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Three Flags for Three Cultural Messengers

Waving a flag in celebration, an action very
proactive and visual, is something | really
like. For Japanese people of a certain
generation, for a time flag-waving overlapped
with scenes of great sadness. But in these
times of ours, my desire is to bring flag-
waving fully back to life as a scene of spirited
enthusiasm. In creating a new design for this
year’s Annual, | opted to feature a figure—
whom | call “DNPman”-waving three flags to
cheer on DNP’s three cultural messengers.

Shin Matsunaga, Graphic Designer
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Between January 2008 and March 2009, a total of 15 exhibitions
were held at ginza graphic gallery (999), including “Testimonies from
Twenty Pioneers of the Graphic Design Era: Interviews by Hiroshi
Kashiwagi”; at ddd gallery, 10 exhibitions were mounted; and at the
Center for Contemporary Graphic Art (CCGA), three exhibitions were
held focused on prints from the Tyler Graphics Archive Collection.
The exhibition “Brilliant Rivalry: Works by Outstanding Designers in
the DNP Archives of Graphic Design” was held at all three venues. In
addition, “DNP Archives of Graphic Design: CREATORS FILE,” a set
of 20 DVDs, was published and donated to libraries, art museums,
schools and other organizations throughout Japan.

A full year has now passed since the activities of ggg, ddd and CCGA
were transferred in July 2008 from DNP to the DNP Foundation for
Cultural Promotion, and we wish to express our deep gratitude to all
those whose support has enabled the transition to be carried off with
resounding success. This report has been prepared to present the
cultural activities related to graphic art and graphic design conducted
between January 2008 and March 2009, and also to introduce the
operations of the DNP Foundation for Cultural Promotion.

Current developments in digitalization and networking are changing
the way information is communicated, and these changes are also
having a major impact on graphic art and graphic design. While keep-
ing alert to these changes in the environment, the DNP Foundation for
Cultural Promotion is determined to continue undertaking a full range
of significant activities that will make meaningful contributions to soci-
ety in the years ahead.

We ask for your continued support and understanding.

Yoshitoshi Kitajima
Chairman of the board of directors, DNP Foundation for Cultural Promotion
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Possibilities of and Expectations toward
the DNP Foundation for Cultural Promotion

Hiroshi Kashiwagi

Design Critic

Dai Nippon Printing Co.,Ltd. (DNP) established ginza graphic gallery
(9gg) in the heart of Tokyo in 1986. This was followed by the opening
of ddd gallery in Osaka in 1991, and the launch of the Center for
Contemporary Graphic Art (CCGA) in Sukagawa, Fukushima
Prefecture, in 1995. Through these three facilities, DNP has organized
exhibitions of, and collected and preserved, works of graphic design
and graphic art. When the publications, seminars and other undertak-
ings carried out in tandem with its exhibitions are included, ultimately
DNP can be recognized as having performed activities relating to
research and education as well. Those diverse activities now span
more than 20 years.

As a further step in conducting these multifarious activities, in 2008,
to mark the 130th anniversary of its founding, DNP established the
DNP Foundation for Cultural Promotion. With its creation, the activ-
ities of ggg, ddd and CCGA are now carried out under the aegis of
the Foundation, an arrangement that enables enhanced performance
in the various operations relating to graphic design and graphic art
conducted to date. This intent is clearly stated in the Foundation’s
founding prospectus. According to that prospectus, the activities pur-
sued by the Foundation broadly fall into five categories: archiving,
exhibitions, education & enlightenment (publications, seminars, etc.),
research support and international exchange.

In a nutshell, in a broad sense the DNP Foundation for Cultural
Promotion is positioned to fulfill a role as an educational and research
center pertaining to graphic design and graphic art. Moreover, high
expectations are held toward its successful functioning in line with
that role.

A center for graphic design and graphic art recognized worldwide

Generally, functions such as design education and research are per-
formed under the auspices of design museums. The world’s oldest
design museum is London’s Victoria and Albert Museum, which
evolved out of the Museum of Manufactures founded in 1852. The
V&A's role is to offer enlightenment in the realm of design to industrial-
ists, designers, students of design and the general public: i.e. the
museum serves as an educational facility for design targeted simulta-
neously at both experts and everyday citizens. The V&A’'s collections
and displays are categorized by period and region, with displays
intended both for the visitor’'s appreciation and open perusal.

In the United States, a considerable number of institutes or centers
have been founded by business corporations. One example is
Cooper-Hewitt, which is today a national design museum with a col-
lection of enormous scale. Originally, however, it was an organization
set up by private individuals — three granddaughters of industrialist

Peter Cooper — known as The Cooper Union for the Advancement of
Science and Art. The museum took its current form as an annex of the
Smithsonian Institution in 1967. As museums go, Cooper-Hewitt is not
of gigantic scale, occupying premises that were formerly a mansion
owned by Andrew Carnegie. It is one of a number of museums on
Fifth Avenue alongside Central Park in Manhattan that were converted
from the former estates of wealthy individuals.

A distinguishing feature of Cooper-Hewitt is its outstanding library
containing books and other materials relating to design. Persons wish-
ing to use the library are required to reserve by telephone two days in
advance. Among the prime materials on American designers acces-
sible here are items handwritten by Normal Bel Geddes. In this
respect, Cooper-Hewitt is a facility intended for specialists, yet at the
same time it also hosts small exhibitions targeted at the general public.
In Japan, by contrast, design museums are still lacking. At the DNP
Foundation for Cultural Promotion, graphic is the overriding theme,
and while in genre it may be limited, through its archiving and exhibi-
tion activities the Foundation also functions in part like a museum. As
such, the creation of a central institution possessing functions of these
kinds can be expected to enrich the lives of artists, researchers and
the general public alike. It is my sincere hope that its existence will
come to be recognized worldwide.

Activities of the DNP Foundation for Cultural Promotion

The establishment of the DNP Foundation for Cultural Promotion is
expected to clarify even further ggg, ddd and CCGA’s objectives and
functions; but as noted at the outset, these facilities already boast sig-
nificant track records that point to an array of possible directions for
the Foundation’s activities to take in the future.

In the realm of archiving alone, the possibilities are diverse. “Brilliant
Rivalry,” an exhibition initially held at ggg early in 2009 that subse-
quently traveled to ddd and CCGA, bears the subtitle: “Works by
Outstanding Designers in the DNP Archives of Graphic Design.” As
this implies, the exhibition consisted of posters contained in the DNP
Archives. Exhibiting works from this collection in a format open to the
public is an undertaking that will clearly take place again in the future.

Going forward, the materials included in the DNP Archives will need to
be made accessible for digital use. By the same token, there is a need
to probe possibilities for making the digitalized materials openly
accessible for distribution through the Internet. Placing these materials
on open view raises expectations for the emergence of new research,
and it is also conceivable to link the process of digitalizing the
Archives materials to research activities.

The number of works contained in the Archives collection is vast.



When the Museum of Contemporary Art Tokyo held a retrospective
exhibition of the works of Ikko Tanaka in 2003, some 500 items were
selected from the roughly 5,000 he had created. Recently, nearly all of
Mr. Tanaka’s works were permanently transferred to the DNP Graphic
Design Archives. At the time of the retrospective exhibition, a com-
plete catalogue was prepared; its presence affords researchers a
reference in itself as well as a starting point for verifying their research
using original works when necessary. Indeed, the DNP Archives are
destined to become a useful facility for persons doing research.

The “Creators File,” which was completed this year, consists of DVDs
containing interviews of 20 designers. Many hours of video and inter-
view were not included in the final DVDs, however, and these too
should make for useful materials for researchers. Going forward, even
without intent to complete them in DVD format, interviews of design-
ers should be preserved as an archive.

In 2006, an exhibition titled “Exhibitions” was held to commemorate
ggg’s 20th anniversary. It comprised representative works of the art-
ists who had exhibited their works at ggg during its first 20 years.
Works were on show by more than 160 artists from Japan and over-
seas, and the event provided evidence of the huge number of
exhibitions that had been held to introduce their works. Exhibitions
also bring pleasure to the general public, while naturally they provide
precious information for artists and researchers alike. Exhibitions are
thus destined to play a major role within the DNP Foundation’s roster
of activities.

The EXHIBITIONS catalogue, which contains the works and biographi-
cal information of the more than 160 featured artists, serves as a
starting point for a network of artists. The Foundation is thus posi-
tioned to function as a networking center for designers both within
Japan and around the world.

Also in 20086, the exhibition “Japanese Posters — Today,” spotlighting
works from the DNP Graphic Design Archives, was held at Die Neue
Sammlung in Munich, Germany. Subsequently the exhibition traveled
to Museum of Design Zurich, Frankfurt’'s Museum for Applied Art and,
in 2007, the Museum of Decorative Arts in Prague and Berlin Art
Library.

In addition to the exhibitions held at ggg and the other venues, exhibi-
tions such as these foster networking with museums overseas.

As the foregoing indicates, whereas the future activities of the DNP
Foundation for Cultural Promotion will in part be extensions of the
activities that have already been conducted until now, it will be neces-
sary to strengthen even further the networks of artists, researchers,
and museums and other organizations, and to pursue the Foundation’s
development as a center of information on graphic design and graphic
art that will garner attention worldwide.

Two areas that the Foundation has not been very active in until now
are joint research with external organizations or individuals and fund-
ing support. As such, going forward the Foundation must develop its
own style relating to the directions and methods for such activities.
Although other cultural foundations engage in a broad array of activ-
ities such as research funding, support of external research, publication
funding assistance and support of joint research, not all such founda-
tions possess their own unique approaches. Against that backdrop,
we hope that the DNP Foundation for Cultural Promotion will develop
a style that can be considered to be uniquely its own. Toward that end
also, it should be imperative to organically interconnect such areas of
activity as archiving, exhibitions, education & enlightenment, research
funding and international exchange. We hope to see the Foundation’s
activities attracting attention globally in the near future.
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Leave the Flower in the Meadow: A Capricious Critique of Exhibitions

Yukichi Amano

Columnist / Former editor in chief of Kokoku Hihyo (Advertising Criticism) magazine

Say you go, for example, to an exhibition of posters by Yusaku Kamekura. As
you would expect, the venue walls are filled with Mr. Kamekura’s posters hang-
ing in frames. And we, as visitors, proceed slowly around the room, or rooms,
standing face-to-face, engaging in dialogue, with Mr. Kamekura’s outstanding
works, one after another.

This is an altogether normal scene in an exhibition space. It’s virtually no differ-
ent from what takes place at a show of Tadanori Yokoo’s paintings or of photos
by Yoshihiko Ueda.

But what if what is being displayed are advertisements? For example, a show
of advertisements by Takuya Onuki, or Kashiwa Sato, or Toshiro Kataoka?

The answer is likely the same. Though a variety of schemes might be worked
out for each type of exhibition, the basic thinking behind them is all the same.
Indeed, when | once went to a showing of Mr. Kataoka’s ads, his well-known
ads for Smoca Dentifrice were lined up on the walls, each in its own frame.

| rather enjoyed seeing them that way, and | see nothing wrong in it either. Yet
when | visit exhibitions of advertisements here and there, the framed ads
always seem to look ill at ease, jittery.

The reason, in my opinion, is because advertisements aren’t “works.” Print
advertisements and TV commercials are, for the sake of convenience, called
“works” and treated like “works” — and | have always done so myself. And while
| find nothing wrong in that, this is altogether a case of doing so for conveni-
ence — which makes this essentially different from the way paintings or
photographs are “works.”

Unlike paintings or photographs, which are independent artistic expressions,
advertisements are journalistic expressions tied to products or services. To
separate a journalistic expression from its surroundings and put it in a frame is
equivalent to stopping that expression from breathing. Maybe, as the haiku
poet Taki Hyosui (1684-1762) wrote, “The flower, rather than be picked, is best
left in the meadow.” (Incidentally, in olden days | don’t think it was common
practice to put works of artistic expression in frames either.)

| always run up against this matter when I’'m asked to judge a TV program or
some such thing. TV programs, including soap operas and variety shows, are
all, in my opinion, journalistic expressions. That said, soap operas can, | think,
be considered as “works” to be judged; but how can one make a judgment
about a news program, for instance? It's meaningless to render a judgment
based on any individual broadcast, and it’s for that reason that ultimately news
programs of that nature are excluded and the judging is carried out only for
programs that are easy to judge. Perhaps it can’t be helped, but then again,
what meaning could there possibly be in judging TV programs leaving out news
programs, the core of TV programming?

In the case of advertisements, the situation seems different but is actually the
same. Try as one might to treat advertisements as “works” and to exhibit them
as “works,” something — something essential — inevitably is lost. Though one
could conceivably squeak by in the case of Mr. Kataoka’s Smoca Dentifrice
ads, exhibiting the ads of Mr. Onuki or Mr. Sato would, | suggest, be an impos-
ing task.

So, can there be no such thing as an exhibition of advertisements?

Indeed there can, | would say. But in order for it to work, it’s necessary to shed

the shackles of the classic format of an exhibition — treating ads as “works” and
putting them in frames — and let the ads run totally free. | would suggest that
rather than considering ads as targets of viewing appreciation, we need to
change our thinking and treat them as objects to be experienced.

If one were mounting a show of Mr. Kataoka’s Smoca Dentifrice ads, for exam-
ple, instead of showing his individual ads cut out from the original newspapers,
one should show the newspaper pages that contain them, in their entirety, as
they are. Then the wall surfaces throughout the whole exhibition space would
be filled with several hundred pages containing Smoca ads. That way, the visi-
tor would be able to make contact with the Smoca ads together with the
events that were occurring at the time, i.e. breathe in the actual air of those
days (the mid-1920s to 1930s).

Experiments of that kind have already gotten under way, | think; and not only
are no frames needed, the venue shouldn’t be limited to the exhibition hall
either. I'd like to see ways of exhibiting journalistic expressions that are free,
bold, and appropriate to the 21st century. Think of Germany’s “Wunderkammer”
— “cabinets of curiosities” (16th century) said to be the earliest form of museum
— or Barnum’s American Museum (19th century), that stunned America with its
bizarre exhibits. In earlier times, museums were engrossing places packed with

vitality and excitement.
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Toda Today: Poster Art by Seiju Toda

January 9—31, 2008

T—v by FHIEFRAS—T7— MR

SEDRERIF. BEHMRIAY—80mRDZERRL
FUle.
HERERF. 16mDEN R — hEZARTOY
TITRET—RICHEDICIRA T —TH 5.
IS5 T4 wIRICBVT. RRY—DfffENDED
FHOONTVWEWRKICBWVT, Ffe. HADIRA
Y —DIfENEFRICERHM NS EZE>TLS,
Fle. HUWMERDRY—hEHK DT,

FHIFE

For this exhibition, | showed more than 80 of
my outsize (1030 x1456mm) posters. The works
on display were created on the theme of con-
temporary art learned starting from the age of
16. Today, when the value of posters is not rec-
ognized very much within the graphic world,
my hope is that Japanese posters will win rec-
ognition again worldwide. This exhibition
served as a new starting point.

Seiju Toda






Testimonies from Twenty Pioneers of the Graphic Design Era:
Interviews by Hiroshi Kashiwagi

February 6—-29, 2008
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For this event, the gallery was laid out with
monitors each showing a designer being inter-
viewed, together with selected excerpts
projected on cloth backdrops. | had imagined
the interviews might be difficult to understand
given all the voices coming from the monitors
simultaneously, but this proved to be no prob-
lem. The dimmed lighting in the gallery also
gave the show the semblance of a video instal-
lation of contemporary art. This exhibition
method was quite successful, | would say.
The opening party, attended by many of the
featured designers, was very enjoyable also.
Many people stood in front of the monitors lis-
tening intently, giving me reaffirmation that
they were interested in the interviews as hoped
for. There were also a fair number of people
who expressed a desire to acquire the featured
interviews on DVD, and some even said they
would like to see them available in print.
Hiroshi Kashiwag
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Textasy: Brody Neuenschwander

March 6-31, 2008
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It takes considerable courage to show western
calligraphy and text art to the Japanese pub-
lic. My work is influenced by western, Arabic
and Chinese/Japanese calligraphy, as well as
modern conceptual art. Traditional techniques
combine with new media to situate an ancient
art form in a modern context. Western viewers
do not always understand this work, but | felt
that the Japanese visitors to the gallery respond-
ed immediately and profoundly to the canvases,
works on paper and video installation. Many
visitors spent considerable time with the work.
Perhaps they thought my writing was a strange
hiragana style! My thanks to the staff of the
ggg, whose generosity and efficiency were
most impressive. Brody Neuenschwander







Tokyo Type Directors Club Exhibition 2008

April 4—26, 2008
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“The written word continues to change in vari-
ous ways in line with the times. And in these
days when communication domains have
expanded, writing systems of differing designs
from all over the world are increasingly shar-
ing the same space on a page — causing great
commotion. | invite you to be knocked for a
loop by the power of typography drawn from
countries everywhere. TDC has finally opted
to inaugurate prizes for book design. The feel-
ing is that an attempt should be made to put
the spotlight at judging sessions on books —
which are smaller and unassuming compared
to posters and the like - and on the typograph-
ic layouts that wriggle on their pages.” — Shin
Sobue, book designer

This exhibition, which displayed the outcome
of the Tokyo TDC Annual Awards 2008 com-
petition, showed some 100 works selected
from among more than 3,000 entries. Seven
overseas winners — from the UK, the United
States, China and Germany — came to Japan
for the occasion. Tokyo Type Directors Club
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Alan Fletcher: The Father of British Graphic Design

May 9-31, 2008
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| was very grateful for the opportunity to curate
the exhibition of Alan Fletcher’s posters at ggg.
The installation was immaculate and the
response of the audience was incredibly grati-
fying. | know that Alan would have been
extremely pleased. In delivering the introduc-
tory lecture on the opening night, | was
honoured to be addressing so many of Alan’s
friends, colleagues and admirers, and it was
a pleasure to meet them later at the private
view. Overall the response was intelligent and
warm. The very many visitors who came to the
gallery during the exhibition are testament to
Alan’s lasting appeal and relevance. | would
like to thank ggg for helping me to realise this
beautiful and timely exhibition.

