Meiji University, 1999

# Together they established
TORAFU ARCHITECTS

# JCD Design Award 2005

# Commercial Space Award 2008

www.torafu.com

OKI SATO (1977)

# Architect

# Graduated from Waseda
Universiy, Tokyo, 2002

# Founder of Nendo, 2002

# Gold Award at the JCD
Design Awards, 2008

# Designer of the Future /

Nomination (USA), 2009

www.nendo.jp

RASMUS FENHANN [1972)

# Furniture designer

# Graduated from The Danish
Design School

# Cabinetmaker with silvermedal

www.fenhann.com

# The exhibition “Time Out”by
Turi Heisselberg Pedersen/Lone
Skov Madsen, Kunstindustri-
museet, Copenhagen, 2009

homepage.danishcrafts.dk/turi

heisselbergpedersen_uk.html

RYUJI NAKAMURA (1972)

# Architect

# Graduated from Tokyo National
University of fine arts and music

# Established Ryuji Nakamura,
Architects, 2004

# Second prize JCD
Design Award, 2009

# Grand Award and Gold
Award, 2009

www.nujinakamura Lom

TANI TOSHIYUKI [1974)

# Lamp designer

# Graduated from Kobe
Design University

www.modern-t.com/us/

sun/index.html

TURI HEISSELBERG PEDERSEN

(1965]

# Ceramic artist

# Graduated from The Design
School, Kolding, 1990

# “From the Kilns of Denmark,
Contemporary Danish Cera-
mics”: American Craft Museum
in NewYork City, USA, Paris,
France, Berlin Germany, 2002 - 04

YUICHI HIGASHIONNA (1951)

# Artist

# Graduated from Department
of Oil Painting, Tama Art Uni-
versity, Tokyo, Japan

# Mrianne Boesky Gallery Project
Space, New York, USA, 2008

# “Roppongi Crossing 2007 Future
Beats in Japanese Contemporary
Art” Mori Art Museum, Tokyo,
Japan (group exhibition), 2007

# “Enjoyable House” Aichi Pre-
fectural Museum of Art, Aichi,
Japan (group exhibition, 2006)

www.ycassociates.co.jp

YURIKO TAKAHASHI (1967)

# Designer

# Graduated from Chiba
University Japan, 1991

# Graduated from Rum & Magbler,
The Danish Design school, 1999

www.yurikotakahashi.com
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Akira Minagawa

designer / designer

EN RZEKKE @JEBLIKKE, 2001 - 09
5 kjoler

Al fremtid kommer fra fortiden. “Fortiden” og “frem-
tiden” kan ikke adskilles.

Vi fortseetter processen med at akkumulere vores
designs til fremtiden: en reekke gjeblikke skaber
tilsammen et liv med design.

Alle kjolerne vist her er akkumulerede designs af

Mina Perhonen.

bouncy: 09SS (2009 — 10)
Dynamiske hoppende cirkler hen over himlen. Fugle
flyver imellem skyerne af hoppende cirkler.

forest parade: 0555
En reekke motiver heenger fra tekstilet. Skovens 37
indbyggere samlet: fugle, blomster, grene, ordet
"FRED"etc.

Vores mest komplicerede og tidskreevende brode-
rede blonde indtil videre.

full moon: 08SS (2008)

Leadertekstil med arbejde i muslingeskaller. Skallerne
er skaret meget tyndt, formet som en cirkel og derefter
limet pa leederet. Laederet med skallerne er derefter
blevet skaret til 2 mm bredt garn og lavet til et stykke
veevel tekstil. I det veevede tekstil dukker cirklerne af
skaller op igen. Fuldmane pa den markeste nat.
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A STRING OF MOMENTS, 2001 - 09

5 dresses

All the future is coming from the past.

‘The past’ and‘the future’, the two are inseparable/
adjoining.

We just continue to accumulate our design for the
future: a string of moments will make a life of design.

All the dresses shown here are accumulated

designs of Mina Perhonen.

bouncy: 0955
Dynamic bouncing circles passing by the sky. Birds

flying among the clouds of bouncing circles.

forest parade: 0555
A bunch of motifs hang from the textile. The forest’s
37 inhabitants en masse; birds, flowers, branches, the
word PEACE.

To date, our most complicated and labour-inten-

sive embroidered lace.

full moon: 085S

Leather textile with shell work. Shell is sliced very
thin, shaped into a circle, and then is stuck onto
leather. The leather with shells is cut into yarns of
about 2-mm widths, and will make a woven textile. In
the woven textile, the circles of the shells will appear

again. Full moon on the darkest night.
£ :



FOREST PARADE SODA WATER

35



soda water: 01SS (2001)

Denne kaldes ogsa "ingen prik”. Selvom der ikke
findes enkelte separate cirkler i designet, opfatter ajet
en samling af cirkler. Et eksperiment med polkadot
design.

tambourine: 01AW (2003 — 04)

Sma prikker samles og skaber en ring. Handtegnede
sma ujeevnheder udtrykkes i en tyk broderet blonde.
Dette design er blevet en standard for Mina Perho-
nen. Kjolen er lavet af patchwork med ”“tamburinens”
tekstiler, silkeband, sort velour, etc..