Emily King, Curator of the exhibition
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Hiroshi Sasaki, Leader of a Cheering Squad for

the Japanese Advertising World

June 5-28, 2008
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After this show, | thought now | can die in
peace, leaving nothing undone behind me.
Actually, to tell the truth, | was dumfounded
at the very notion of my holding a one-man
show. Me? More than a creative artist, I'm a
self-styled “leader of a cheering squad.” As an
excuse not to hold a show, | remember having
said | wouldn’t be averse to holding a funeral
for myself while | am still alive. Of course, my
suggestion was turned down, and yet actual-
ly, this was, in a sly way, a funeral-in-life of
sorts. Looking back over who | have been, pre-
paring my past work for exhibition, | had the
feeling | was writing a last will and testament
for each piece. From what I'm told, more than
7,000 visitors came to the show. Quite a few
stayed up to an hour or so, and around two
were moved to tears at the loss of the “dearly
departed.” I'm glad | did this. With a funeral
like this, I wouldn’t mind doing it several times
more.... May | rest in peace. Hiroshi Sasaki






2008 Tokyo Art Directors Club Exhibition

July 4-30, 2008
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To be honest, this year | found no works to be
truly outstanding. Among the commercials,
decent showings were put in by Suntory’s
BOSS (canned coffee) and SoftBank’s mobile
phone ads; but SoftBank had won the Grand
Prize last year, and BOSS was not worthy of
the top honor. Ultimately, the Grand Prize was
awarded to Tsuguya Inoue for his anthology of
graphic works. His design portfolio is a con-
densed history of the overwhelming design
power of such pioneers as Parco and Comme
des Gargons, and in this sense Inoue’s anthol-
ogy transcends the realm of a collection of an
individual artist’s works, making it worthy of
the Grand Prize. Takayuki Soeda,

ADC Exhibition Committee Member




INOUE TSUGUYA

2 GRAPHIC WORKS

1981-2007

1. Tsuguya Inoue

2. Masayoshi Nakajo
3. Taku Sato
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Now Updating... The Interactive Design of THA/Yugo Nakamura

August 5-28, 2008
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| experimented with an array of exhibition meth-
ods so as to offer a fresh presentation to
visitors. Among the methods | experimented
with was playing down the interactive aspect
and making nearly all the programs operate
automatically without human intervention; |
then made the whole advance rhythmically to
the second-by-second ticking of a clock, bring-
ing all the works into synchronicity at a certain
instant. | think this meshed well with the style
of my company, which undertakes a large num-
ber of small jobs. Watching the various works
all moving continuously with such purpose in
the darkened room, we all relished the happy
moment with a broad grin.

Yugo Nakamura
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The Design Cycle of Keiko Hirano: Origin, Terminus, Origin

September 3 —29, 2008
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Looking retrospectively over my past work, |
examined three compositional elements of
design that have appeared in my work repeat-
edly: white, grids and organicity. Ten years
ago | covered a wall with white post cards; ten
years later, here | covered the wall with white
books - a book called White Book: A written
record of my thoughts. The book contains writ-
ten descriptions of the fundamental thoughts
underlying the design works that were on dis-
play. Visitors could take a copy of the book
—a fragment of my installation — from the wall
and move with it about the venue. They could
read it, sitting on one of the benches | designed
specially for the occasion, and experience the
. " ”” exhibition Ieis.urely, at their own pgce. The
'Illliilllll scene of thelr. rvn'ovements, book in hanq,
around the exhibition rooms brought the exhi-
bition’s design to completion. In this way |
offered up a proposal on communication design

s e — u.nr"".”_, I "“

within an exhibition hall. Keiko Hirano
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White: Kenya Hara Exhibition

October 7—31, 2008
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My studies of “white,” which | have focused
on for some time, led to the publication of a
book with that title. This solo exhibition of
2008 was an attempt, by taking excerpts from
that book and juxtaposing them alongside my
recent works, to evoke mental images of what
I had felt every moment | engaged in design.
Although there was no specific connection
between the text and the works on display,
the words seemed to correspond to my tense-
ness or focused concentration when | create
my works. In the basement gallery | brought

I S

il L

I )
.--. |;||'-: i together three works making use of super

water-repellent technology. Controlling mov-
ing water droplets is not easy, but utilizing
super water-repellent technology is one meth-
od that makes this possible. While visually
tracing where the water droplets go, it becomes
impossible to take one’s eyes off the work.
Kenya Hara
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M/M (Paris) The Theatre Posters

November 4—26, 2008

M/M (Paris) The Theatre Posters
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For our first big exhibition in Japan in a graph-
ic gallery we were obsessed with the idea of
making an exhibition in the format of a classic
graphic design monograph, so the viewer could
have the opportunity to get a bigger picture
on our graphic production, they would this way
be able to construct the missing links.

By chance and by being stubborn we have
been collaborating with a theatre based in
Lorient, France (Centre Dramatique De
Bretagne) for more than 12 years. Looking back
at this free minded but consistent series of
posters is a real travel through time. It gives

the viewer the opportunity to follow our visual
and ideological development over a large peri-
od of time. It is like being able to look at our
archives and or laboratory at the same time.
It is a real condensed and precise monograph
of our universal visual language. M/M (Paris)




EpEariog TEXTE ! KUSIUI: JM:WIS ABIITIRK 4 MISE EN SCENE & SCEX0QRAPHIE ERIC YIOXER / DIRECTION MUSICALE PHILIFPE
LACARDE, EVE PAYCUR, VINCINT THOMAS, MIBITR MEU. Fﬂlll"! il'llll
TOPI

ARRIFBLACHETTE J/ AVEC A 154 i V¥

BLACHETTE, Stllﬂ'll.l IWILIIRD f OSQISHM' ﬁ L‘ 'II'SE 5 HB llﬂ'lll! SAILLARD / LUMILRIS CRRIS'

50N FREDERID LAUD THIAS SAILLARD/BRUND REEIN uawl'n-:lnl

CENTRE DRAMATIARC I'II lulnm: m |o| DRANAENSEMBLE SILLAGLS / LE QUARTZ. BREST
AU 58100 LORIENT TEL 02 8783 S151

l mn
HLUY CINTAL DRANATIANE DD nnmm: \‘lﬂ'!l Dh Lﬂlls“ 11 RUE CLAIRL DROXNE.

5 REPRESEHTATIDHS o AHSQH% 1998
Ul
! "IEIEH i

i2)

37



OYKOT Wieden +Kennedy Tokyo: 10 Years of Fusion

December 2—24, 2008

OYKOT Wieden+Kennedy Tokyo: 10 Years of Fusion
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This was an exhibition well befitting Wieden +
Kennedy. To give visitors a sense of what this
creative agency is all about, it incorporated
visual projections of the agency’s work for Nike,
Google, etc., a unique hybrid installation intro-
ducing its individual staff members, and wall
decorations that changed every week. Tokyo,
when viewed through Wieden + Kennedy's fil-
ter, reveals itself to be a new city we never
noticed before—hence “OYKOT,” the exhibition
theme. Here, in condensed form, we find the
spirit of “Wiedenism”—the performance of high-
quality creative work by extracting the maximum
capabilities of each individual (employee) by
offering them maximum respect.

Wieden + Kennedy Tokyo



i‘]‘

\
/E’E Wt ==

mmmmmulﬂ'r Eﬁ!ﬂ;
JLITES, auETE ﬁgﬁﬁr

z}.\]-—bhﬁ’:’! ’El)‘?'( &’-313“69

HRY g j{
= _*_ u;”?‘ff?;@:’,ﬁ j!w WS%@#

r‘: "k\ Ef{ﬁ‘tﬁ ﬁﬁ’@[ ™
LN
9008 Mgy >33
\ , o




Brilliant Rivalry: Works by Outstanding Designers in
the DNP Archives of Graphic Design

January 9-31, 2009
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In the 1960s Japanese graphic design came
rapidly into the international limelight by win-
ning numerous top awards at poster biennales
and other events worldwide. That legacy con-
tinues to the present, and today graphic design
is deeply ingrained in the Japanese economy,
society and culture. This exhibition brought
together posters — the medium most symbol-
ic of graphic design — by 69 designers spanning
roughly half a century, their rainbow of styles
making for an impressive spectacle. From the
juxtaposition of works by contrasting pairs of
designers, the visitor could perceive how each
era achieved all the greater brilliance by dint
of the competition among its contemporary
designers. This layout scheme was also of
deep interest in how it placed the outstanding
characteristics of individual designers in high
relief. The exhibition reaffirmed my conviction
that brilliant works stand the test of time.
Kazumasa Nagai







Helvetica forever: Story of a Typeface
February 5-28, 2009
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Designed in 1957, the Helvetica font is an icon
of Swiss graphic design, which was a model
of sober, functional communication through-
out the world in the 1950s and 60s. Helvetica,
as an aesthetic constant, mastered the quan-
tum leap in 1957 from metal type to the digital
age of wordprocessing. The best designers
and graphic artists in the world have been
using this typeface since the 1960s and with
excellent results.

“Helvetica forever,” the exhibition retraces
Helvetica’s history, compares it to the well-
known sans serif fonts of the twentieth
century. Numerous originals show a multitude
of ways the font has been used in five decades
from a wide variety of fields — from signage
design to party flyers. Victor Malsy
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DRAFT: Branding and Art Directors

March 6-30, 2009

DRAFT: Branding & Art Director
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Society today stands at a crossroads. Amidst
the global recession tracing back to the sub-
prime problem, Japan appears to have entered
an era in which a clear distinction is being drawn
between necessities and non-necessities.
Companies and people deemed unnecessary
are being labeled as things of no value. As
advertising designers, what can we do today
to build a strong presence and forge a valued
relationship with society? In this exhibition, we
focused on our involvement with business com-
panies from the perspective of “branding.”
While introducing our thinking on the topic, we
used projectors to show visitors what takes
place behind the scenes at DRAFT in design
production, including advertising, sales pro-
motion and shop development. We also
introduced, on video, the work done by our art
directors (currently numbering 9), the most
important factor in terms of branding.

Satoru Miyata
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ddd gallery 08-09

November 25 —December 24, 2008
Truth And / Or Virtue:
Graphic Designs by Shinnoske Sugisaki and Yoshimaru Takahashi

January 15—February 23, 2008

Welcome to Magazine Pool: Ten Creators Crossing Boundaries for Magazine Design

February 29 —April 12, 2008
Ginza Salone Osaka: Kenjiro Sano Attacks ddd

April 22 —June 6, 2008
Shinya Nakajima TV Commercial Exhibition: Shinya Nakajima with 29 Art Directors

June 13 —July 23, 2008
Tokyo Type Directors Club Exhibition 2008

August 5—28, 2008
Now Updating... The Interactive Design of THA/Yugo Nakamura

September 9 —October 8, 2008
2008 Tokyo Art Directors Club Exhibition

October 17—November 15, 2008
Aoba Show: Masuteru Aoba One-Man Show

January 15—February 27, 2009

Helvetica forever: Story of a Typeface
March 10 —April 16, 2009

Brilliant Rivalry: Works by Outstanding Designers in
the DNP Archives of Graphic Design
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Truth And / Or Virtue:
Graphic Designs by Shinnoske Sugisaki and Yoshimaru Takahashi

November 25—December 24, 2008
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Our conversation began with a discussion of
the meaning of our holding a two-man show.
Us especially — working at what could be said
to be polar opposites: Sugisaki designing infor-
mation and impressions = solidography,
Takahashi expressing emotions and humidity
= emotional typography. Our exhibition title
reflects what our respective designs share in
common (“And”) and what sets each apart
(“Or”). Nevertheless, there is no denying we
share the same temporal background, having
graduated from the same university in the same
year. Surprising to us, many people expressed
the view that our exhibition highlighted our
similarities more than our differences.
Shinnoske Sugisaki, Yoshimaru Takahashi
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Welcome to Magazine Pool:

Ten Creators Crossing Boundaries for Magazine Design
January 15—February 23, 2008
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Ginza Salone Osaka: Kenjiro Sano Attacks ddd
February 29 —April 12, 2008
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Shinya Nakajima TV Commercial Exhibition:

Shinya Nakajima with 29 Art Directors
April 22 —June 6, 2008
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Tokyo Type Directors Club Exhibition 2008

June 13— July 23, 2008

08TDCE

53



Now Updating... The Interactive Design of THA/Yugo Nakamura

August 5-28, 2008

Now Updating- THA /"W BEDA V85774 T T4~

— 11up e
i pmEIE NN .
| mmimiE . mEil N

o I f Wl

Him =

me [ e
gl 1° Biint iy




2008 Tokyo Art Directors Club Exhibition

September 9—October 8, 2008

2008 ADCJz
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Aoba Show: Masuteru Aoba One-Man Show

October 17—November 15, 2008

Aoba Show: HEREY Y- a—
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Helvetica forever: Story of a Typeface
January 15—February 27, 2009
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Brilliant Rivalry: Works by Outstanding Designers in
the DNP Archives of Graphic Design

March 10—April 16, 2009
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Center for Contemporary Graphic Art and Tyler Graphics Archive Collection 08

March 1—June 15, 2008
Thick with Color:
17th Exhibition of Prints from the Tyler Graphics Archive Collection

June 21 —September 7, 2008
Big Prints, Small Prints:
18th Exhibition of Prints from the Tyler Graphics Archive Collection

September 13 —November 24, 2008

Monologues in Black:
19th Exhibition of Prints from the Tyler Graphics Archive Collection

60
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Thick with Color: 17th Exhibition of

Prints from the Tyler Graphics Archive Collection

March 1—June 15, 2008
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A characteristic of screen prints (silkscreen) is
that the ink is transferred to the paper by pass-
ing it through a template or screen.

This technique began attracting attention as
works of art with the flourishing of pop art in
the 1960s. Pop artists found new value, new
beauty, for their times in the images such as
advertising and comics and contemporary
industrial products. Screen-printing was the
perfect medium to enable color surfaces of
clarity as well as the use of photomechanical
transfer. Screen-printing was also welcomed
by artists working in abstract geometric can-
vases; they too saw screen-printing as a
printing mode most suited to the realization
of their artistic idiom.

This exhibition displayed works by artists such
as Josef Albers and Roy Lichtenstein that
showed the viewers an attractive aspect of
the print medium.
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Big Prints, Small Prints: 18th Exhibition of

Prints from the Tyler Graphics Archive Collection

June 21—September 7, 2008
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For a long time prints were a small-scale me-
dium, an art form not typically a works of grand
scale. The reason is because they originated
primarily as privately owned works to be
admired holding them in one’s hands. Moreover,
making large prints was difficult owing to tech-
nical constraints imposed by the print
materials and press size.

The situation changed completely in the 1960s,
however, with technological innovations. Tyler
Graphics was among the leaders of the new
trend and has created works so large in scale
as to occasionally be mistaken for wall paint-
ings.

Today of course, works of small size are still
being produced. This is because print artists,
while on the one hand attracted to the pos-
sibilities for expressions through large prints,
simultaneously are attracted by the way in
which small prints invite a dialogue between
the artist and the viewer.

This exhibition displayed prints, both big and
small, created by artists including David
Hockney and James Rosenquist and intro-
duced visitors to the breadth of artistic
expression possible with the print medium.
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Monologues in Black: 19th Exhibition of

Prints from the Tyler Graphics Archive Collection

September 13 —November 24, 2008
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The color black has appealed to us since
ancient times. It is often viewed as a color that
expresses meanings of a negative kind, yet it
is precisely for this reason that black can also
be suited to artistic expression that probes
our true human nature. Meanwhile, depicting
something entirely in black is an effective way
for the artist to directly convey the shape or
profile of his image.

If richly colored works can be likened to an
opera that plays out a grand drama through
elements of music and lyrics, then works that
are totally black can be compared to mono-
logues, soliloquies delivered by a single actor
on stage. They appeal by evoking an aura of
strength and depth through their very simplic-
ity. This is one reason why even today, in an
era overflowing with color, many artists choose
black as their preferred mode of expression.
This exhibition displayed prints by artists such
as Robert Motherwell and Frank Stella, in
which black is either the only color or the base
color. It introduced various approaches of these
artists toward the color black.
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Education at Keio and Geidai: Vision and Case Study

Masahiko Sato

Professor, Department of New Media, Graduate School of Film and New Media, Tokyo University of the Arts /

Guest Professor, Faculty of Environment and Information Studies, Keio University

Exactly 10 years ago, in the spring of 1999, | took up a post on the Shonan
Fujisawa Campus (SFC) of Keio University. The previous year the university had
approached me with a request to offer a course on the study of and education
relating to artistic expression in the environment of today’s new media. My first
reaction was a sense of uncertainty as to whether or not the realm of expres-
sion could stand as a subject suitable both for the university and for myself.
Ultimately, however, | decided to teach the course and to create a laboratory at
Keio in light of the following two factors.

First, given that the underlying social roles of a university are research and
higher education, these are tantamount to creating systems of knowledge for
the purpose of interpreting the world around us, and the ongoing production of
individuals who possess such knowledge. To do so, verbalizing is normally a
requisite process; and therefore, as artistic expression involves the creation, in
different forms, of things that cannot be verbalized, in this fundamental point it
does not fit the situation. However, with the methods of expression that | had
adopted up until that time, | had tried every way to verbalize within a creative
setting; and | felt that if | were to use the expressive methods | had verbalized
in that manner, it should be possible for research and education to be carried
out even within the realm of expression.

Second, two years earlier, after having published a compendium of all of my
works to date, | had been driven by the impulse to broaden the scope of my
artistic expression beyond advertising, and | myself was groping for new forms.
| felt that by accepting the offer from Keio and pursuing activities not so much
as Masahiko Sato but more as the “Masahiko Sato Laboratory,” | would be
more likely to produce new forms of some kind.

To begin, what | did first at Keio was to lecture in a large classroom on the
methods of expression | had verbalized up until that point. Thanks to the notes
| prepared and the materials | organized daily for those lectures, | was able to
systematize what | had done and get an overall view of where | should proceed
from there. Meanwhile | also started a seminar and set to the task of achieving
“expression born in the classroom.” | had had it in mind all along, but it was
then that | began to probe expression born from computer science or cognitive
science — fields | had previously been unable to get involved in because such
work would be too experimental. | held a large number of workshops and, in
small numbers, carried out new experiments every week in things that had not
yet been verbalized. Among the topics dealt with in my workshops of this peri-
od were “expression born from algorithms” and “What is digital?” Starting the
third year, | began carrying out a program to take the new expressions that had
been born in my workshops and transform them into projects. Those projects
included Calculation in Motion: 16 Flipbooks (published by TransArt), Nippon
no Switch (The Mainichi Newspapers), An Arbitrary Point P (Bijutsu Shuppan-
sha), “Pythagora Switch” (NHK Educational TV) and “Masahiko Sato
Laboratory Exhibition: Problems and Their Solutions” (ggg). In the end,
Calculation in Motion won a Tokyo ADC Award and Hiromu Hara Prize - the
first time for a university institution to win such honors - followed by
“Pythagora Switch” garnering the Prix Jeunesse International Award (for edu-
cational programming) and Prix Danube (Slovakia). For the ggg exhibition and

my other educational activities, in 2006 | received a Mainichi Design Award.

In 2005 | received an invitation from Tokyo University of the Arts (Geidai) on the
occasion of the launch of a new faculty dealing not in the traditional fields of art
or music but in the realm of “film and new media.” Indeed, today the bulk of
expression being created worldwide is in media such as television, cinema and
the Internet. Frankly, | was in a quandary because the Laboratory at Keio was
going so well; but ultimately | decided to move on to new territory in a quest
after even newer forms. | participated from the early stages, with the new fac-
ulty’s classroom building, organization and systems all as yet undecided. The
new program was launched in spring 2006. At Geidai, a major goal is to culti-
vate new artists — which meant that expression born as a laboratory, as at Keio
until then, was a path that could not be taken here. Nevertheless, thinking it
would be effective for cultivating artists, | decided to teach expressive method-
ology. Meanwhile, because up until that time my Laboratory activities had been
my mainstay, | was put in the awkward position of groping for a new way of
doing things for myself. What | tried first was a unit of instructors. At Keio this
was difficult owing to the significant differences between the various fields of
study; but at Geidai’s Department of Film and New Media, since the range of
majors was narrow to begin with, this was possible. To start, | formed a unit,
named “Euclid,” together with Takashi Kiriyama, Associate Professor in the
same department who holds a doctorate in engineering. We began our activ-
ities on the theme of “expression based on mathematical concepts.” The
following year, we received a request to take part in a group exhibition called
“Roppongi Crossing” to be held at the Mori Art Museum, which led to the crea-
tion, amid active debate, of a new work: “Arithmetik Garden,” an installation
employing radio frequency identification (RFID) technology. This would not have
been possible without Professor Kiriyama and the Geidai environment (work-
room and spacious studio). The next year we received a request to exhibit
“Arithmetik Garden” at NTT’s InterCommunication Center (ICC), and Professor
Kiriyama and | worked up an exhibition, including “Arithmetik Garden,” called
“Transform Yourself.” It won the “Excellence Prize” at the Agency of Cultural
Affairs’ 2009 Japan Media Arts Festival. Our unit is currently in the process of
getting professors from other departments involved as well.

Until 10 years ago | was highly suspicious of the likelihood of a university giving
birth to artistic expression or of undertaking higher education in the realm of
film and new media. Now, | can nod my head in confident affirmation. Still, in
my case this has been made possible by the environments, which came about
under very unusual circumstances, at Keio University’s SFC and Geidai’'s
Graduate School of Film and New Media. | must add that at the base lie the
numerous gropings and failures, that can only be called reckless, that those

environments permitted.

71



ggg, ddd Gallery Talk Overview

Fy ) —h— 2 P

72

TEXTASY:
JOF4 - JAIVVATFII—R

WEE  JOF 4 /AIVvyadrud—
BRERODIEHHYZEEDBIEA VIS U—
3> [SKIN] ZiDl., BMESEBEE—5— -
JU—FDI44E0TOIIY THD, HE
[ZOZRO—-0OF] [E—%5— - JU—FDzT
A DMEF] DIEFD A VAT - 3 ER IR
O—Z+ 70—2000). ZLTARSIVY—
NISATFaD - F-DFx—45—] [CDVT,
ZOMGEEEDICBN, /AT YadP V5 —
KRIXFOHFHMEPRE, XFHAA—IICE
Do TVKBE, ZNZNOEFROMBE. &
Vol EITHPHEDD, TFRSEBE A
A= EDOBRFREDH LWL I REMZIRK Uk
F9, WUITST A DEBRZEBAICERDRSH
EIRICEDF Ul

TSV Ty Fr—:
RBEIST1vITFHLIIDR

HEE  IZSU—-F2Y

AFURIS T4 v ITHAVDREFFEND
TS5V DLy Fr—DR2ih 52FR0, OV
RYDFHFAY - Ta—I TP LAICREINTV
BHIRRY—EBN'S. gggRDIHITH I CHERL
SNIEARDF 2 —9—THHIZU— - F
VIKRNERH, FvSU—b—IZTEVEL
fco 735V Ty Fv—DERICDVT. A
WPTF A VEZ UCAERF T, BHEEND
KBTTEICEDE T, IS5 T1voTHAY
EVSHEZDBD, HRICBIFDTTAF—
DUBEVSIBDZEEILIEAYTEHD T
LyFv—h. ZTOEEZBUCHEZSAD
FHETEDRIFIEDIF. ZLTLDICETARE
NP THOIehBIN DR DRBEFED T U,

BAIBNZ vk, ZIRELTERAR
Z58X1. &,
IMERRIEAK O

HEE | (AR + S
PRI+ HERE
YRR +BIEET

ERARBRDNEH L TPREVT — T 1 LY
= JUTAT DT 1LY —D=HEH.
e, BHST=KED3EICOIEDNB. F
BZERDICONBEDVVEICE D TVE,
YELNBBNICOEN > TV DERORERN
BBZ/OIESHRNSRE. MBERFALIC
[FEUWVADED [CBAL SWVWEIE D DUIHEE
BEE3ZEEEVDSEITFITEOEEVRSE.
REIFARBICEFEDHICHO>T. TTTADD
ZBDOUID. B&oEXDBEDITDHTEN
—BFRBEILLE. LEDISUBEZR-SE
HE. ZfH=fOMNHDH. ELAKDBRER
[CHFfe [—ERATEHSI—EEETEDS] &
WS EFEDBRAH. TIITADERKENSIE
HanEk L.

2008 ADCE

HEE (S ERE—

2008ADCEEHDEBEERERB—RE. T
AVICFRER, BENIOTEHMEN DD —
DIFENZERT D, LWhIFI=2=s—3
YEWSH. HOI—DEZNNEABENICZ S
TVESHBERIEL. ZDBDHFE>TVSDTT.
ZZICEDCABRBULTVD EVSIREK. F
ENEI L. BRIENcbDEE. 95T 1w
IDFNCIFELEVIBDMEEKE, 5Ty
ITFTAVICRICARZBLTHETEH S, B
SHAREINTO>TBELWEER, RELF]
DIHOROEEHPEZZEL TH LWL DOEH
DZEDL 2TV S ETBDETEED. I5T 1w
ITH AV EVSYBHHIHENMEND S TZ
FETED [Ah]. TUTZOHREMNZ, RE
BEECTHEDAVF U,

Now Updating--- THA /HHEZED
AVISIT1ITFHLY

HIEE | PNETREEN (THA) +

B SHETRE

(BERSVART LY N - FHFAY)
INFTUL>TEIE, DT TDHFICAST
NORTEEHNDD E—REREEVSTHAL
T RSVRRS LY b, HENSHELULT
WBESH, DT ITHTAVHVEAV5S
T4 ITHAVERBRCESRED LN
TEBDD. AVIZIT4TEVDDEFED
—DTHO., ZTITELTVS [5WHERE] D
55 JO7 1 vy 3F)UEHVSP Y F 1 7EmE.
BUTEZBDRT T EDULENEVIFENE
BOSSHIDE. R - HHH ERNBOES Z
D<%EVNST L, [FFFFOUNDUICRS DT D
P—EXEUTOREOIREMLE, EUHR
TRE~BRUTCEAT « PIESTIIORRK
MNRATL S, BEETE =0 LD F U,

FEHUF
[ 4 > DR E R )

HUEE | PEHHTF+XH—E/
FEF T + E 2+ LLhtE
THHTF+AE=tE

FHEDI L7, CCFRC—BUREZEDD
BREVWVEZRDSDD. THAVDRDER ST
FAF—FVWEVEFFT KA —IER. NTTR
JEF702iD ShosazHERMFK LIZTOY Y ~
FTHA F—DIFREA K & iliE T 2 EEHE
Kl SEORBERZETTAVEFEARES &
EZTESNDRERICEEV. BEDBHAT
DTFFAVICHTIEBROES=REDEL.
BICRED by TDRBCTHEVNAZIZEAN
FJ, TUCERZDHHIEDEBEMLSIEX
BEthKlE. UhULDBHDTEDAREEVLDSBHD
ZRBIEVWEWS ECANZADHBBRTHDE
1518, ARBERRBEDLREZLTCIZIa=r—v3
D DREFDFRERD LT E Ulco




8] FisE

HIRE | R

FHAOAVETRELTD [H] [EDVT
EBLEODIFELOREBZAAD [TV TFT 4R
2o S, HRTHBELODFTIO—/V X L%ZE
TUTREROXEDHE L, y0—K- Vv ./
YOAZ 25—y avEFIVHRTULEER
UIE<IE2 TV B RKAH AT, FIBOIFRP
AAVH D MRILT D EEEHET M
MIAZT2Z5—Y3VTHBEEINRE 2o
FOR=IVITF7xAZEZLHLT. ZIIC
BROZIOTCELDER, A A—IZEFEAD
2. INTEPHANF>TVDARELIZ 2
ZU—Y3vVOERCTIEEVD. ZIICTYA
VEVSBDOBEKDTIREVH—THEFRDAL
[CEDDEET. AZN—YILEXIRT, TE
(SR &Y,

M/M (Paris) The Theatre Posters

HEE - M/M(Paris)=
NTA TR FIRTAZT v I&
SHIN-FLYST

SEOEBRFMNMNIADLSICRTIFLL
EESM/M(Paris). BODI12EBDYENZ
HOEHoTLBETTHDE, ZLTZETH
SRATLBDIE FIRIF/IND/\DRDRE(IC
BEONTDOL oA T T T A R, EHHNIE
BHOPALDEFERD ANTREESTETLL
BE. AENBHOHSESENLTHON, =
RIENSZRTANEEFNEDSE TV, M/
MDEAF =X A=AV - TOITY
NCHZDIINY——1BEEYY— OUFY
BISDIRRY—(F, BEOEHTHDEEBIC,
M/MIC&DZDEEDERTHHD, MIRICHR
RTEDBEDKIY—ERIDENS T &I
ZOXRFITEDLIRICH DD T,

OYKOT Wieden + Kennedy Tokyo:
10 Years of Fusion

Helvetica forever:
Story of a Typeface NILRFHE

BHand/or & CIREZHESEEALD
IS3T4vIFH1Y

HEE BB T RS+
I3V CIIA+IY - DATY

lIndependence is Everything| [The Work
Comes First] [Fail Harder] £&, WH+KDZ
OY 7« —Z#IC. BNCIUIAT« Dk
HIEHICHBIEC EEFAD. FBEEKE KN
KRICKBDRRA T« AZ=HPD&E UlcsEZ, %4
WRA T A ADRBNIA YN\ —THBY3> - I
AEREWHKRIRREY Y - D4 TVENGIEHC
FEEREDF U, BIREBSHEDDE. KT
FERDETEEL, BADE, —AUDEDD
Ay E—IZEELLDREEVNDTE. ZLT
HOPDELZZIFAN, BISELLTVLE
BEFDOE, Ffe, BAKBEDTED L=
D227 A [CRTINKETLTVSD, RT—
JWPIRS YT« PEBEEDIZ—IEHID
BALEULI,

ESHLLTHAF—TEBEDRRE—
DNPIST74voTH1Y - T—H1A T NBRE

HEE | XH—IE+HBEAR

RERDEEZHEDICARICIDF S —
=2k BICHEZREKIDIS T4 vIT
YA F—EBDKARFNEZZOHELDTY
A F—IeBHERZBHD1950FKD 5. ZD
SHHZEBDORRDI ST 1 v IK T, BT
BRI, BRAZEESTREZRITH2ADHL
[FBAZHE L TRTLER Ufc. ZZICRSN
DREDBHLZEH. BEDISTAvIT
YA VDEZEDL 2TV /cDTY, BRZEMH
DENS. ZORKTEDORIANRITE. 7
YA F—BEDDOBEHD PBEVDEE I ZR
U. BSREEFEDEN. TUTCHEEDIS T 1y
I PREDFHEE T, MRNICFHHOELEA
DIST 4w ITHAVDRRERET DE-B
EEDFE U,

HEE >—X - Za25—+
JaONL-RILY—+
TJaUwT-bADILS
BEERE+/WME+/\RE+BHE%

ARF1LU—F—ZKF BEM. Z1—H5
ILEVDNBINIIRFONMEFRTRAENICAST
ZEUCVOIEER. TLTHBHZEGRAF U,
ALDZDEEMS CZHHIIDF—THOD.
THAFT—DT7ATT7ZRELTDHIC. T
WLBFOREZRUAITS LB BEE
BIEZAEIC LT NBBNIZERFRLEDTT,
BHI—DDLIFv—lF NRFHENDSX
FORLMBRD L. SPESNDIEDIE
SO NIIRFORECEDIOT R /Y
YEUTRDER, BRICEREFTDONIAF
ADBFASNCHBDFELE, FATFHA .
FARIT ST 4. BEREDBIDEFPIRICLDH
BHFRMEL<RVREIE. BRZEE DT
TUEHFEA.

DRAFT: Branding & Art Director

HEE | SHE+ BRSPS +EREn S

SHE A+ AT+ EEERT

EHHE -+ LBER+HERE

EHHE A+ EERE HERTH
83 & BEE—
RST K [FHAV T2 DEE. BEKXD
gz, BHRKE RS T MOHBY—hTa LD
F— ZTULCRSThZEZABTOIT U b=
—fEICP O TEIFRIC K BAmIC DD b=
JU—X, AEEBLCRATEeDIE. BEFED
DEHVTRBFLRLIFITVK I EZBEL
TVWBREVWSEHR/ RSTMDISAT7 VK
PRV IICHTDRBICEDOHRERIFRS L,
HOHRCHEDENDDIF DL DRETIFIEL
EVWSEBELEE. THAYEIST v I
JOY U b BEZLHET D EELMBDE
DAEBEE—HEICHEIETTTAVDEXS
PEDOTERDS, I3 T4 v IRENZITS
BHLELEHD—BHEDSEL S, THAY

DLWV EIBEMDR U SNE T .