Akira Minagawa
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soda water: 01585
This is also called“not dot.” Despite the lack of a
single separate circle, the eye perceives a collection of

circles. An experiment in polka dot design.

tambourine: 01IAW
Tiny dots gather to form rings. Hand-drawn slight
unevenness is expressed in plump embroidery lace.
This design became a Mina Perhonen standard.

The dress is made of patchwork with textile of the

“tambourine,” silk ribbons, black velvet, etc.

Akira Minagawa
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Ane Lykke

tekstildesigner / textile designer

DIALOGUE, 2005

Taappe i papirgarn, der transformerer sig fra et to-
dimensionalt objekt til et tredimensionalt objekt.
120 x 120 em

Papirgarn

"Dialogue”er et teeppe 1 stor format, som udfordrer
teeppet som begreb og dets traditionelle funktion.
"Dialogue”kan modelleres og formes i et utal af
variationer. Brugeren udfordres aktivt og teeppet er
saledes pa standby, indtil brugeren agerer. “Dialogue”
skaber en alternativ made at opleve rum pa og bliver

en platform for social udveksling.

Ane Lykke
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DIALOGUE, 2005

A carpet made in paper yarn. The carpet transforms
from a two-dimensional to a three-dimensional object.
120 x 120 em

PaperYarn

“Dialogue”is a large-scale carpet that questions the
conventional conception and functionality of a carpet.
“Dialogue” can be modelled and shaped in a vast
number of variations. Users are invited to interact
and play; thus, the object remains on standby, until
the user acts.”Dialogue”creates an alternative way to
experience space — connects people and becomes a

place for social exchange and social events.

Ane Lykke



DIALOGUE
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Anne-Grete Duvald

designer / designer.

LINES 09, 2009
Rumdeler

190 x 70 cm

Krydsfiner, leeder og trae

Naturens simpleste form drében, har altid fascineret
mig med sin skenhed, fuldkommenhed, skrebelighed
og selvfelgelighed.

Med rumdeleren Lines 09 forsager jeg at bringe
naturen ind i det moderne rum pa en minimal, in-
direkte og sanselig made.

Min tilgang har veeret den traditionelle japan-
ske mdde at gengive oplevelser og indtryk pa. Man
betragter naturen, og efterfelgende nedfeelder man
sit indtryk.

Min inspiration har vaeret ringe i vandet. Det at
kaste sten i vandet og se hvordan denningen danner
ringe og se, de menstre, de danner. Det er den under-
liggende stemning, hvor nuet bliver naerveerende. Det
er denne tilstand, der har inspireret mig til Lines 09.

Jeg arbejder med beskuerens individuelle ople-
velser og referencer. Med referencer mener jeg den
personlige og individuelle oplevelse, beskuerne har
til udtrykket. Det gor jeg ved at skabe ro og neerveer i
designet i forhold til anvendelse og sestetik.

Rumdeleren er skabt ud fra kriterier om rahed,
enkelthed og tryghed i den genkendelighed formen
skaber.

Anne-Grete Duvald
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LINES 09, 2009
Room divider
190 x 70 em

Plywood, leather and wood

The drop, one of the simplest forms in nature, has
always fascinated me with its beauty, perfection,
fragility and simplicity.

With the room divider called Lines 09, I attempt
to bring nature into a contemporary space in a mini-
malist, indirect and sensuous way.

My approach has been similar to the traditional
Japanese way of representing experiences and
impressions.

First I have observed nature and then reproduced
my observations on paper. Ripples and concentric
circles in water - the patterns created when a stone
is thrown into water, and the particular atmosphere
that occurs when the present moment feels immedi-
ate - have inspired me. This is the condition, which
motivated me to create Lines 09.

I work with the individual referencesand experi-
ences of the viewer in mind. I do this by creating a
design which has a certain stillness and presence in
the aesthetic sense and inrelation to the use.

The room divider has been created from prin-
ciples of rawness, simplicity and the comfort that

recognition entails.

Anne-Grete Duvald
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Bobby Ricketts

saxofonist & producer / saxophonist & producer

Jeg har tit teenkt pa ligheden mellem dansk og japansk
design: De rene linjer, minimalismen, luftigheden. ..
Efter at have besogt Japan adskillige gange, er jeg ble-
vet opmeerksom pa japanernes forkeerlighed for dansk
design, — og fascinationen synes at ga begge veje.
Musikken, som jeg har komponeret til udstillin-
gen, lyder hverken specielt dansk eller japansk. Den
er snarere et sammenkog af indtryk fra mine ophold
i begge lande - set med mine amerikanske gjne. Jeg
har blandet musikken med lydeffekter: Optagelser fra
Tokyos gader blandet med gadestaj fra Kebenhavn,
som gdr ind og ud af musikken. Det er lige praecis
kontrasten imellem den keempe metropol med 30
millioner indbyggere og hovedstaden i et hyggeligt
lille land, som synes at muliggere, at to fremmede

kulturer kan medes i midten, via kunst og design.

Bobby Ricketts
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I have often speculated over the similarities between
Japanese and Danish design: the distinct clean lines,
the minimalist expression, the space. After having
visited Japan several Himes I've noticed a fascination
for Danish design on the part of the Japanese — and
the Danes seem to have a reciprocal fascination for
Japanese design.