HIEE | IEEZE)+SIEEN

YEZNT TO—F CTRENLE T A2 ZT D
PRRE, XZEN7TO—-FCHR. BESDD
BROETH A V2T DEBE. —ARZEBU
T, INFTOPOAE, REEADUESICAD
REWBOHTEDE. HECANDETNTNDH
TL&OSD BLDTHAVEPIZ 21—
Y aviE. BEEUERTHEDET. I35
T4y OTHAVIFRRZEEDIETHD. %
[CEEEMERE LTHESEVKLSEC < —HRKE
BHERED, TOHRDIS T4 vITFTFAY
ZRENRUZIVICHERICESNTVDIFFIEE
BBEDNSERE. FHFAF—CTHIROELD
EHEOHOUEIVICVD EVDEED RIS
PR, TUA Y ERBICETEI -ADED
SHBAFE UL,

73



gge, ddd Gallery Talk Overview

74

Textasy: Brody Neuenschwander

Speaker : Brody Neuenschwander

Mr.Neuenschwander spoke primarily about “Skin,”
his most recent installation that accounted for a
major portion of this exhibition, as well as about
the two film projects he undertook with director
Peter Greenaway: “Prospero’s Books” and “The
Pillow Book.” He also introduced, with video pre-
sentations, his sound-and-light installations “Bo-
logna Towers 2000” and “Writing On Water,” the
latter created in tandem with an opera concert.
In taking up such challenges as the legibility and
expressiveness of writing, the process by which
writing transforms into image, and the blurring
of their respective boundary lines, Mr. Neuen-
schwander continues to probe new possibilities
in the relationship between text and image. The
profundity of his work, transcending calligraphy in
its conventional meaning, left a strong impression.

Hiroshi Sasaki,
Leader of a Cheering Squad for
the Japanese Advertising World

Speakers : Hiroshi Sasaki + Satoru Miyata /
Hiroshi Sasaki + Gan Hosoya /
Hiroshi Sasaki + Takayuki Soeda

Three sessions took place, each between Hiroshi
Sasaki and an art or creative director he greatly
admires: Satoru Miyata, Gan Hosoya and Taka-
yuki Soeda. Mr. Miyata opined that as one gets
older, the mind gets more malleable and things
become automatic, and in this way experience
leads to more experience. Mr. Hosoya quipped
that having three or so severe people around us
in life keeps us from losing our mental faculties,
because their presence makes us strive hard. Mr.
Soeda addressed the question of the position of
advertising in our lives, offering that advertising is
truly part of our lives, inspiring us and making us
laugh a bit, which he said is the nicest thing about
it. The three sessions drove home the enthusiastic
determination Mr. Sasaki had put into the exhibi-
tion: “If | die, I'll just come back to life again!”

Now Updating... The Interactive
Design of THA/Yugo Nakamura

Speakers : Yugo Nakamura & Yosuke Abe (THA) +
Toshiyuki Sugai & Ryoji Tanaka
(Semitransparent Design)

THA and Semitransparent Design say they have
taken pretty much the same road, followed pretty
much the identical path since entering the world
of website design. In the course of the discussion
between the two sides, who are all good friends,
the current picture of their medium - which
matured so rapidly since its initial appearance
— came into view. Among their topics: how to
show website or interactive design in the format
of an exhibition; interactive design is a method,
that gives rise to the problem of “five-second
consumption;” the balancing act between profes-
sional spirit and the trend toward amateurism;
the recent conclusion that it's necessary to do the
same thing repeatedly; the simultaneous creation
of form/composition and content; and the pos-
sibilities of expression through website services as
seen in “FFFFOUND!”

Alan Fletcher:
The Father of British Graphic Design

2008 Tokyo Art Directors Club
Exhibition

The Design Cycle of Keiko Hirano:
Origin, Terminus, Origin

Speaker : Emily King

This Gallery Talk featured Emily King, curator of
this exhibition newly put together from the poster
works of Alan Fletcher in the permanent collec-
tion of London’s Design Museum two years after
the sudden death of this artist widely known as
the “father of British graphic design.” She spoke,
elaborately and in loving terms, of the way in
which Fletcher’s personality, design philosophy
and even his philosophy of life are infused into
his works. The audience came away with an
understanding of why Fletcher, who played a
fundamental role in establishing graphic design as
a profession and in solidifying the position of the
designer in society, had such a profound impact
throughout his lifetime. They also came to see
why Fletcher was, and continues to be, such a
beloved artist.

Speakers : Taku Satoh + Kazunari Hattori

The speakers were Taku Satoh and Kazunari
Hattori, the two winners of the 2008 Tokyo ADC
Members Awards. They discussed how design
has two sides to it: a front and back, a core and
an outer shell. One aspect is communication:
the achievement of an objective. The other is the
power of design itself, unrelated to the purpose at
hand. One can sense that people truly react to it.
Mr. Hattori declared that he simply loves graphics
— works in two dimensions, printed works and
the like. Mr. Satoh said he likes to always keep
one foot firmly planted in graphic design and,
thinking it's OK to put the other one anywhere,
he attempts to create a new connection via the
makeup or concept of the world, without focusing
on artistic expression. They discussed, in frank
terms, what graphic design is capable of, and its
possibilities, because of its modest physical con-
straints.

Speakers : Keiko Hirano + Kazumasa Nagai /
Keiko Hirano + Takeshi Natsuno +
Shunji Yamanaka /
Keiko Hirano + Takuya Onuki

Kazumasa Nagai considers Keiko Hirano unrivaled
as a designer who possesses a unified aesthet-
icism, unwavering creed and firm design “con-
science.” Product designer Shunji Yamanaka and
engineer Takeshi Natsuno, who collaborated in
developing NTT DoCoMo’s F702iD Shosa mobile
phone, stated that Ms. Hirano’s exhibition made
one ponder the meaning of design, and they said
it deeply probed the low level of understanding to-
ward design in Japan today - i.e. the low cultural
standard - and in particular the stance of today’s
top corporate echelons. Takuya Onuki, who made
for an unexpected pairing off, pointed out that he
and Ms. Hirano in fact share a desire to see the
core essence of things. He described his unique
and penetrating views on advertising and com-
munication.




White: Kenya Hara Exhibition

Speaker : Kenya Hara

What spurred Kenya Hara to write about “white”
as a design concept was the notion of “empti-
ness.” Today, a problem impacting the world is the
homogenization of culture resulting from singing
the praises of globalism. Mr. Hara noted that in
today’s world, where the model of communication
proposed by Claude Shannon is no longer viable
in all cases, communication is a mechanism that
allows for the viability of unspoken understanding
or eye contact. As such, he suggests that a major
source of communication in Japan is the pres-
entation of an empty vessel — emptiness — that
enables both sides to inject their own interpreta-
tions and images, including mistaken ones. This,
he says, is where design comes in — conveying
messages meticulously, in a universal context, in
words understandable to people everywhere.

M/M (Paris) The Theatre Posters

Speakers : M/M (Paris) = Mathias Augustyniak &
Michaél Amzalag

M/M (Paris) said they hoped visitors would look
at their exhibition as they would an open book.
They said the exhibition should convey their story
spanning 12 years. And what the visitor would
come to see would be M/M’s dynamism — a tran-
sition from the rational to the irrational, a forced
rebirth from the two-dimensional to the three-
dimensional in the manner, for example, of adding
ornamental touches or personal preferences to a
typeface created based on Bauhaus principles.
Their ongoing project of creating theatre posters
for the Centre Dramatique de Bretagne — Théatre
de Lorient on one hand equates to stage no-
tices, but simultaneously also incorporate M/M’s
interpretations of each staged play. The creation
of posters about plays that are open to limitless
interpretations means that the methods of artistic
expression available to M/M are limitless as well.

OYKOT Wieden + Kennedy Tokyo:
10 Years of Fusion

Speakers : Sumiko Sato + Hiroshi Yonemura +
John C. Jay + Dan Wieden

“Independence is everything!” “Work comes first!”
“Fail harder!” Centering on these tidbits of W+K’s
philosophy, the focus was on considering what it
takes to produce outstanding creative work. Ms.
Sato and Mr. Yonemura of the Tokyo office led the
discussion, with John Jay, a founding member
of the Tokyo office, and Dan Wieden, one of the
founders of W+K, taking over during the second
half. What Mr. Wieden talked about was his desire
to hear the voices of individuals, individual mes-
sages, and not the voices of big groups. He also
spoke of his desire to maintain a stance that ac-
cepts change and always evolves. He also intro-
duced W+K’s unique endeavors - its educational
and volunteer activities — aimed at doing what
they can to pay back their debt to the community.

Brilliant Rivalry:
Works by Outstanding Designers in
the DNP Archives of Graphic Design

Speakers : Kazumasa Nagai + Hiroshi Kashiwagi

This talk examined and compared, just as the ex-
hibition’s arrangement had, two or three designers
from identical generations. They started from the
1950s — when many designers who ultimately be-
came representative graphic designers of Japan
— and continued through to the graphics of today,
which still exude great strength. The interest de-
riving from such contrasts served to give graphic
design in Japan its broad diversity. By tracing
back over each era, the trends of each period
come into view and yield a sense of the connec-
tions that have existed between designers and
the impact they have had on one another. The
discussion also covered the differences between
design trends in the greater Tokyo and Osaka
areas, as well as the special features that distin-
guish Japanese graphics and Japanese creative
work. In these ways, this session was an occa-
sion confirming the root source of Japan’s globally
acclaimed achievements in graphic design.

Helvetica forever: Story of a Typeface

Speakers : Lars MUller + Victor Malsy +
Philipp Teufel /
Juzo Takaoka + Akira Kobayashi +
Hitoshi Koizumi + Masao Takaoka

The three curators of this exhibition talked about
the appeal and background of Helvetica, a type-
face said to be neutral, nondescript in character,
that became explosively popular worldwide.
More than anything, it is the nondescriptness of
Helvetica that is the key to its success, for it is
an outstanding typeface that enables designers,
when visualizing an idea, to create freely, without
being pressed by the “will” of the typeface forms.
The other session, by specialists in type design,
typography and letterpress print, covered such
topics as the forms and typesetting of Helvetica,
the history of Grotesque / sans serif that led to the
birth of Helvetica — a topic rarely discussed nowa-
days — and the situation around the time when
metal type Helvetica was introduced into Japan.
Their precious tales of their personal experiences,
along with their broad and profound knowledge,
kept the audience enthralled.

DRAFT: Branding & Art Directors

Speakers : Satoru Miyata + Mitsuhiro Tomita +
Noboru Naito + Ryusuke Tanaka /

Satoru Miyata + Megumi Wada + Naoko Fukuoka /
Satoru Miyata + Masaaki Hirose + Eiki Hidaka /
Satoru Miyata + Yoshie Watanabe + Ryosuke Uehara
Moderator : Keiichiro Fujisaki

Taking part in the discussions were Satoru Miyata,
current and past art directors of DRAFT, and vari-
ous people who have supported DRAFT with their
participation in its projects. Two things came into
clear view from the four sessions: the always un-
changing, sincere stance toward clients and staff
of Mr. Miyata and DRAFT - who say they aim for
long-term ongoing relationships and not one-off
ones - and the honest attitude that one shouldn’t
make things the world doesn’t need. Mr. Miyata
suggested that graphics would become so much
more interesting if design came to be viewed in
such a way that collaboration were undertaken
with people from other fields without dividing de-
sign into categories such as graphics, products,
architecture, etc. From his words one could sense
new possibilities in design.

Truth And / Or Virtue:
Graphic Designs by Shinnoske Sugisaki
and Yoshimaru Takahashi

Speakers : Shinnoske Sugisaki +
Yoshimaru Takahashi

Mr. Sugisaki creates structured design based on
a physics approach, while the designs created
by Mr. Takahashi are emotive, textured and by no
means dry, based on a literary approach. Could
the fact that their joint show revealed aspects
slightly different from their earlier methods and
expressive modes perhaps reflect that something
new has been born in them both? They discussed
their respective views on design and communica-
tion with firm conviction. Mr. Takahashi expressed
the view that graphic design is culture that speaks
for its era, and even with extremely general oc-
currences of a kind that do not subsequently
get passed on as historical facts, looking at the
graphic design works of the period at hand elo-
quently bespeaks them in real terms. Mr. Sugisaki
said it is important to keep in mind that, so long
as one is a designer, one exists within one mo-
ment within the continuum of history.
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Alan Fletcher: The Father of British Graphic Design

Emily King

Emily King | would like to first say how pleased | am
to be here. I'm very glad that Alan’s work has reached
Tokyo, at ggg gallery. It has been a long time in the
making, and I'm really pleased with how the galleries
look. | think that Alan would absolutely love the way it
has been hung and arranged. And we have Alan’s
daughter Raffaella in the audience and Alan’s son
Tobia.

The images I'm going to show today are from the exhi-
bition at the Design Museum. They were taken while it
was on. This first image we are looking at is from the
entry to the exhibition. It is a photograph of Alan
Fletcher in his studio. Alan Fletcher sat at a large white
kind of table. And on top of the table were all the things
he was working on very neatly arranged. And behind
him was a pinboard with lots of different bits. There
was work he was doing. There were things people sent
as gifts. So to kind of suggest this sense of the mix
between life and work. And he worked in a studio next
to his house, divided by a big sliding door. And his life
and work were already one.

So, to show the earliest work we included in the show,
these were drawings made by Alan Fletcher in Barcelona
in very early 1950s. If you look at them closely, you can
see that Spain in the 1950s was kind of more like
Morocco or Turkey is now. It had a lively culture. And |
think you really get a sense of how excited Alan was
about the rest of the world and how excited he was to
observe things and see details in the world. And this
kind of excitement and his ability to see things other
people might miss is a theme throughout his life.

While Alan was at Royal College of Art he managed to
negotiate a scholarship to study at Yale in the United
States. And at the time, America really was the core of
graphic design activity.

After a few years in America, Alan became homesick,
and | think particularly Paola became homesick for
Europe. And they returned to Europe. They returned via
Venezuela. He spent a short working in Milan, then he
moved on to London and set up a studio with his for-
mer classmate Colin Forbes.

And what you see here is work that he designed when
he was sharing a studio with Colin Forbes. And it is

Wl T
5

T

~

typical of kind of a young designer, very personal things.
And you can see Raffaella’s birth announcement on the
right-hand bottom corner. Like a lot of graphic design-
ers in London at the time, Colin and Alan sustained
themselves designing covers for Penguin Books.

After a few years, in 1962, Colin Forbes and Alan
Fletcher were joined by Bob Gill. What they were doing
was really very pioneering, because most graphic
designers worked within kind of large agencies or
advertising companies at the time. So it was really
unusual.

So when we call Alan Fletcher the father of graphic
design, it's more than simply a matter of style. He actu-
ally invented what it was to be graphic designer in
Britain.

The book that you can see on the left is open sort of
different ways three times. It's a book where you can
mix and match different parts. So you can have Alan’s
top, Colin’s middle, and Bob’s feet. And what it is trying
to communicate is that there are three of them, but they
are one. But together they are more than the sum of
their parts. The three of them join to make something
that is quite unique.

| particularly like the Graphis cover. Graphis is a Swiss
graphic design magazine that asked to publish the port-
folio of Fletcher, Forbes, and Gill in the early 1960s. To
make the cover of the magazine the designers asked to
have the package that they sent their portfolio in photo-
graphed, in effect the design was made by the Swiss
post office. It's an automatic design project, almost
anonymous.

In 1965 Fletcher, Forbes, and Gill became Crosby,
Fletcher, Forbes. Colin Forbes and Alan Fletcher were
ambitious to work in kind of a more multidisciplinary
way. Employing the architect Theo Crosby took them
into new territory, such as the identity design for
Reuters.

In 1972 Crosby, Fletcher, Forbes became Pentagram,
with the addition of two new partners Kenneth Grange
and Mervyn Kurlansky. Pentagram has a unique struc-
ture in that each designer in Pentagram works as his
own profit center. They employ their own teams, and
they have their clients. And yet, all profits are pooled,

. Drawing, Barcelona 1952
Reuters Logotype

Clam Ashtrays

Writing is Drawing

Q> wN

Alan Fletcher in his studio

and they are all paid the same wage. And this was

invented by the five original partners of Pentagram and
still operates in Pentagram worldwide.

This is one of the very few products Alan designed. |
think it might be the only retail product. It's called the
clam ashtray. And the ashtray is still in production and |
think will probably remain so until smoking becomes
entirely illegal.