The music I've composed for this exhibition
doesn’t sound particularly Danish or Japanese. It's
more a combination of impressions from time spent
in both countries — seen through my American eyes. [
have incorporated sound effects into the music;
recordings from the bustling streets of Tokyo cross-
fade with sounds from Copenhagen — they appear,
disappear then re-appear within the music. It is
precisely the contrast between the massive world
metropolis with 30 million residents and the capital
city of a small, cozy country that seems to make it
possible for two very dissimilar cultures to meet in

the middle, via art and design.

Bobby Ricketts
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Cecilie Manz

designer / designer

PLURALIS, 2009
En stol i flertal

Massiv oregon pine
En stol i flertal; en arketypisk stol med appendiks
- sammengroet og uleseligt forbundet.

Cecilie Manz

PLURALIS, 2009
A chair in plural

Oregon pine
A chair in plural; an archetypal chair with an appendix — grown together
and inextricably connected.

Cecilie Manz
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Christian Flindt arkitekt & mobeldesigner / arhitect and furniture designer
Bodil Jerichau tekstildesigner / textile designer

EVERGREEN, 2007

En gynge for 2 personer til inde eller ude brug
23x1,3x15m

Stal

Det er intentionen at bevaege og indbyde til kontakt
mellem 2 mennesker. Gyngen laegger op til en fysisk
og mental dialog. Man skaber et faelles rum og far lyst
til at blive heengende!

Mablets linier leder tanken hen pa uendeligheds-
tegn, og den svungne kurve som udger opheenget,
synes at fortseette opad. Mensteret af snore som knyt-
tes spredes rytmisk i seede og ryg understreger diskret

formen, men har ogsa sit eget liv.

# Stellet er udfert i pulverlakeret CNC bukket stalrer.
# Flettet er udfert med en snere bestédende af poly-
urethan med nylonkerne.

# Ophenget er flettet polyester tovveerk.

Christian Flindt
Bodil Jerichau
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EVERGREEN, 2007
A swing for two people, for indoor and outdoor
23 x1L3% 1,5 m

Steel

The intention is to create movement and to invite two
people to interact. The swing compels you to engage
in mental and physical dialogue. A common space

is created and you feel like spending time here. The
lines in this piece of furniture resemble the infinity
symbol, and the sweeping curve — which makes up
the hanger — seems to stretch upwards. The pattern

is fabricated by strings that have been knotted and
spread out rhythmically on the seat and on the back
of the chair. It discretely underlines the form, but also

stands out on its own.

# The frame is made of powder-varnished
CNC-bent steel tubes.

# The braiding is made of polyurethane string
with nylon in the middle,

# The hanger is made of braided polyester string.

Christian Flindt
Bodil Jerichau
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David Garcia
arkitekt MAA / architect MAA

ARCHIVETI, 2005

Privat bibliotek til en nomade
2,5 m i diameteren X 0.60 m (b)
krydsfiner

"The Archive Series”er undersagelser af bager og
rum. Udgangspunktet er kompakthed og mikrorum,
og et antal traditionelle forhold mellem mennesker
og bager. Private samlinger har eksisteret i &rhund-
reder, men hvis samlingerne tilfores et nomade
element, opstar der interessante modsigelser; det er
dette felt, “Archive II” har undersogt. Hvordan kan
et individ rejse med sit bibliotek, nér beger nu er sa
tunge? Dette er noget alle, der har provet at flytte fra
et hus til et andet, kan relatere til. “Archive II”er et
nomade-bibliotek, et transport system og et intimt
rum. "Archive II” er inspireret af gamle rejsebibliote-
ker fra Fjernasten, der besogte hoffer og byer.
" Archive 11" viderebygger pa ideen og skaber et per-
sonligt rum, hvor det at ga og det at laese sameksiste-
rer som refugium og transport.

En gennemsnitsleaeser leeser omkring 240 ord pr.
minut. Det tager normalt 9 timer nonstop at leese
en bog pa 300 sider. Hvis man leeser, mens man gar,
tager det ca. 43 km. at leese en bog. Hvis du gér og
leeser samtidigt — sa pas pa trafikken!
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ARCHIVE I, 2005
A private Library for a nomade
2,5 m i diametre X 0.60 m (w)

Plywood

The Archive Series are investigations on space and
books, Its departure point is density and micro
spaces, and a series of traditional relationships that
humans have to books. Private collections have exi-
sted for centuries, but when this is added to nomadic
behaviour, curious contradictions arise; this is the area
studied by Archive II. How can an individual travel
with it's own library, given that books are so heavy?
This is something we can all relate to when moving
house. Archive II is a nomadic library, a transport
system and an intimate space. Inspired by ancient
travelling libraries from the Far East, which visited
courts and cities, Archive II transforms this into a
personal space, where walking and reading coexist as
refuge and transport.

The average reader can read about 240 words per
minute. A 300 page book normally takes 9 hours to
read, non stop. If you read while you walk, you can
read a book in about 43 Kilometers. If you read and

walk, watch out for traffic.
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THE WEAVING PROJECT CASE 1 og
THE BAMBOO PAVILLION, 2009

Disse to sma konstruktioner er det forste resultat af
to maneders research i Japan og det efterfelgende
arbejde i vores studie efter researchen.

Intentionen bag” The Weaving Project”er at
undersgge, hvordan veevemenstre kan forstas som et
nutidigt arkitektonisk element. Generelt kendetegnes
nutidig bygningskonstruktioner ved at elementer
stables oven pa hinanden (for eksempel: muresten,
sten og formstabt beton), stebning (in-situ cement)
eller ved at svejse elementer sammen (stal baserede
strukturer). Denne research har som mal at undersoge
vaevningens potentiale pa et strukturelt niveau gen-
nem brugen af traditionelle japanske vaevemenstre.

Kan et system baseret pa friktion og uden binde-
midler bruges som et strukturelt alternativ?

Denne enkle pavillon er en ud af mange i en serie
af forseg med udferelse af forskellige storrelser i disse
systemer, hvor veevningen testes som tag, som sgjle,

acade og fundament.
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THE WEAVING PROJECT CASE 1 and
THE BAMBOO PAVILLION, 2009

These two small constructions are the first result of
two months research in Japan and the subsequent
work from that research at our studio.

The“Weaving Project”, intends to be a fresh
look at how weaving patterns could be understood
as a contemporary architectonic element. Generally
speaking, contemporary structures for buildings are
based on stapling elements on top of each other (for
example: bricks, stone and precast concrete), casting
(in-situ concrete) or welding elements together (steel
based structures). This research wishes to test the
possibilities of weaving at a structural level through
the use of traditional Japanese weaving patterns. Can
a system based on friction, with out binding solu-
tions, be used as a structural alternative?

This simple pavilion is one of many in a series of
scales tests of such systems, where a weave is tested

as roof, column, fagade and foundation.
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“The Bamboo Pavilion”er resultatet af indledende
research omkring brugen af bambus som et beerende
element. En enkelt sektion af den japanske Madake
bambusplante kan bzere ca. 1.2 tons lodret vaegt,

nar den er fuldt udvokset, og den vokser ca. 1 m. pr.
dag med en maksimum hejde pa 15 m. Den sterste
udfordring ved traditionelle bambuskonstruktioner er
at forbinde steengerne til fundamentet. Dette er det
svage punkt i et system som dette, og den udfordring
projektet ensker at tage op. Vi feler at naturen alle-
rede har lgst dette problem: nemlig med bambussens
eget rodsystem, som fastger planten til jorden.

Denne undersegelse ger brug af den levende bambus'’
strukturelle muligheder. Planten far lov at vokse gen-
nem et gittergulv og en tagkonstruktion, der holdes
midlertidigt pa plads af et stillads. Planten vokser
inden i stalrer i gulvet og i tagpladerne, og i takt med,
at planten vokser og tiltager i omfang, udformes den
strukturelle forbindelse og transformerer bambus-
sen til levende sgjler. Efter 30 dage ndr bambussen er
fuldvoksen fjernes stilladset.

David Garcia
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The“Bamboo Pavilion”is the result of a preliminary
research on bamboo as a load-bearing element, A
single section of Japanese Madake bamboo can sup-
port approximately 1.2 tones of vertical load once
fully grown, and it can grow at a rate of 1 meter per
day, reaching a maximum height of 15 meters.

The biggest challenge in traditional bamboo con-
struction is connecting the poles to the foundations;
this being the Achilles’ Heel of this system and the
challenge this project wishes undertake. We feel na-
ture has already solved this problem: bamboo’s own
root system, which anchors the plant to the ground.
This investigation uses the structural possibilities of
bamboo whilst it is alive. The plant is allowed to grow
through a grid floor and roof structure initially held in
place with scaffolding. As the plant matures and in-
creases in girth it grows inside steel tubes in the floor
and roof plates, forming the structural connection,
and transforming the bamboo into living columns
after 30 days, once the bamboo has matured, and the

scaffolding is removed.

David Garcin
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Grethe Wittrock

fiber- og tekstilkunstner / fibre and textile artist

AMULET 1, 2006
200 x 110 x 10 cm
Papirgarn og stal

AMULET II, 2006
140 x 70 x 20 cm

Indfarvet papirgarn og stal

De to veeginstallationer Amulet [ og Il er en del afen
serien New Knotting. Inspirationen til disse vaerker
stammer fra en oplevelse pa Sicilien, hvor jeg sa nogle
enorme hvide reb snoet rundt om en klippe ud for den
sicilianske kyst. Jeg kunne ikke komme ud til dem,
men de gjorde et steerkt indtryk pa mig og inspirerede
mig til at arbejde med naturens kreefter in mente.

Naturfolk er ofte taet forbundet til de naturkreefter,
der pavirker deres liv, og har altid udsmykket sig selv
og deres omgivelser for at tilbede naturen og pavirke
de ander og kreefter, der regulerer deres liv. Amulet-
ten har mange former og er ofte baret pa kroppen.
Det er en genstand, som menes at have magisk kraft
og derfor beeres som lykkebringer eller til beskyttelse
mod sygdomme og ulykker.

Jeg forseger at opna det sublime ved at kombi-
nere sé fa elementer som muligt at skabe den rahed,
renhed og perfektion, som jeg oplever i naturen. Mine
Amuletter I og II er enkle rebviklinger, og inde i dem
er der gemt hundredevis af hemmelige lykkebring-
ende budskaber.