And this is one of the last corporate identities | felt Alan
really enjoyed doing. It was the identity for a bank in
Kuwait. And | think maybe he enjoyed it because effec-
tively it was one of the first high street banks in Kuwait,
one of the first banks where you could go in and actual-
ly do banking transactions. So it not only involved
designing an identity, it also involved inventing how a
bank would be in an Arab state.

Alan left Pentagram at the very end of 1992 and set up
his own studio in his house, connected to his living
space by a pair of grand sliding doors and began to
concentrate on the projects that he loved to do. And you
can see on the walls that he really began to revisit and
explore the kind collages that he had first made in the
1950s. He had time to expand on ideas that he had
been having all those years. In this piece the idea is that
writing is closely related to drawing. For Alan there was
always a tight connection between writing a sentence
and creating a picture.

This is a selection of Alan Fletcher’s sketchbooks.
Throughout Alan’s life he had a sketchbook on the go.
And he would take it wherever he went. It would take it
out to dinner and draw pictures of his friends. And if you
look at the images, you still see that kind of keen sense
of observation and also some sense of play that you
really saw over 50 years ago in the sketches from
Barcelona.
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Now Updating... The Interactive Design of THA/Yugo Nakamura

Yugo Nakamura & Yosuke Abe (THA) +

Ryoji Tanaka & Toshiyuki Sugai (Semitransparent Design)

Yugo Nakamura The reason | invited Tanaka-
san and Sugai-san, both of Semitransparent
Design, to this talk show is simply because
we're very good friends. We often talk about
things over a drink, and we occasionally work
together. Just a few minutes ago, we were
chatting up a storm.

Ryoji Tanaka Now I'm getting all nervous!
Nakamura To introduce Abe-san, he and |
met a long time ago when we were working
for a company called Business Architects.
Yosuke Abe That was about 10 years ago, in
the days when there weren’t many people
working in website design.

Nakamura What did you think of the exhibi-
tion?

Tanaka |It’s surprisingly simple, isn’t it. If you
wanted to, you could have made it more
elaborate, more “macho.” | was actually won-
dering why you didn’t.

Toshiyuki Sugai There isn’t even a mouse
down there.

Abe At first our idea was to have a slew of
interactive elements, but as the opening
approached we just said “nope” to this and
that and ended up with the format as it is.
Nakamura Fiddling with a mouse would be
just like being at home, | thought, while mak-
ing the room a bit dark and getting the viewer
involved by moving his body, as with a media
art installation, wouldn’t feel right either.
Instead | thought it might be interesting to
change the proportions by placing the moni-
tors vertically. | also tried configuring the
monitors in various ways, remaking the whole
into something unremarkable. Putting a moni-
tor on the top, then having all the others
synchronize to the timing of a clock coming
from that computer, ending up with something
that would sort of say, “Here we are, synchro-
nized. These are our works.”

Tanaka Your sense as a designer, deciding to
synchronize like that, was the right answer, |
think. While giving the sensation of wanting to
pull it all together, ultimately there wasn’t all
that much spatial interaction.

Nakamura In the end, it's enough if the rules
that form the deep undercurrent are visible.

Tanaka One thing | personally feel is that
when making something interactive, there’'s a
tendency these days to be satisfied knowing a
result — something was touched, something
was done by moving a mouse, some form of
interaction occurred — and that’s the end of it.
| refer to this as the problem of “5-second
consumption.” The whole thing gets con-
sumed in about 5 seconds.

Nakamura That's a good way of putting it.
5-second consumption is a problem, especial-
ly in the context of advertising campaigns.
“Here, take this.” “Here’s the menu.” “Here’s
what we've done.” “Check.” “OK.” Things just
come to an end. With that sort of industry
viewpoint prevailing everywhere, | wanted to
rebel against that stagnant situation and break
out of it in various ways. Where relative suc-
cess was achieved was with Abe’s “From
‘convey’ to ‘understand’ campaign for amana.
Abe Showing a movie in a form that doesn’t
leave out content and doesn’t have a begin-
ning and an end. It can start from anywhere
and end at any point, linked to a clock.
Nakamura It seems to have a pretty solid
format, with a strong sense of having accom-
plished what you set out to do.

Tanaka In that sense, it’'s the same as what
you did with “Hello, World!” for SoftBank, that
ongoing generating movement, where there’s
no clear sense of beginning and end.
Nakamura There was a photo somewhat
similar to that in “FFFFOUND!” - our service,
operated by THA, for sharing images with
everybody.

Abe Being like an aerial photo, it shows
hordes and hordes of people.

Nakamura It's a super-bird’s-eye view of
people of all sorts lying on a beach, running
about, and so on. “Here’s how it goes,” so to
speak.

Tanaka “Here’s how it goes,” is it!?

Abe “FFFFOUND!” contains a lot of design-
like images, doesn’t it? It's just that the user
has decided that's OK; for example, it would
be feasible for all the photos to be architectur-
al images. Yet for some reason an atmosphere
takes shape. That’s what so interesting about it.

Sugai Call it a service, but | think you should
be commended for having created a frame-
work in which it starts up a community. A
community that one goes out of the way to
make is generally boring, and it ends up going

nowhere. To go unwaveringly straight ahead,
though, with a self-purification effect pro-
duced naturally, is awesome.

Abe We've held firmly to injecting no words,
to not using words, and that’s what | think is
so good about it. There have been many
requests for tags. But since a tag in itself
becomes a message, it's possible to infuse
meaning into a picture to any extent. Since
there’s none of that, | think that’s why it con-
tinues to move in this form.

Sugai In this line of work, there’s a kind of
struggle in areas where it's not necessary just
to add something for the sake of adding it in —
sort of design that pares down functions. This
[FFFFOUNDY], | feel, is taking it to the heights.

Abe While promoting the fact that it was
made by THA, it would function better if those
on the production side were to become invis-
ible.

Nakamura True. Once it takes on some sort
of character, it loses its function as a service,
doesn't it.
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Helvetica forever : Story of a Typeface

Lars Miiller, Victor Malsy, Philipp Teufel
Juzo Takaoka, Akira Kobayashi, Hitoshi Koizumi, and

Masao Takaoka as a Moderator

Malsy As I'm speaking, we’ll be showing you
a variety of photos and the like on the screen.
What you see now is a notebook, a sort of
written record, exchanged between Eduard
Hoffmann and Max Miedinger. Here we see
the cover. This notebook contains a record of
the process by which Helvetica was devel-
oped. They are a record of the exchanges of
information and opinions between these two
men between 1956 and 1957.

Now | would like to get to the heart of my dis-
cussion. My first theme is titled “The
Phenomenon” — the phenomenon of a certain
typeface becoming famous. The typeface in
question is said to be characterless, neutral
and pleasant, a typeface of a kind found
everywhere, one that doesn’t stand out. For
those reasons, this typeface became a global
standard. The path followed by Helvetica, the
way it spread, can perhaps be compared to
the phenomenon of Bob Dylan or Coca-Cola.
Teufel Interms of its era, the Helvetica type-
face appeared suddenly during the 1950s, a
period when decorative embellishment was in
favor, and also a time when miraculous eco-
nomic growth was just getting under way.
Against that backdrop, Helvetica can be said
to have been an unstoppable movement — a
“quiet revolution.”

Helvetica has been used as the designated
typeface and in the logomarks of a variety of
companies: Bayer, BMW, Daimler-Benz,
Dresdner Bank and Lufthansa, among others.
Today this is referred to as corporate design,
but Helvetica became a typeface that spoke
for the company using it. Also, when the
designer was visualizing his ideas, with
Helvetica there was no conscious form forced
upon him; Helvetica enabled the designer to
create freely.

Malsy The next title is “The Success.” The
success of Helvetica was enabled by the prod-
uct itself. As a problem solver, this typeface
appeared with excellent timing. It was favored
all around the world, it was trusted, and it
established itself as a brand.

But do fame and popularity inevitably signify
ordinariness? Why is Helvetica criticized as

being too “ordinary”? Aren’t “great” things
defined by their conciseness, clarity and ease
of use? Isn’t this the very identity of Helvetica?
Miller The content of my talk relates to
typography and the design of lettering itself. In
the 1980s, in tandem with the start of the digi-
tal age designers in the West increasingly
became victim to the misconception that type-
face design equates with the design of
letterforms itself. The area of lettering design
became a sort of paradise self-realized by
designers. But not only letterform design, but
design as typography is one of the most
important areas.

What typeface to use for what text, and how
to achieve a good balance: it’s here, | believe,
that an important point lies. Helvetica is a very
convenient tool that matches ideas of any kind,
that can be used in any form. It can also be
adequately used by people who are unaccus-
tomed to design. In that respect, | think that
Helvetica is destined to be with us forever.

M. Takaoka My father (Juzo) and | operate a
letterpress printing studio, Kazui Press, tucked
away in a back alley in Shinjuku. We cooperat-
ed in this exhibition because we happened to
have movable metal type in the Helvetica type-
face as well as related materials.

Koizumi As you see, with the exception of
Juzo, the three of us are all wearing jeans.
We’'re doing so because Adrian Frutiger, the
typeface designer, referred to Helvetica as the
“jleans” among typefaces. | personally am a
fan of lead type, and | started buying it when |
was quite young. Though | didn’t purchase
Helvetica, | quite like a specimen book by
DNP around the time. In the early 1990s |
studied abroad in Basel, the Swiss city where
Haas — the first company to sell Helvetica —
was located. Haas was no longer in existence,
and today in its former location and building is
the Goetheanum. When Helvetica was first
being developed, it took nine months just for
the letter “R” to be given final approval. This
illustrates the difficulties involved in type
design.

| was asked to oversee the publication, timed

to coincide with this exhibition, of the
Japanese-language version of Helvetica for-
ever. Being in Japanese, the book can’t be put
together using Helvetica — a situation that cre-
ated considerable difficulty. Ultimately, we

used a typeface called “koburina gothic.”

M. Takaoka Helvetica as a movable metal
type was born in 1957 — the same year | was
born. The Tokyo Olympics took place in 1964,
and it was through that connection that
Helvetica first entered Japan. I'd like to have
my father tell us something as to how that all
came about.

J. Takaoka Hiromu Hara, one of the major
figures in the design world, wanted to use
Helvetica at the time of the Tokyo Olympics.
At his request, a man working at DNP, Kozo
Koike, who was well versed in typography,
wrote a letter to Haas requesting that they
accommodate since it would be used only for
the Olympics. Haas acquiesced. | conjecture
that they sent only one set of type in each
size, from small to large.

M. Takaoka So, more than the metal mov-
able type itself, this was a licensing agreement,
a contract under which Haas gave its approval
for reproducing the Helvetica typeface.

J. Takaoka When the rights to Helvetica were
transferred to Stempel, | visited the company’s
design department. They handed me a steel
ruler and told me to look for the straight lines.
The only one answering that description was
the sans-serif X. What | had thought was made
up entirely of straight lines in fact didn’t have
any at all.

Kobayashi Stempel was later bought out by
Linotype. And that’s how I, who work for
Linotype, ended up talking about Helvetica
here today. Sans-serif typefaces first appeared
in the early 19th century, but it wasn’t until the
arrival of Helvetica that they finally acquired a
balanced sense of proportion. They’re skilful
combinations of fine curves. As a design,
they’ve been improved about as far as they
can, and today their form is very refined. Still,
Helvetica is not alone in achieving this kind of
success. In Europe, there are actually a variety
of typefaces in common use.
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Satoru Miyata, Yoshie Watanabe, Ryosuke Uehara

At Satoru Miyata’s talk sessions, Q&A time is
always interesting. In tandem with this exhibi-
tion, four Gallery Talks were held. On each
occasion, the second half was devoted to a
Q&A session of more than 30 minutes. The
following are excerpts from one such session.
Q1 Mr. Miyata, | read your Dezain suru na
(Don’t Design) and | had the impression that
you're a person who never wavers. Are there
times when you do waver?

Miyata | don’t waver about how something
should be, but I'm always wavering when it
comes to what to do. When | begin a job, first
| think of its landing point — how the brand at
hand should be several years, or even 20
years, down the road. In my case, | search for
words. In some cases it's a single phrase, at
other times | write a longish passage. When |
find the crystal-clear words I'm looking for, they
can have staying power for 10 or 20 years. With
words in vogue, though, their lifespan is less
than six months — which means having to start
the search all over again, which would cause
trouble for the entire staff. When | agonize at
that initial stage, there’s no longer any waver-
ing about how the brand should be; but when
it comes to what to do with what lies immedi-
ately at hand, that’'s something I'm always
wavering over. So yes, I'm forever wavering.
Q2 This spring I'll be starting at Tama Art
University, following in Mr.Uehara’s footsteps
studying textile design. Mr. Uehara, what kind
of student were you? Also, please tell me any-
thing you feel | should do while I'm a student
for my future benefit.

Uehara | failed my entrance exams two years
running, | really wanted to study graphic
design, and | wanted to go to Tokyo University
of the Arts, so | sort of fell by the wayside. All |
did was draw and draw. So you see, my stu-
dent years won't serve as anyone’s point of
reference. But as far as textile design goes, |
largely sought to know about shape and color
and material, and in those areas | gained con-
fidence. After | started working, | came to
appreciate what I'd studied.

Q3 Ms. Watanabe and Mr. Uehara, when you
create products for D-BROS, how do you

come up with your ideas?

Uehara Let me give you a specific example.
In the case of our mirror cups and saucers, we
began by rolling the mirror into a tube, setting
it down in front of us, and then discussing
what we could make from it. To begin, some-
thing graphic, or even a book, would have
served the purpose.

Watanabe Things most often get started by
Mr. Uehara, and then the two of us generally
talk, throwing ideas back and forth at each
other until we come up with a design.

Uehara Reflecting a pattern in a mirror is sim-
ple as far as an idea goes. The point in working
up a design is to make sure that it’s not just
the idea that ends up standing out.

Q4 Ms. Watanabe, please tell us something
about your views on being an art director.
Watanabe | don'’t really understand just what
it means to be an art director. | think of myself
as a designer. | take up a job with a desire to
create something precious — something that’'s
precious to me, and that will be precious to
someone else, too. | once read in a magazine
what the lItalian architect / designer Ettore
Sottsass told. “Design,” he said, “is an act like
giving flowers to someone you love.” Those
words resonated in me very much.

Q5 Mr. Miyata, earlier you talked about not
wavering because what should be done is
decided. Though you speak of “what should
be done,” | imagine there are times when the
client company finds it hard to take the
plunge. How do you go about bringing the cli-
ent to deciding to go with your idea?

Miyata | think it's important to get totally
involved. You mull the matter over with the cli-
ent, together. If there’s something they don’t
understand, you go together and ask a techni-
cal expert, or visit the factory. Gradually the
client no longer has the sense that you're just
someone being outsourced, and a sense of
solidarity with the staff emerges. It’s then that
the client will inevitably move in your direction.
Q6 Please tell us what hobbies you enjoy,
apart from your design work.

Uehara Lately, my pets, | guess. | have a dog
and a cat. Besides that, | go to the movies and

listen to music — though I’'m not sure you could

call those hobbies.

Watanabe | think Mr. Uehara’s greatest pas-
time is probably “thinking.” He often talks to
me showing me notes on which he’d written
his thoughts about something. What he talks
about is often abstract, and as I'm listening |
often find him interesting for thinking that what
he’s talking about is interesting. (laughter)

MC What kind of things does he talk about?
Uehara As an example, the thought recently
occurred to me that the relation of the solar
system is similar to human relations or relation-
ships relating to making things. The Big Bang
occurred, particles scattered, then they solidi-
fied to form stars, after which the planets came
to revolve around fixed stars. That process is
similar to something happening that gives birth
to an idea, then your general notion takes
shape, and finally things go smoothly centered
on that. When you arrange flowers, to begin
there’s nothing in the vase, on the tray, etc. But
as you add one flower after another, at one
point it comes to look like a well-ordered whole,
giving birth to relations. It’s similar to that, too.
Watanabe In my case, I'd say the job I'm
working on at the moment is my hobby.
Miyata My hobby is golf. | go to the golf
course every weekend, and in many instances
it's acquaintances I've made there that led to
work. Deep down, part of me has always
thought of work as my hobby. When work
becomes work, you can’t make much of a liv-
ing. It's better when work is your hobby.
That’s the secret to being president of a com-
pany. If everything becomes work, you can’t
come up with anything creative. Those of us
who create advertising — say a TV commercial
— can state our opinion to millions of people.
That’s why | don’t want to do advertising for a
product | don’t like. Why should you push, to
millions of people, a company that you think
the world has no need for? | want to associate
only with companies or products that | think
are good. And it's because | think that way
that what | do goes beyond just work. That’s
why | can say it’s my hobby. It’'s my very way
of life. MC/text editor: Keiichiro Fujisaki
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Invitation to Contemporary American Prints:
Works from the Collection of
the Center for Contemporary Graphic Art (CCGA)
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CCGA, in addition to its archiving and exhibi-
tion activities, also accommodates requests
from other facilities to borrow works in its col-
lections, as a way of undertaking broad
contributions to society through culture both
within and beyond its own facilities. Normally,
the works that CCGA lends for inclusion at
exhibitions at other art museums consist pri-
marily of prints in its Tyler Graphics Archive
Collection and posters in the DNP Graphic
Design Archives. In 2008, a showing of works
in the Tyler Graphics Archive Collection was
held on grand scale at the Tonami Art Museum
in Toyama Prefecture, for which CCGA loaned
60 works by 15 artists. In conjunction with the
exhibition’s opening on November 8, a CCGA
curator gave a presentation and led a Gallery
Talk introducing Tyler Graphics in the context
of contemporary American prints.

“Invitation to Contemporary American Prints:

Works from the Collection of

the Center for Contemporary Graphic Art (CCGA)”
Venue: Tonami Art Museum (Toyama Prefecture)

Dates: November 8 - December 14, 2008

Organizers: Tonami Art Museum,

The Yomiuri Shimbun Hokuriku Branch Office,

The Japan Association of Art Museums (JAAM)
Cooperation:The DNP Foundation for Cultural Promotion
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ginza graphic gallery Special Event

Neville Brody New Book Launch and Talk BRODY@ggg

Neville Brody

Neville Brody First of all, | would like to thank ggg for
giving me the opportunity to publish the book on my
work.

My studio, Research Studios, was originally called
Research and Development, but we realized we didn’t
have enough people to do the development, so we
stayed with Research, focusing on the brain and the
creative.

A lot of our work focuses around the idea of language,
especially written language, typographic language and
the idea that language is used to control the way we
think. We work in such a way that we are using lan-
guage to open people’s minds. This means that we
often end up in a very abstract or ambiguous space. We
like to treat communication as a dialog, where we cre-
ate the beginning of a piece of communication that is
then only completed by the person who is looking at it.
Advertising and branding relies on the idea that you
must have a specific response, it has to control your
reaction, otherwise the product fails. But we are trying
to engage in an open thought process and actually have
a dynamic connection.

This is from my exhibition in Moscow a couple of years
ago. Do any of you know the work of Alexander
Rodchenko? He was a constructivist and a hero of
mine. His work was begun around 100 years ago and
not much has been invented in design since then. He
was part of the Russian dream working in both very
constructive and very abstract ways.

We have done a lot of different projects round the
world. | would say that 95% of our work is done outside
the U.K. We have actually done a lot of projects here in
Japan over the years.

This is the One campaign, which is probably the largest
charity and lobby effort in the U.S. right now. It's not
about raising money. It’s about raising awareness,
which is something that we are, | think, very sympathet-
ic toward. The One campaign is pressuring governments
to give more focus and energy to helping eradicate
AIDS and poverty around the world.

This piece was a joint mural for a major cultural center in
London called the ICA. A lot of my work, focuses
around the idea of identity and loss of identity in the

modern city. | look for a kind of poetry in watching peo-

THE 207 TIMES THE 202 TIMES
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Seizures of
radioactive
materials
fuel ‘dirty
bomb’ fears

ple and watching groups of people, with the idea of
pattern linking, the idea that there is coincidence, cul-
tural codes and languages that are in a constant
process of shift and change. Numbers, punctuation,
and human-figure symbols are all used in what | call
visual poetry, typographic poetry.

A lot of work we do, actually, is for cultural institutions.
But we try to approach this in a different way. This is for
an exhibition every year of young artists, again at the
ICA. We took the name of the show, which was Beck’s
Futures, and created an icon out of the lettering, which
is barely readable. The icon then became a window to
each one of the artists. So each artist became an icon.
We are always trying to be aware of the drama within
communication. So we tend to think about scale, crop,
focus and how much of a story is within the frame.
Alfred Hitchcock worked best on what he didn’t tell you
rather than what he did tell you in a story. | think if you
tell too much of a story you exclude the viewer as par-
ticipant.

| think it’s interesting: analog to digital and then back to
analog is the curve we have done in the last 20 years.
Digital publishing, digital experience, has changed our
whole behavior in the analog print world. And we devel-
oped an easy grid for all the work to fall into. So | think
print is an absolutely fascinating space again.

The Times newspaper, which is the oldest newspaper in
the world, approached us about two years ago to re-
design their paper. They had reduced from a large
broadsheet size to a tabloid size overnight but hadn’t
changed their design at all. The challenge that we had
was that the newspaper said, “We want you to com-
pletely redesign the paper, but we don’t want anyone to
notice.” For a designer or any creative person, the idea
of doing something where nobody knows what you
have done is a shock. It made us realize just how much
ego we invest in the work that we do. Design used to be
a public service. It used to be strictly for public support.
And it is only in recent times that it has become more or
less just a personal expression.

We brought urgency, readability and impact to the dif-
ferent fonts that we designed for the newspaper. The
complete set, which we applied to all the different

weights, is a huge amount of characters. Thank God it's

1. Exhibition Poster, Moscow

2. ICA, “Beck’s Futures”

3. One Campaign, “Make Poverty History”
4. FUSE 1, “Invention”
5

. The Times

not in Kanji! | don’t know how you guys manage.

This is part of our ongoing experimentation laboratory in
language, called FUSE. It's a box that used to contain a
floppy disk and four posters. FUSE is about asking art-
ists and designers to use the alphabet as a way of
creating visual music. Coming right to the beginning of
what | was saying in this presentation, which is looking
at the possibility of written language after you have tak-
en the words out, the content. And we call this
approach free-form typography.

The other thing is that we think of an alphabet as a fixed
entity, but language is a contract between two people.
If you take that in a very abstract way, you can create
an unlimited amount of alphabets and new language to
express all the other things we can’t express. Language
is about possibility.

| come from what | would call a revolution generation,
and that is shared by a lot of artists that believed that
the work we were doing was actually for society and
could help society improve. Certainly, in the U.K. and in
the U.S. this was replaced about 25 years ago by
Thatcher and Reagan with something where culture
was about shopping and not thinking. Most designers
that | have worked with since then have been from what
| call the “comfort and prestige generation.” They think
design is about an easy job and quick celebrity.

| think culture has been in the deep freeze, in hiberna-
tion, for 25 years. With the collapse of the banking
systems, this is over. It's actually the beginning of a
brand-new period of possibility. The things we believed
in weren’t real. When was the last time you saw an idea
that was really dangerous? | think we are in a pretty
much an amazing period now of possibility of change,
of exploration, of personal expression. We are able now
to think in terms of words we don’t use anymore, like
peace, love, progress, and revolution.

The thing is that the future we have created for our chil-
dren is no longer a hopeful one. We have a duty to
create a new world again. We have to remember how to
take risks and give ourselves permission to break the
rules again. We have to embrace our fellow man. We
have to embrace love. We have to embrace uncertainty.
And we have to do what Apple proposed to do, which is
to think differently.
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Cataloguing The Ikko Tanaka Archives

Shoji Usuda

Design Journalist

It was in January 2001 that |kko Tanaka passed away. In parallel with his
superb creative activities, in his supervisory capacity at ginza graphic gallery
as well as through other involvements Mr. Tanaka exercised truly outstanding
leadership in establishing a solid base upon which graphic design could thrive
in Japan. In 2008, more than seven years after the sudden demise of this great
luminary — a passage deeply mourned by designers and design aficionados
both in Japan and worldwide — Mr. Tanaka’s sister, Setsuko Kizawa, donated
the entire body of her brother's works to the DNP Foundation for Cultural
Promotion. In collaboration with Ms. Kizawa and her husband, graphic design-
er Kuni Kizawa, a project was launched to catalogue the works contained in
what is now known as The Ikko Tanaka Archives.

Following a meticulous preliminary survey by the Foundation’s Yoshio
Hirayama, the cataloguing project got under way in July 2008 at Mr. Tanaka’s
design studio in Minami-aoyama, where he relocated in 1999. In all, eight mem-
bers took part, including Mr. Hirayama and Azusa Ozawa, also of the
Foundation. The participants were divided into two groups: one in charge of
posters and related materials, and the other in charge of books and magazines.
| served in a supervisory function, my assigned area being posters, prints,
related materials and such. Being able to trace the path of this peerless design-
er’s creative activities firsthand was truly a golden opportunity.

In Mr. Tanaka’s studio | was able to perceive, all around me, the manifestations
of his sense of beauty, instilling me with a constant feeling of humble admira-
tion. The bulk of the archives material was stored on built-in shelves in the
basement, the various materials all packed in tightly: works including posters,
prints and original drawings; related materials such as proofs, camera-ready
art, design samples, awards and medals, photographs and visual records;
books and magazines on design, photography and architecture; exhibition
catalogues; and so on. There were also works presented to Mr. Tanaka by
designers from both Japan and abroad. From these | got a clear sense not only
of the enormous size and quality of Mr. Tanaka’s body of work and his passion
for artistic creation, but also of his expansive network of friends and associates
and the rich wealth of his interactions transcending the realm of design. On the
ground floor, his meeting room contained design anthologies, the Tokyo ADC
and JAGDA annuals, illustration yearbooks and the like. On the second floor, in
his actual design studio were his and his staff’s work desks, computers, color
viewers, unfinished posters, color samples, paper samples, plus a large volume
of materials on food, cooking and such that he would often leaf through while
working.

In Mr. Tanaka’s private space up on the top floor were left his deluxe editions of
books on traditional Japanese and Oriental art, calligraphy, the classical per-
forming arts, etc., as well as numerous SABIE tea utensils — another endeavor
to which he devoted his creative life. As his deep familiarity with traditional
beauty of design — the Rimpa school, for example — symbolizes, from these
materials we can perceive how the quintessence of multilayered “Japanese-
ness” which became refined and firmly established as modernism, the
characteristic feature of Mr. Tanaka’s designs, formed the constant spiritual
backdrop to his work. This is a revelation of enormous interest.

The cataloguing was carried out by photographing, one by one, this huge body

of materials, proceeding according to the numbers affixed to the storage
shelves in his design studio. For each photograph taken, the relevant data was
entered into computers, resulting in an ongoing and methodically accumulated
record of the materials. A point to which great attention was paid during the
archiving work was to follow precisely the layout, categorization and composi-
tion of the materials on each floor of his studio, which we assumed Mr. Tanaka
had arranged himself. The cataloguing process thus enabled us to faithfully
reproduce at its new venue the same world that Mr. Tanaka had assiduously
forged over the course of a half-century.

| remained on the site until the data entry work was nearly completed in late
September, but even after that the work continued: coordinating conflicting
data, dividing the works into categories, packing them, collating them in prepa-
ration for shipment, etc. It was then in early December that the move - to the
Center for Contemporary Graphic Art (CCGA) in Sukagawa, Fukushima
Prefecture — was undertaken and our task brought to a successful conclusion.
The project had taken five months in all, and once it was completed without
any problems, we were able to have Setsuko Kizawa perform the task of con-
firming its completion on-site.

While our duties had been methodical and demanded great patience, | came
away with a keen sense of the profundity of Mr. Tanaka’s creative process and
the breadth of his activities. Ultimately the finely detailed catalogue of works
donated to The Ikko Tanaka Archives reached 514 full-size pages containing
well over 100,000 items. Included were 1,349 posters, including such master-
pieces as “Sankei Kanze-Noh Vol. 8” and “Nihon Buyo,” and 160 full sets of
prints — 1,509 items in all. The overwhelming number of his posters, especially,
vividly demonstrates that Ikko Tanaka was a poster artist on a scale rare in the
history of design worldwide. And as this unimaginable wealth of works clearly
suggests, how to receive and pass on to the next generation the unrivaled
blessings of “Tanaka-ism” woven over the course of a half-century, is a weighty
task to which we have been assigned.

One footnote needs to be mentioned. On November 5, 2008, just as the work
was nearing its end, Kuni Kizawa, who had watched over the project with a
warm gaze, passed away after an illness. Although without doubt he must
have regretted not seeing the work through to its completion, he is surely
pleased to see, from that other world, that the project was finished without a
hitch.
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DNPZ 5749 0 FHA Y - T—=AAT

AN DNPSEIREEAE &, 20004 (C [DNPZ
STAVITFHTAY - P—NATIZRIL. BE
BICEBNIERDOIE - R - BIBZITOTCEFL
feo COEEOENIF. HENICHEEDSED T
— AT \OHFICIHADEEDIC, LLIERREE
ZTW IS5 T4 v ITFFAVDORRALICEST
HTETY, BHNICIE. RMRY—ZEEHRET DY
ST 4 v ITHA VEREBEERDINE - RTF.
Lo 3>DTF—IN—{b&Web ETDLREFE.
JLIYavVICLBBERRME. BIUEEEMEE.
BEREENDEH, 574 voFPAVICET
DIFE - MREZTO>CVEFY, BAEDILVIY
3 VHIF. ER63%A. IRAY—#17,250, F/c.
FEE(E [Hh—HT—H+ T & LT Bh—HED
MRS —ZF U, 10T mICHIzDIER. EflZ.
CEELODBTBEVCIEER UL, DLIY3VER
DEREREEHE UL TlE. 20065 KAYDT o -/
AT - YLV IEMBEZERYIDIC, 2007 FKE T,
[Japanische Plakate — heute (SEHDBADTZ
H—B)] 7, I—0v/EED 6 DDEMEE THE,
Flz. SE1BICE. 7—HA TERDIEREZE BT
Ule[E50 L FHAF—TcbDsvER] ZhE LE
LTz

92

In 2000 the DNP Foundation for Cultural
Promotion established the DNP Graphic Design
Archives and began collecting, preserving and
collating graphic design works of historical sig-
nificance. The aims of these activities are
twofold: to respond to the expanding need,
worldwide, for such an archive; and to dissemi-
nate related information broadly as a way of
contributing to the development and advance-
ment of graphic design. Specifically, the
Foundation collects and preserves graphic
works — especially posters — and converts this
body of works to an online database. It also
organizes exhibitions of the collected works,
lends works to noted art museums, educa-
tional institutions and the like, and undertakes
research and investigations pertaining to graph-
ic design. The collection currently contains
roughly 7,250 posters by 63 designers. In 2008,
the Foundation also received some 100,000
items — posters and other works and related
materials — from the family of the late Ikko
Tanaka, now collectively known as the “Ikko
Tanaka Archives.” To win broader recognition
of the DNP Graphic Design Archives collec-
tion, in 2006 through 2007 a show titled

“Japanische Plakate — heute” was mounted
for show at six art museums in Europe, start-
ing with Die Neue Sammlung in Munich. In
January 2009 an exhibition titled “Brilliant
Rivalry” was held at ggg showcasing works by
outstanding designers in the Archives.
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Artists List

AOBA Masuteru
AKIYAMA Gugi
IGARASHI Takenobu
OHTA Tetsuya
KAMIJYO Takahisa
KIDA Yasuhiko
KIYOHARA Etsushi
SATO Koichi
SHIMOTANI Nisuke
TYCOON GRAPHICS
NAGAI Kazumasa
NADAMOTO Tadahito
HIRANO Kouga

MIKI Ken
YAMAGATA Toshio
YOKOO Tadanori

AKITA Kan

ASABA Katsumi
ITOH Keniji

OHASHI Tadashi
KAMEKURA Yusaku
KITAGAWA Issay
K2

SATO U.G.
SHINMURA Norito
TANAKA lkko
NAKAJIMA Hideki
NIJIMA Minoru
FUKUSHIMA Osamu
MIYATA Satoru
YAMAGUCHI Harumi
YOSHIDA Katsu

AKIZUKI Shigeru
ARAI Sonoko

UNO Akira

KASAI Kaoru
KAWAMURA Yosuke
KIMURA Katsu
KOJIMA Ryohei
SANO Kenijiro
SUZUKI Hachiro
TODA Seiju
NAKAJO Masayoshi
HATTORI Kazunari
FUKUDA Shigeo
YAHAGI Kijuro
YAMAMOTO Yoko
WAKAO Shinichiro

AKIYAMA Iku
AWAZU Kiyoshi
EBINA Tatsuo
KATSUI Mitsuo
KAWAHARA Toshifumi
KIMURA Tsunehisa
SATO Kashiwa
SAWADA Yasuhiro
SOEDA Takayuki
NAGAI Kazufumi
NAKAMURA Makoto
HAYAKAWA Yoshio
MATSUNAGA Shin
YABUKI Nobuhiko
YUMURA Teruhiko
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Japanese Graphics and the Becoming of Art

Prof. Gian Calro Calza

Professor, East Asia Art History, Ca'Foscari University of Venice /
Director, The International Hokusai Research Centre, Milan

It's exactly thirty years now since | last took care of an exhibition focused on
contemporary Japanese posters for the Museum fur Gestaltung in Zurich, then
called Kunstgewerbemuseum. It was the major show dedicated to posters ever
organized and for the selection of the works | was supported with enthusiasm
and helpfulness by four among the most influential names of the Japanese
graphic art: Yusaku Kamekura, Kazumasa Nagai, Ikko Tanaka and Tadanori
Yokoo.