Grethe Wittrock
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AMULET 1, 2006
200 x 110 x 10 em

Paper yarn and steel

AMULET TI, 2006
140 x 70 x 20 cm

Custom-dyed paper yarn and steel

The two wall installations Amulet [ and II are part of
the series entitled "New Knatting”. Inspiration for
these works stems from an experience | had in Sicily.
Here I saw some enormous white ropes tied around
a cliff just off the shore. I wasn't able to go there, but
they made a deep impression on me and inspired me
to include the forces of nature in my work.

Indigenous peoples are often closely connected
to the natural forces that influence their lives. They
have always decorated themselves and their sur-
roundings to worship nature and actuate the spirits
and forces that determine their lives. Amulets come
in many forms and are often warn on the body.
They are thought to have magic powers and worn
to bring prosperity, or as protection against illness
and disaster.

[ attempt a sublime expression by combining as
few elements as possible to create the rawness and
pure perfection [ experience in nature. My amulets
are simple wound ropes with hundreds of secret

blessings within them.

Grethe Wittrock
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Keiji Ashizawa
arkitekt / architect

GRAVITY LIGHT, 2007
Lampe

175(1) x 50(h) x 0.5(b) cm
Aluminium

PARABOLA LIGHT, 2005
Lampe
120(dia) x 22(h) cm

Aluminium

Gravity Light
En delikat kurve skabes ved at haenge en tynd metal-
plade i luften. Pa grund af tyngdekraften bgjes pladen
naturligt og bliver en ideel lysreflektor.

Kurven varieres ved at bruge plader af forskellig
tykkelse.

Ved at heenge pladen op fra to punkter opnas en
form som et stykke papir, der beeres af vinden.

Nar lampen tages ned bliver den flad som en
enkelt metalplade.

Parabola Light
Lampen“Parabola light”er en spot, som ger brug af
en paraboldisks karakteristiske form.

Et parallelt Iys skabes ved at pege en lyskilde mod
et punkt pa diskens overflade.

Lyskildens retning kan ogsa justeres ved at eendre

vinklen, og den kan heenges fra en veeg eller et loft.

Keiji Ashizawa
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GRAVITY LIGHT, 2007
Lamp
175(1) x 50(h) x 0,5(w) cm

Aluminium

PARABOLA LIGHT, 2005
Lamp
120(dia) x 22(h) cm

Aluminium

Gravity Light
A gentle curve is created by hanging a thin metal
plate in the air. By gravity, the plate naturally bends
into an ideal light reflector.

Different curves can be achieved by using plates
of varying thickness.

Suspended from two points, it captures the form
of a sheet of paper being carried in the wind.

[t flattens out into a simple metal sheet when it is

returned to the ground.

Parabola Light
The"parabola light”is a spotlight using the characte-
ristics of a parabola dish.
A parallel light is created by shining a point-light
source to a focal point on the surface of the dish.
The direction of the light source can also be
changed by adjusting its angle and it is able to be

hung from a wall or ceiling.

Keifi Ashizawa
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Koichi Suzuno arkitekt / architect
Shinya Kamuro arkitekt / architect

KIRIKO FLASKER, 2007
Soyasauce-, meelke- og vinflasker
Standard sterrelser

Glas

"KIRIKO FLASKEN"er skabt i samarbejde med glas-
sliberen Tadayuki Okubo. “KIRIKO FLASKE"projektet
soger at give et gammelt japansk kunsthandveerk nyt
liv ved at skabe sma og neensomme eendringer i hver-
dags glas med glasslibnings teknikken. Dette arbejde
giver gennem brugen af den konventionelle glas-
slibnings teknik, som efterhanden er blevet et symbol i
sig selv, et nyt perspektiv pa de velkendte glas flasker.
En sojasauceflaske med fiskeskaelmenster om
flaskehalsen, en meelkeflaske med en indgraveret
cirkel, der viser vaeskens haejde i glasset, nar det filtes
og endnu en med et ko-menster. En vinflaske med et
spiralmenster, der spreder sig som trade fra flaskens
top til selve flasken, en krydderi flaske med et hul,
hvorigennem man kan treekke et helligt lod / en
spadom. I dette arbejde er de ting, vi omgiver os med
i hverdagens kekken sasom sojasauceflasker, meelke-
flasker og vinflasker blevet genfedt i kraft af det
kunstneriske handveerk — glasslibning. Sadanne sma

eendringer af noget velkendt gor vores liv rigere.

Koichi Suzuno
Shinya Kamuro
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KIRIKO BOTTLES, 2007
Soyasauce-, milk- and winebottles
Standard size

Glass

Kiriko Bottle was made in collaboration with Tadayuki
Okubao a cut glass artisan. The Kiriko Bottle pro-

ject aims to revive ancient Japanese craftsmanship

by using a glass cutting technique to make subtle
alterations to everyday glass tableware. The work
gives a new perspective from which to look at familiar
glass bottles, by utilizing a conventional glass cutting
technique, which is now considered a symbol.