I had fallen in love with Japanese posters as soon as | had begun to take an
interest in them four years before, when Kamekura had taken me to his atelier
at Maison Hirakawa to show me his latest works. | was absolutely amazed by
that richness in colors and signs, by that eurhythmics of images and words
which moved me deep inside, by that ancient tradition — and yet somehow
topical — which | perceived as something already projected into the future.

The beauty of Japanese posters gives me a sensation which is similar to a sort
of intoxication. In front of them | experience the feeling of finding myself in a
space full of life meanings which are not a real thing yet, which seem to be out-
side the visual proposal in front of me, but which are taking shape. It is as
though the experience of this birth meant new spurs and a deepening of my
perceptive faculties between words and images, between concepts and visions.
Why do posters excite so profound and strong effects? Why do | think that they
can convey an aesthetic message in today’s society even stronger than other
“nobler” or more “esteemed” artistic languages in our contemporary world? At
first | was unable to find an answer and wondered if there were similar experi-
ences in the field of art which could suggest the comprehension of this
phenomenon.

It occurred to me that a similar phenomenon had already happened between
the second half of 19th century and the early 20th century, namely the phe-
nomenon of Japanese prints. The well-known woodblock prints of the Rising
Sun, the works by those who are today acclaimed worldwide as art giants,
such as Hokusai, had no such reputation in those days. They were more or less
decorative images which were supposed to explain Japanese customs to
Europeans. In this capacity, to make one example, they were taken to the
Netherlands in 1830 by Philipp-Franz von Siebold (1796-1866).

It were the impressionists, the post-impressionists, the Art Nouveau masters
who eventually contributed to make them fundamental works of art. In fact,
they were able to properly interpret them and read by way of them a yet non-
existing new vision of reality, multifaceted subjects, and innovative concepts. It
was to assert a similar reality that they were fighting a great ethical and aes-
thetic battle against the inactivity of the academic painting, against the
respectability of a society which merely appreciated formal aspects, against a
dying concept of things. The international value of Japanese prints to interpret
a new type of reality not previously expressed, actually not previously existing,
namely the Floating World society, descended from the recognition and the
appreciation of their importance by Western artists. Personally | believe that
Japanese posters can play in Europe a role similar to the prints in nineteenth
century Paris’ society.

Today’s equivalent of yesterday’s academism and formalism can be found in

art’s and art market’s globalization systems. The globalization process has

actually enabled us to get in touch, more than ever before, with social and cul-
tural worlds which are completely different from ones’ own. But there are
certain risks. On the one hand some currents want to standardize the sensitiv-
ity and tastes of the others according to their own personal ones instead of
studying in depth the benefits of mutual qualities. On the other hand everyone
retreat themselves into the ivory tower of their identity, notwithstanding the
multiplicity of contacts and the richness in varieties within reach, thus leading
to an absolute Babel where everyone speaks their own language without com-
municating with other people, without actually accepting to go beyond their
own limits through love. In this paradoxical situation, personal isolation and
individual incomprehension are bound to increase, although the number of
human contacts is getting higher.

The chaos which present art has to face reflects the chaos of a society where
the bounds between real and virtual are getting more and more indistinct.
Where the image shown becomes a sort of mere advertisement of a specific
phenomenon or remains pure advertisement one does not even know what of.
It is an artist’s exercise not toward the creation of a new sensibility of reality,
but of himself alone. Here is the major risk of art: being self-referential.

So what is then art? Impossible to define, but perhaps her function is. From a
certain point of view it coincides with science (not with technique), with high
politics (not with the common welfare administration), which means being able
to create a new reality and, through one’s own work, spreading its knowledge
among people who are willing to discover it. In this way the most part of what
is considered art today remains left out because, at best, it limits itself to inter-
pret a reality already existing in society and to describe it in a way which
substantially resembles what already exists and consequently belongs to the
past rather than to a future constructive action.

Not so graphics and posters, in particular. In fact posters cannot be self refer-
ential, or they would disappear from the market. Posters are supposed to meet
clients’ needs just like the artists of the past, who had to comply with clients’
requirements to convey their message, moreover they also have to interpret
new social tendencies. Of course this does not include Japanese posters only,
but also posters from every country. And yet, Japanese graphic artists, just like
the old masters of the woodblock prints from which they descend, can boast a
particular characteristic: the power of tradition. With this they can inspire not
only the Western world but the very way of creating art, which seems today to
have lost its great mission.

Hokusai Research Centre in Milan and lots of friends in Japan have therefore
supported me in communicating this great form of art through many events.
After ZUrich a group exhibition showcasing 500 posters at Triennale of Milan in
1996; a one-man show of Ikko Tanaka at the Pavilion of Contemporary Art
(PAC) in Milan the following year; a huge group exhibition at Palazzo Ducale of
Genoa in 2005 with 600 posters and 65 designers; and the Tokyo TDC show in
Venice during the Biennial of Architecture and Design last year.

It is fundamental that this current doesn’t stop its course. It should be rather
intensified and made permanent in order to create a new bridge linking the
reciprocal influences between Japan and lItaly, the old and modern mother of

all Western cultures.
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TDC 2008 New Graphic Design Japan

September 10 —November 2, 2008

TDC 2008 New Graphic Design Japan
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From September 10 through November 2,
2008, the Tokyo Type Directors Club Exhibition
2008 traveled to the isle of San Giorgio
Maggiore in Venice, lItaly. Titled “TDC 2008
New Graphic Design Japan,” the exhibition
was a rare opportunity to introduce lItaly not
only to the works featured in the 2008 TDC
show, but also to past award-winning works,
which represented a selection of unique typog-
raphy, typographic design and type design
emanating from Japan. At the seminar held in
conjunction with the exhibition opening, Tokyo
TDC member Issay Kitagawa — winner of a
2008 TDC Prize — spoke on the organization’s
uniqueness and on how Japanese graphic
design leads to an understanding abroad of
the Japanese people and their culture, topics
that kept Mr. Kitagawa’s audience enthralled
from start to finish. The graphics created for
the exhibition were the work of Tsuguya Inoue,
also a Tokyo TDC member. His posters and
banners featured a tortoise and bees very effec-
tively arranged against the azure blue
backgrounds of the Mediterranean Sea and
sky.

This exhibition — realized through close coop-
eration among the Giorgio Cini Foundation, the
International Hokusai Research Centre and the
Tokyo TDC - can be said to have marked the
DNP Foundation for Cultural Promotion’s first
step in international cultural exchange.
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Toward New “Funding Support” Programs for the 21st Century:

Overcoming the Crisis of Cultural Sustainability

Fujio Maeda

Professor Emeritus of Keio University / Member of the Science Council of Japan

Under clear blue skies, beyond a yard of manicured grass, a room overlooking
the Rhine. Among all the many dormitories at the University of Bonn, this one
is in a location blessed with especially beautiful scenery. The Rhine, which the
Germans refer to as “Father Rhine” in contrast to “Mother Danube,” is, as its
reputation suggests, a powerful river, its waters abundant and its current swift.
Ships, perhaps having set out from Basel, pass downstream — heading for
Dusseldorf or for Rotterdam, Holland, at the river's mouth — at fair speed. But
ships heading upstream — toward the rock of Lorelei on their way to Frankfurt
or somewhere — proceed slowly, indeed at a snail's pace, slowly enough to
catch the expression on the face of a dog napping on the broad deck covering
the hull. Such is the thrill of the Rhine’s scenery in summer.

It was here that my life abroad began as a young and immature research stu-
dent back in August 1975, under the German Academic Exchange Service
(Deutscher Akademischer Austausch Dienst: DAAD) program. As | had to vacate
this dorm before the start of the winter semester in September, it was incum-
bent on me to search for a place where | could live with my family, who would
be joining me soon. Above all, | was at a loss to erase my feelings of uncertainty
toward what lay ahead, including the study environment at the Art History
Institute (Faculty of Art History). All the more so as, in order to undertake this
study program abroad, | had retired from my job at the Museum of Modern Art,
Kamakura & Hayama and was unemployed, with no prospects as to what my
future was to hold. DAAD, however, continuously offered this impoverished and
feckless research student support, gracious and always appropriate, not simply
from the vantage point of my being a scholarship recipient, but to provide me an
ever better study environment. The scholarship itself was enough to cover the
bare essentials, but since my situation did not interfere with my studies or every-
day life, | was able to concentrate on my studies with peace of mind. In the two
years that began along the banks of the Rhine that summer, though modest was
my experience here, | came to marvel at how brilliantly a program of research
assistance could be operated — feelings that | etched deeply in my mind.

1. From “Payouts” to “Competitive Funding”

Those eligible to receive “funding support” fall into a broad range, including not
only research students but also individuals, corporations, organizations and
groups involved in education, the arts, etc. In Japan, providers of such assis-
tance run the gamut: from the Ministry of Education, Culture, Sports, Science
and Technology (MEXT), Ministry of Economy, Trade and Industry (METI) and
related organizations; to local governments, public enterprises and other public
institutions; to nonprofit organizations and companies in the private sector; to
individuals, groups and organizations. As to the original concept of “funding
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support,” in real practice it has been called such things as “subsidies,” “grants”
and “payouts”; but from the perspective of national administrative procedures,
funding support has equated to “monetary benefits,” drawn from tax coffers,
granted in the postwar era to undertakings recognized as being of public
necessity. Subsidies and grants are provided by the national and local govern-
ments and by private groups, and as a rule their repayment is unnecessary. The

two terms are virtually synonymous, but if a distinction were to be drawn

between them, a subsidy appears to be understood as having a specified
application period and a limited number of recipients, whereas a grant is con-
ceived as having a broader response range. The stipulations and methods
pertaining to these concepts are diverse and fluctuate historically; they are by
no means fixed in meaning.

Although funding support projects take a socially diverse array of forms, it
remains true, at virtually all points of the compass, that basic policies and ini-
tiatives at the national level serve as major guidelines. An examination of the
Japanese situation from this standpoint inevitably draws our attention to a sig-
nificant development at the national level as the country entered the 21st
century. For it was at that juncture that assistance in the form of “payouts”
shifted to “competitive funding.”

In January 2001, based on the Act for Establishment of the Cabinet Office, the
Council for Science and Technology Policy (CSTP) was established as one of
various councils relating to important government policy created by the Cabinet
Office. Headed by the Prime Minister, the CSTP is an extremely important body
charged with overseeing the nation’s comprehensive “knowledge” from a posi-
tion transcending the various ministries, and with planning and implementing
fundamental science and technology policies. Meanwhile, in keeping with the
Science and Technology Basic Law enacted in 1995, the Government has set
out and implemented the “Science and Technology Basic Plan” targeted at pro-
moting and advancing the nation’s science and technology. The 1st Basic Plan
spanned FY1996-FY2000; the 2nd, FY2001-FY2005; and the 3rd, FY2006-
FY2010. The body in charge of formulating these Basic Plans is the CSTP.
Although the name of this operating body may be somewhat unfamiliar, it is the
CSTP and the Basic Plan that serve as the foundation for the activities that
shape Japan'’s intellectual and cultural properties and the “funding support” ini-
tiatives to support them. In terms of scale, the parameters are huge, with total
investments reaching 17 ftrillion yen under the 1st Basic Plan, 24 trillion yen
under the 2nd, and 25 trillion yen under the 3rd. Currently, the process has just
started to formulate the 4th Basic Plan, which is to cover FY2011-FY2015.
From the perspective of the funding support concept, the major change under
way is concisely indicated within this Basic Plan: namely, a shift from the earli-
er concept of subsidies and grants to the notion of “competitive funding.” In a
nonbinding paper on competitive funding system reform released near the start
of the 2nd Basic Plan (December 25, 2001), the CSTP issued a manifesto call-
ing for reforms pertaining to competitive funding in order to cultivate a
competitive R&D environment and vitalize research in Japan. Without going
into the details of that policy here, | would like to paraphrase the definition
accorded to “competitive funding”: research and development in which the
fund allocating body calls broadly for R&D topics and, from the topics sub-
mitted, selects, by judgment of a panel including experts, and allocates funds
to researchers, etc. whose topics are deemed worthy of implementation based
on evaluations focused on scientific and technological viewpoints.

The foregoing events generally coincided with the successive winning of Nobel
Prizes in the natural sciences by Hideki Shirakawa in 2000, Ryoji Noyori in
2001, and Koichi Tanaka and Masatoshi Koshiba in 2002. The timing was thus

opportune for the Government’s policy to make science and technology the
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base of Japan’s growth in the 21st century — a policy calling for R&D based on
evaluations focused on scientific and technological viewpoints — and it was
backed strongly.

In 2001, under the reorganization of the governmental ministries, the former
Ministry of Education was integrated with the Science and Technology Agency
to create the new Ministry of Education, Culture, Sports, Science and
Technology. Parallel with this change, a variety of funding support programs
were launched in response to the Science and Technology Basic Plan. Among
them, one that is well known is the 21st Century COE (Center of Excellence)
Program, targeted at supporting the formation of research bases, etc. Between
FY2002 and FY2004, the program, aimed at elevating some 5 percent of all
universities in Japan to world-class level, picked out 274 programs at 92 uni-
versities, spanning 11 fields. Subsequently, the program was reorganized into
the “Global COE Program.” In this way, with entry into the 21st century the
mainstream of Japan’s funding support activities underwent a major transfor-
mation - and improvement — to competitive R&D funding centered on
large-scale R&D projects having fixed terms of five years, etc.

2. Big Science, Services and “Value”

Two things underpin the funding support activities surrounding competitive
R&D funding: the trend toward “Big Science” based on a scientific and techno-
logical perspective and centering on life sciences, information science and
natural sciences; and, in the fields of humanities and social sciences, applica-
tion of the concept of “services” to verify research and educational functions.
One can safely say that measures to promote competitive R&D funding are
increasingly contributing to Japan’s academic development. In addition to
COE, MEXT’s “Support Program for Professional Graduate School Formation,”
which includes law schools, and its “Program to Support Medical Education” in
response to community healthcare needs can also be said to be competitive
funding based on necessity. Furthermore, the roles and targets of competitive
funding hoisted in the 3rd Science and Technology Basic Plan — the cultivation
of human resources instead of the development of “things,” achievement of a
proper balance between top-down and bottom-up approaches, promoting the
activities of female and young researchers, stress on the continuity of research,
support of high-risk research, strengthening of international competitiveness,
raising indirect cost ratios, etc. — also apply. More importantly, the Basic Plan
clearly states that the academic theme of the 21st century is inner fulfillment as
opposed to the pursuit of wealth measured by “things” in the 20th century, and
one cannot overlook the fact that areas that fuse science and technology
together with culture and the arts overlap with expectations toward the devel-
opment of media arts. The Basic Plan sees current society’s single-minded
quest after information technology and inflated globalization as constituting a
critical situation.

We must point out, however, that whereas this critical awareness is to be com-
mended, that awareness fails to lead to actual implementation at the level of
government policy, and problem awareness and hopes fail to go beyond the

scope of simple suggestions. Big Science, which centers on large-scale proj-
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ects, is accorded priority from a “scientific and technological” standpoint, and
the standpoints of humanities and sciences, especially culture and the fine
arts, are sorely neglected. While putting an end to funding activities in the form
of grants may be said to be progress, this does not necessarily mean that the
switch to a funding concept consisting of “competitive funding” is being prop-
erly carried out.

Considering the formulation of the concept of competitive funding in retro-
spect, associations with “sustainability,” a concept that gained currency
worldwide within the given timeframe, are inevitable. Since it was first debated
at the United Nations World Commission on Environment and Development,
the concept of sustainable development has subsequently come to wield pow-
erful impact internationally. The Commission posed the question of how to
continue providing for the living, food and clothing needs — with food resources,
water and energy at the core, but also including medical care and education —
of the estimated 9 billion inhabitants of the Earth some 50 years down the
road, i.e. around 2040, and the Commission contended that initiatives toward
resolving this issue were urgent and indispensable. In its nature, competitive
funding, which leans toward R&D from a scientific and technological stand-
point, fundamentally and inarguably responds to the presentation of
sustainability as an issue needing to be addressed. The importance of sustain-
ability is all too clear. And yet, from the standpoint of those of us involved in
fine arts research, along with emphasis on environmental issues we are con-
cerned that “cultural sustainability” stands the risk of vanishing from
academia’s field of vision.

“Inner fulfillment” within our lives obviously derives from a level of values, and
not the level of accuracy of information or of the convenience of a machine.
Acts of human behavior — to believe, or love, or respect — differ from mere indi-
vidual perceptions, intellectual maneuvers or rational deeds; they exist on
cultural foundations based on the history or horizon of nature, religion, arts,
etc. of the community in which people live together. Today questions are being
raised about our aging society and thanatology issues, a recent exhibition of
Buddhist statuary at the National Museum drew 10,000 visitors per day, and
we see mention of body intelligence daily in the sports pages of our news-
papers. The reason these issues are the focus of so much attention is, it can
be declared in fairness, because the question of “value” is increasingly becom-
ing a topic characteristic of our contemporary society. Although the pursuit of
value is a timely and weighty issue academically as well, the 3rd Science and
Technology Basic Plan contains virtually no activities, schemes or topics where
the motif is the “pursuit of value” within philosophy, ethics, religion or the arts.
This makes for a crisis situation.