A Soya sauce pot with fish scale patterns around
the neck; a milk bottle with a circle engraved around
it displaying the level of the liquid when the bottle is
tilted; another one with a cow pattern; a wine bottle
with a spiral pattern spreading from threads from
the bottle top to the bottle body; and, a spice bottle
with a hole for drawing sacred lots. Things that you
see everyday in the dining room such as soy sauce
pots, milk bottles and wine bottles were reborn by the
artistic craftsmanship of glass cutting. Such a subtle

change in a familiar sight enriches our lives.

Koichi Suzuno

Shinya Kamuro
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Niels Hvass designer / designer

Christina Strand designer / designer

BREEZE, 2009

Bord 120 x 120 cm

Stol 80 x 80 x 70 em
Massivt stal med sort fiber

Breeze er en mebelkollektion til bade udenders og
indenders brug. Mablerne tager udgangspunkt i
den lette luftige danske sommer og fomyer, med sin
lethed, ideen om de traditionelle flettede mebler.

Konstruktionen er en spinkel ramme i massivt
stal, der skaber det facetterede udtryk.

I de transparente flettede flader, udnyttes mu-
ligheden for dobbeltkrumhed til at give den gode
siddekomfort og gode ventilation.

Flettets orientering og det lave, brede udtryk
understreger relationen til de udstrakte udenders
flader, hvilket ger meblerne seerdeles velegnede til at

definere rummet ude og inde.

Niels Hvass
Christina Strand
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BREEZE, 2009
Table 120 x 120 cm
Chair 80 x 80 x 70 cm

Steel and black fiber

Breeze is a furniture collection for indoor and outdoor
use. The light and airy Danish summer was the inspi-
ration for this furniture. With its lightness, the collec-
tion renews the idea of traditional braided furniture.
The slender frame construction in solid steel gives
the furniture a multi-facetted look. The transparent
braided surfaces exploit the potential of the double-
curve to provide comfort as well as good ventilation.
The direction of the braiding and the low, flat
appearance of the furniture underline the affiliation
with outdoor expansive surfaces The unique char-
acteristics make the pieces very suitable for defining

indoor and outdoor spaces.

Niels Hovass

Christina Strand
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Oki Sato

arkitekt / architect

RIBBONS, 2007

Taburet

77(h) x 37,5 samt 44(h) x 37,5 cm
Stal

Dette er designconceptet bag “Ribbons”.

En taburet hvis konstruktion “looper” som bandene pa en balletsko.
De tre band skaeres ud i laser fra et enkelt lag stdl og krydser hinanden i
en hejde, der giver stabilitet og den strukturelle renhed. Den heje taburet
har et ekstra loop, og nogle af disse kan anvendes til at hvile fedderne pa.

Puden, som kan veelges fra eller til, er faestnet pa stolen med magneter.

Oki Sato

RIBBONS, 2007

Stool

77(h) x 37,5 and 44(h) x 37,5 em
Steel

This is the design concept of “ribbon.”

A stool in which construction loops tegether like the ribbons of
ballet shoes.

The three ribbons are laser-cut from a single layer of steel, and cross
at a standard pitch for stability and structural integrity. The high stoal
has an extra loop, some of which can be used as footrests. The optional

cushion affixes to the stool with magnets.

Oki Sato
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Rasmus Fenhann

megbeldesigner / furniture designer

KUBGO, 2007

Borde

45 x45x 45 cm

Birkekrydsfiner med farvet laminat

Inspirationen kommer fra polyeder-geometrien og fra
den japanske lampetradition. Jeg har i 2005 designet
lampeserien Hikari, som bestar at polyeder-former i
trae med héndlavet japansk papir, og Kubo-bordene
er en viderebearbejdning heraf. Resultatet er et let

og staerkt bord, der er nemt at flytte rundt og kan
bruges i mange sammenheenge. Bordet er fremstillet
i birkekrydsfiner med en deekfiner pa den udvendige
side og en farvet laminat indvendigt. I toppen ligger
der en heerdet glasplade. De udstillede prototyper er i
tre forskellige udgaver: Gren - Valdned, Red - Oregon
Pine, Orange - Asketree.

Rasmus Fenhann
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KUBQ, 2007
A table
45 x 45 x 45 cm

Birch plywood and coloured laminate

In this work [ am inspired by polyhedra geometry and
by the Japanese tradition of lamp making. In 2005 I
designed a series of lamps called Hikari. The series
consist of polyhedra shapes in wood with handmade
Japanese paper. With the KUBO tables I have carried
on this work. The result is a light and strong table,
which is easy to move around and can be used for
many purposes. The table is made of birch plywood
with a covering veneer on the outside and a coloured
laminate on the inside. The top is made of hardened
glass. The exhibited prototypes have been made in
three different variations, green - walnut, red -

Oregon pine and orange - ash.

Rasmus Fenhann






Ryuji Nakamura
arkitekt / architect

HECHIMA, 2007

Stol

600(b) x 600(d) x 550(h) cm
Industrielt papir

Stolen er individualistisk og ligner en svamp. Den er
lavet af hardt industrielt papir, som er blevet sat sam-
men i mange belgende lag, der far hullerne til at ligne
et net. Styrken og fleksibiliteten er tilpasset hullernes
starrelse. Den er let at lave og har mange anvendel-
sesmuligheder som for eksempel et bord eller en
seng. Designet er mekanisk og enkelt, og alt efter
hvilken vinkel man ser den portreetteret fra. Formen
er organisk og kompliceret med et steerkt udtryk.

Ryuji Nakamura

b6

HECHIMA, 2007
Chair
600(w) x 600(d) x 550(h) cm

Industrial paper

This chair is individualistic, resembling a loofah. It

is made of sheets of firm industrial paper that have
been stuck together in many wavy layers to make the
holes look like a net. The strength and flexibility have
been adjusted to fit the size of the holes. It is easy to
make and widely used even as a table or a bed. The
design is mechanical and simple, and depending on
the angle, it portrays an organic and complicated

shape with a strong impact.

Ryuji Nakamura
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Tani Toshiyuki

lampedesigner / lamp designer

WAPPA KONCEPTET, 2000
Hanabi, Shuriken og Kazaguruma
Lamper

55 x 55 cm

Akita Cedertree

Nar OHITSU (ris madkasser) og CHAZUTSU
(te daser) laves af Akita cedertrae plader, som bojes
under varmt vand kaldes det”Mage-Wappa”. Dette
gores ved brug af en traditionel handveerksteknik.
Nar man bruger Akita cedertree i dets naturlige farve,
skabes et produkt med en unik tekstur og aroma, som
stimulerer bade synet og lugtesansen. Hvert produkt
er opkaldt efter traditionelle japanske aktiviteter og
objekter sasom fyrveerkeri, runde kaste knive, vind-
maller ect... Haber, at publikum pa denne udstilling
vil opleve japansk aestetik.

Tani har selv staet for bejningen og sammenfat-

ningen af lamperne.

Tani Toshiyuki
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WATPPA CONCEPT, 2000

Hanabi, Shuriken and Kazaguruma
Lamps

55 x 55 cm

Akita Cedar wood

When OHITSU (rice containers) and CHAZUTSU
(tea leaf containers) are made from Akita cedar plates
that are bent under hot water, it’s called “Mage-
Wappa.”This work utilizes a traditional craftwork
technique. Using Akita cedar in its natural colour, the
product is created with a unique texture and essence,
which stimulates one’s sense of sight and smell.
Each product was named after traditional Japanese
activities and objects — fireworks, circular throwing-
knives, windmills, ete. — with the hope that everyone
who views this exhibition will experience Japanese
aesthetics.

The bending, patching and assembling-work has

been done by Mr. Tani himself.

Tani Toshiyuki
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Turi Heisselberg Pedersen

keramiker / ceramic artist

BALUSTRESERIE II, 2008
Vaser

65 x 27 cm

Stentej med sinterbegitning

De overordnede tilbagevendende temaer i mit
arbejde er form, linjefering og rum. Jeg arbejder tit 1
serier, hvor formerne relaterer sig til hinanden, dan-
ner rytmiske forleb eller indbyrdes kontraster. Jeg er
optaget af at modellere formens profil, sa den griber
fat i rummet omkring den og danner et interessant
negativt rum.

Pa min daglige cykeltur tveers gennem Frederiks-
berg kommer jeg forbi mange fine gamle ejendomme.
Mange af dem har karakteristiske reekveerker pa
facaderne med balustre, der er omdrejningslegemer
ligesom krukker. Balustre — partiernes gentagelser af
samme form, har karakter af ornament. Balustrene
har ofte ret flotte former og mellemrum, og de har
inspireret mig til denne serie. I min vaseserie far
formernes forskellige karakterer og deres mellemrum
en grafisk virkning, som var det raekker af tredimen-
sionelle bogstaver i ét ord.

Det matte, stenagtige overfladeudtryk er kogt ned
til et minimum, der dog stadig udtrykker materia-
lets karakter og teknikken. Det vigtigste er dog at
glasuren underbygger formen og giver en virkning
som om, den er ét med leret og ikke er et lag, der er
lagt pa.

Tiri Heisselberg Pedersen
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BALUSTER SERIES II, 2008
Pots
65 x 27 cm

Stoneware

The major reoccurting themes in my work are form,
contour and space. | often work in series of three in
which the shapes relate to each other, making up
rhythmic sequences or mutual contrasts. I am invol-
ved in modeling the profile of a certain shape, so that
it captivates the surrounding space and thus creates
an interesting negative space.

On my daily bicycle trips through Copenhagen,
| pass many fine old buildings. Many of them are
decorated with characteristic banisters with balus-
ters on the facades. Like pots, they are wheel-turned
objects. The repetitive shapes of the baluster banisters
resemble ornaments. The shapes and the spaces in-
between the balusters are often very pretty, and have
inspired me to make this series. In my series of pots,
the different characteristics of the shapes and the
shapes between the pots have a graphic effect as if
they were three-dimensional letters in a word.

The matte stone-like appearance of the surface
has been boiled down to a minimum, yet the attri-
butes of the material and the technique is expressed.
But most importantly, the glazing emphasizes the
shape to give the impression of merging with the clay,

rather that having been put on top of the clay.

Tiri Heisselberg Pedersen
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Yuichi Higashionna

kunstner / artist

BLACK CHANDELIER 11, 2008
Lysekrone-serie
47 x 47 % 94(h) cm

Lysstofrer, aluminiums wire

CHANDELIER VII, 2005
Lysekrone-serie

125 % 110 x 95(h) cm
Lysstofrer, aluminiums wire

Der findes hejst sandsynligt ikke noget land i verden,
hvor man er sa glad for overdrevent fluorescerende
neonlys som i Japan (*1).

De cirkuleere og skarpt lysende lysstofrer, som
blev almindelige i japanske hjem efter krigen, sym-
boliserer noget seerligt japansk.

Jeg er bange for, at jeg bilder mig ind, at det er et
specifikt japansk karaktertreek at forsege at gore alt
fanshii, (*2) forstaet som smat, rundt og nuttet.

Jeg startede pd lysekrone-serien, hvor jeg bruger
mange cirkuleere lysstofrer i 2001.

Denne serie er min hyldest til —bade for at sere
og ironisere over — den japanske lysstof- kultur, som
pa en gang fascinerer mig, og far mig til at fele mig
ukomfortabelt tilpas.

Ja — det var mit mal at skabe et fluorescerende-

lampe monster!
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BLACK CHANDELIER TI, 2008
Chandelier series
47 x 47 x 94(h) cm

Fluorescent lamps, aluminium-wire

CHANDELIER VII, 2005
Chandelier series
125 x 110 x 95(h) em

Fluorescent lamps, aluminium-wire

There is probably no country as fond of excessively
bright white fluorescent light as Japan (*1).

Circular bright white fluorescent lamps, which
came to be widely used in Japanese homes after the
war, symbolize something particularly Japanese.

[am afraid that T am under the illusion that it is a
Japanese mentality to try to make everything fanshii,
(*2) that is to say, small, round and cute.

The chandelier series, in which many circular
fluarescent lamps are used, began in 2001.

This series is my tribute, both homage and a satire,
to the Japanese® fluorescent culture” that fascinates
me and at the same time makes me uncomfortable.

Yes, my aim was to make a fluorescent lamp

monster!
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(*1) Hvornar begyndte Japan at lyse sa skarpt?
Junichiro Tanizaki’s bog, In Praise of Shadows (1993)
beskriver dette emne pa en god made. (Ifolge dette
essay brugte man gledelamper i stedet for fluoresce-

rende lamper i Europa pa samme tid).

(*2) Ordet fanshii stammer fra det engelske ord
‘fancy’. Laeg meerke til at ordet har en helt anden
mening end det originale engelske ord. Fanshii er et
ord, der udspringer af Japans store beundring af vest-
lig kultur. Man kan sige, at fanshii ting er underlige
(hverken vestlige eller japanske), kitsch, pigede og
darlig stil. De mest typiske eksempler er karakterer sa
som ‘'Hello Kitty’, og den pink farve der symboliserer
Sanrio, firmaet der producerede ‘Hello Kitty'.

Yuichi Higahsionna

T4

(*1) When did Japan become so bright? Junichiro
Tanizaki's In Praise of Shadows (1993) is quite
insightful on this subject. According to the essay, the
cities in Europe (and in those 3 days, incandescent

lamps were used as opposed to fluorescent ones).

(*2) The word fanshii is derived from the English
word fancy. Please note that the meaning is widely
different from the original English word. Fanshii is a
word that originated from Japan's great admiration
for Western culture. Fanshii things are said to be odd
(neither Western nor Japanese), kitsch, girlish, and
tacky. The most typical examples are characters like
“Hello Kitty,” as well as the colour pink that symboli-

zes Sanrio, who produced”“Hello Kitty.”

Yuichi Higahsionna
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Yuriko Takahashi

designer / designer

TWISTER, 2002
Stol
41 x 41 em

Lamineret birkefiner

Den belgede overflade er ikke kun en visuel effekt. Den dbner for utallige
kombinationsmuligheder i kraft af sin specielle karakter, med et twist.

Yuriko Takahashi

TWISTER, 2002
Chair
41 x41 em

Plywood

The waved surface is not just a visual effect but adds unlimited possibili-

ties for varied combinations as uses a special character, with a twist.

Yuriko Takahashi
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Fonde / Foundations

A.P. Moller og Hustru Chastine Marsk MC Kinney Mellers Fond
til almennyttige Formaal

Dreyers Fond

Ester og Jep Finks Mindefond for Arkitektur og Kunsthandverk
Grosserer L.F. Foghts Fond

Lillian og Dan Finks Fond

The Japan Foundation

The Scandinavia-Japan Sasakawa Foundation

Toyota Fonden

OK’s Almennyttige Fond

Derudover har felgende vitksomheder stattet udstillingen

Japan Specialisten
SONY Danmark
Umloud Untd

KLS Grafisk Hus A/S

KLS Grafisk Hus arbejder malrettet med klima- og miljgbevidst produktion og planleegning: Alle produkter er
@O2- neutrale. Hermed er Huset med til at pavirke leverandarer og samarbejdspartnere til at fokusere pa CO2-
udledning. [ et seerskilt regnskab kan du afleese hver enkelte tryksags CO2 regnskab. Desuden er huset Hlmed

belennet med Climate Cup Strategiprisen 2008, for virksomheder med mindre end 500 medarbejdere.
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