When the issue of Japan’s declining birthrate came into sharp focus in the
1990s, the nation’s universities and other educational institutions began target-
ing “higher education service” — with coordinate axes consisting of curriculum,
facilities, teaching staff, acquisition of vocational skills, etc. — under a frame-
work in which students are the service users and the university is the service
provider. With the benchmarking of University Establishment Standards in
1991, universities began placing emphasis on individually tailored, focused ser-

vices; and as a result activities that do not directly serve as service indicators



— for example, “value” experience, cultivation of the capacities to empathize,
engage in dialogue and be imaginative, all of which underpin interpersonal
exchanges — were inevitably pushed to the sidelines.

Emphasis on “competitive R&D funding” within funding support activities in-
duces competition among problem-solving type big projects of medium
duration; and in the process, problem-seeking type projects of long-range dura-
tion that target the “pursuit of value” as the source of service and do not put
together such service — and which moreover are connected to history or tradi-
tion — inevitably get dropped from the judging table for selecting fund recipients.
In addition to the situation just described, another point that cannot be over-
looked is the progress since the start of the 21st century in the further
aggrandizement and acceleration of our information-intensive society. In the
mere span of four years, YouTube, the video sharing website launched in the
U.S. in 2005, has grown to include some 100 million videos. Setting aside
questions of the service’s volume or scale, what we find here are remarkable
scenes one could say define “contemporary” service. It is a unique intercon-
nection between the private and public realms. With a single click the viewer
can shift from a cozy scene of a cat dozing in the sun to a horrific scene of ter-
rorism, or from the depiction of a house surrounded by mountains of rubbish to
a sleek modern building designed by Peter Zumthor. Traditionally, for better or
worse, discussion, evaluation and criticism functioned between individual, sub-
jective judgment and social evaluation, giving rise to discourse. Here, though,
the phenomenon of privacy coming to the fore and leaping over publicness is
reaching global proportions. My intent is not to criticize YouTube. On the con-
trary, | believe media of this sort harbor a kind of new potential for society in
the 21st century. This is because scenes are viable that are generally different
from the frames cultivated by modern times: dialogue and self-reflection, pro-
duction and expression, artwork and appreciation, individual and society.
Stated another way, the relationship between what is private and what is public
is transmuting; the important focus should be the sharing of “values,” or a
mutual understanding of their differences or dissimilarities. Today, at a time
when the “service” content within our giant Internet community is expanding,

reassessment of the question of “value” is an urgent issue.

3. Expectations toward New “Funding Support” and “Evaluations”

The DNP Foundation for Cultural Promotion has recently launched its activities
targeting broad and perennial support of artistic and cultural activities centered
on the realms of graphic art and graphic design — an occasion of great joy. The
undertakings in “funding support” of this new public service corporation, now,
here in Japan in the 21st century, are extremely worthy of our attention and our
expectations.

As | have described above, funding support of academic and cultural activities
in Japan today has reached a major turning point. First, with public funding
support now steered in the direction of “competitive funding,” Big Science type
projects in the realms of science and technology are given preference, and there
is a tendency to focus too easily on the social contributions and service aspect

of the groups and organizations receiving such assistance. Under these circum-

stances, it is on the contrary important to support undertakings of small scale
that possess a long-range vision. The second point is interest in cultural “value.”
The pursuit of value is a particularly important theme in today’s information-
intensive society, but the number of foundations taking initiatives to directly deal
with this issue from the standpoint of funding support is by no means large. As
is widely known, in the realm of design or product design, a complex associa-
tion exists between art production type value and functional value, and the
traditional status and future image of “cultural value” are literally intertwined. In
this realm, the function that constitutes service in the bidirectional transfer of
knowledge and information can be evaluated using a clear barometer of value.
That is to say, the design realm is in a prime position to lend its hand in the
“pursuit of value” in contemporary society. The third point is internationality.
Today, by dint of environmental issues or the globalization of our information-
intensive society, the key words bandied about are coexistence, cooperative
existence and global standard. But from the standpoint of probing cultural value,
what is actually important is the heterogeneity of cultural spheres and tradi-
tions. Instead of rushing to achieve homogenization or unification in order to
eliminate heterogeneity, what should be called for is acceptance of mutual
understanding of differences and dissimilarities and sustainability through dia-
logue. The design realm has a kind of universal language aspect to it. It is a
realm in which internationality or global universality can be achieved through
mutual understanding, through dialogue, of different images and messages.
From this perspective, among all the activities undertaken by the DNP
Foundation for Cultural Promotion, research funding support has extremely rich
potential. Though it may be somewhat presumptuous to say so, one can look
forward to activities a line apart from the funding support carried out in the
name of “competitive R&D funding.” Of all realms, it is within the design realm
that one can hoist a vision capable of supporting “cultural sustainability.”

To be somewhat bold, | would also add that initiatives to continuously reflect
on support funding itself are indispensable. One reason the concept of “grants”
receded is because the privileged status accorded to grant recipients was
viewed to be problematic. With the new funding support activities of the 21st
century, rather than the entity on the receiving end of a grant, it is the stance of
the grant provider that is of extreme importance. As | have already pointed out,
in the case of funding activities in Japan, while the funding recipient is obligat-
ed to release research results and make reports, virtually no reports or
announcements are made concerning how the funding provider renders its
evaluations and makes its final judgments. My point would be easily under-
stood if | were to urge placing importance on the accountability of the funding
provider, but that is not what | intend. What is indispensable is a rethinking of
the concept of evaluations.

In the 21st century, funding support itself equates precisely to cultural sustain-
ability. Rich dialogue and mutual understanding between the fund provider and
the recipient are what form the true essence of funding support. Evaluation is
not the screening of selection contents or verification of results. Evaluation is
rich dialogue and mutual understanding surrounding funding support. In that
sense, | have high expectations toward the DNP Foundation for Cultural

Promotion’s new funding and evaluation activities.
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Toda Today: Poster Art by Seiju Toda

Dates = January 9-31, 2008

Artist Profile =Born in 1948, in Fukui Prefecture.
Joined the Advertising Department of Takashimaya
in 1970, relocated to Nippon Design Center in
1973, and established Toda Office Inc. in 1976. His
major works include: Suntory Royal Whisky and
“Penguin”/“Penguin’s Bar” canned beer (1982-84);
Issey Miyake fashion advertising, exhibition, etc.
(1987); Isetan fashion campaigns and ClI (1986-
95); AERA magazine cover art direction; Parco and
Vivre 21 fashion campaigns and Cl; Burberry “Blue
Label” (1996-date); Mori Building Roppongi Hills
opening campaign direction (2003). Major awards:
Grand Prix at Lahti International Poster Biennial,
Tokyo ADC Members Highest Award, etc.
Exhibition Overview = Toda addresses the ques-
tion of the role of art in poster design. In a single
poster coexist lunacy and tranquility configured so
as to maintain tension and balance between them.
In another lurks the immeasurable freedom of in-
spiration conjuring up mental images that trans-
cend the bounds of two-dimensional expression.
Through the creative works of Seiju Toda abound-
ing in adventure and surprise, Japan’s poster art is
considered anew, knocking on the door to previ-
ously unknown possibilities. This exhibition fea-
tured some 80 of Mr. Toda’s representative works,
including those for Suntory Royal, Vivre, Isetan,
AERA, the “X-ray” series, and the “Heian” series,
which is currently touring the United States and
elsewhere.
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Testimonies from Twenty Pioneers of
the Graphic Design Era:
Interviews by Hiroshi Kashiwagi

Dates = February 6-29, 2008

Featured Designers = Masuteru Aoba, Katsumi
Asaba, Kiyoshi Awazu, Akira Uno, Shigeo Oka-
moto, Mitsuo Katsui, Katsu Kimura, Tsunehisa
Kimura, Keiichi Tanaami, Kazumasa Nagai,
Masayoshi Nakajo, Keisuke Nagatomo, Makoto
Nakamura, Tadahito Nadamoto, Yoshio Hayaka-
wa, Koga Hirano, Shigeo Fukuda, Shin Matsuna-
ga, Tadanori Yokoo, Makoto Wada

Planning & Supervision = Kazumasa Nagai, Hiro-
shi Kashiwagi

Exhibition Overview =In 2000 DNP Foundation
for Cultural Promotion established the DNP Graph-
ic Design Archives with the aim of systematically
collecting and preserving works of graphic de-
sign. And in 2003 the “Archives of People” were
launched to record, on video, the designers speak-
ing about their own works and creative processes.
The project consisted of interviews by design critic
Hiroshi Kashiwagi of 20 of the leading Japanese
graphic designers of the postwar era, comple-
mented by their detailed chronologies. This exhibi-
tion featured those interviews and focused on the
involvement of the 20 featured designers in the era
of graphic design, from Kashiwagi’s perspective. It
provided a comprehensive overview of the devel-
opment of graphic design in Japan from the 1940s
to the present day.
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Textasy: Brody Neuenschwander

Dates = March 6-31, 2008

Artist Profile =Born in 1958, in Houston, Texas.
Studied art history at Princeton University and the
Courtauld Institute in London, and calligraphy at
the Roehampton Institute. Subsequently studied
under calligrapher Donald Jackson. Since 1990 he
has collaborated with film director Peter Green-
away on the films “Prospero’s Books” and “The
Pillow Book,” the installation “Bologna Towers
2000," opera, etc. Since 1993 he has taken up
residence in Bruges, Belgium.

Exhibition Overview = Neuenschwander, a master
of elegant and flowing calligraphy, has expanded
his scope of activities beyond conventional paper
and canvas to include the realms of collage, three-
dimensional works, stage sets and film. In Peter
Greenaway's “Prospero’s Books” and “The Pillow
Book,” his calligraphy leaves an indelible impres-
sion as one of the most important elements in
those films. This exhibition introduced Neuen-
schwander’s creative world, with “SKIN” — an in-
stallation comprising video and canvas art, created
for an art museum converted from a medieval Bel-
gian hospital — at center stage. Films were concur-
rently screened offering visitors an opportunity to
appreciate  Neuenschwander’s calligraphy first-
hand.
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Tokyo Type Directors Club
Exhibition 2008
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Alan Fletcher:
The Father of British Graphic Design

Dates = April 4-26, 2008

Award Winners = OGrand Prix = Kazunari Hattori
(OTDC Prize = Guang Yu, Hideki Nakajima, Kjell
Ekhorn + Jon Forss: Non-Format, Issay Kitagawa,
Fernando de Mello Vargas Olnteractive Design
Prize = Jonathan Harris OType Design Prize =
JIYUKOBO (Osamu Torinoumi, Executive Presi-
dent) OBook Design Prize = Borries Schwesinger
(OSpecial Prize = Chao Sioleong

Exhibition Overview = Each year, an exhibition is
held to introduce the winners of the annual Tokyo
Type Directors Club Awards, an international com-
petition conducted by the Tokyo TDC to bring to-
gether the latest works in the realm of typography.
In 2008 (entries called in autumn 2007), thanks to
increasing acclaim and attention both at home and
abroad, the competition attracted a total of 3,140
entries: 2,283 domestic and 857 from overseas.
This exhibition displayed roughly 100 works, in-
cluding those that were selected as award winners
through a rigorous judging process, works that
had been nominated for awards, and outstanding
entries of note. “TDC Day,” an international design
forum, was held in conjunction with the exhibition
(at Joshibi University of Art and Design).
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Dates = May 9-31, 2008

Artist Profile =Born in 1931, in Kenya; relocated
to the UK at age 5. After attending the Royal Col-
lege of Art and Yale University, he worked under
Saul Bass. In 1962 he founded Fletcher/Forbes/
Gill, and in 1972 he participated in the establish-
ment of Pentagram. He opened his own studio in
1992, and from 1994 served as creative director at
Phaidon Press. Following his death in September
2006, that November a retrospective — “Alan
Fletcher: Fifty Years of Graphic Work (and Play)” -
was held at the Design Museum in London.
Planning & Supervision = Emily King

Exhibition Overview = This exhibition was held
less than two years after the death of Alan Fletcher,
a grand master of graphic design whose influence
has spread well beyond the UK. It featured some
60 of his works, centering on his posters included
in the permanent collection of the Design Museum
in London. As one of the founders of Pentagram,
Fletcher employed wit and satire to open up new
possibilities within the realm of design; as creative
director at Phaidon Press, he played a leading role
in popularizing numerous art books. His works
demonstrated the abundant curiosity toward visual
arts that Fletcher sustained throughout his long
career.
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Hiroshi Sasaki,
Leader of a Cheering Squad for
the Japanese Advertising World

Dates = June 5-28, 2008

Artist Profile = Born in 1954. After graduating from
Keio University, joined Dentsu in 1977. After work-
ing there for six years in the newspaper advertising
bureau and 20 years in the creative bureau, serving
as copywriter, creative director and bureau chief, in
July 20083 he established Shingata Inc. With a fo-
cus on corporate and product image creation, he
continues to produce an ongoing array of highly
appealing advertising works. Among his awards to
date are the Tokyo ADC Grand Prize and the
Cannes Lions International Advertising Festival
Gold Award.

Exhibition Overview = Hiroshi Sasaki is a creative
director who, in a career spanning 30 years, has
launched a string of highly successful major adver-
tising campaigns. His numerous TV commercial
and newspaper ads in particular, employing simple
but powerful ideas, have left vivid impressions on
their viewers. Through this exhibition of his works,
visitors were introduced to the creative process
behind campaign advertising, the role of the crea-
tive director, advertising’s impact, and the attrac-
tion of the advertising profession. Among the
works on show were Sasaki’'s complete campaign
for SoftBank, numerous TV commercials for Sun-
tory “Boss” coffee and other products, and his
newspaper ads, posters and other graphics.
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2008 Tokyo Art Directors Club
Exhibition

Dates = July 4-30, 2008

Award Winners = OGrand Prize = Tsuguya Inoue
OADC Members’ Prize = Taku Satoh, Kazunari
Hattori OHiromu Hara Prize = Masayoshi Nakajo
(OADC Prize (exhibited at Creation Gallery G8) =
Shinichi Fukusato + Toshiyuki Yagi, Hideyuki Tanno
+ Yoshihiko Ueda, Yoshimitsu Sawamoto + Keniji
Yamauchi, Norito Shinmura, Takahisa Nakajima +
Tamotsu Fujii, Yuiko Hihara, Yoji Nobuto + Katsura
Marubashi, Naoko Fukuoka, Yasuko Aoki, Daisaku
Nojiri

Exhibition Overview = The Tokyo ADC Award win-
ners, rigorously selected by the Club’s 84 mem-
bers, represent the pinnacle in graphic and adver-
tising works. In 2008, a total of more than 10,000
entries were received in an array of categories en-
compassing posters, newspaper and magazine
advertising, editorial design, corporate identity,
symbols and logos, and TV commercials — all
launched between May 2007 and April 2008. The
award-winning works and other outstanding en-
tries were shown at two venues: works by ADC
members at ggg, and works by non-members at
Creation Gallery G8. Since its founding in 1952,
the Tokyo ADC has continuously served as a driv-
ing force in Japan’s advertising and design realms,
and the Club’s awards attract great attention each
year as one of the most prestigious honors granted
in these fields.

2008 Tokyo Art Directors Club Exhibition

2008 ADCH
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Now Updating...The Interactive
Design of THA/Yugo Nakamura
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The Design Cycle of Keiko Hirano:
Origin, Terminus, Origin

Dates = August 5-28, 2008

Artist Profile = Interface designer and programmer
Yugo Nakamura was born in 1970, in Nara Prefec-
ture. After completing a Masters in Engineering at
The University of Tokyo, he entered the world of
interactive design in 1998. Since establishing THA
Ltd. in 2004, he has been active in the art direc-
tion, design and programming of numerous web-
sites and moving images. While assiduously cater-
ing to the needs of clients such as Uniglo, SoftBank
and MoMA, he also undertakes his own company
projects on the Internet. He has won numerous
prizes to date, including Grand Prix at the Cannes
Lions International Advertising Festival.

Exhibition Overview = At THA/Yugo Nakamura’s
very first exhibition, visitors were synchronously
introduced to a variety of programs: from their pre-
vious work done, among others, for NEC “ecoto-
noha,” amana “fotologue,” SAMURAI, Uniglo USA,
SoftBank, MoMA, and the image bookmark ser-
vice “FFFFOUND!” to studies, original works pre-
pared for the exhibition, and prototypes for future
projects. In the process, they were given a sense
of the fascination and appeal of interactive design
that links visitors, moment by moment, with their
counterparts worldwide.
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Dates = September 3-29, 2008

Artist Profile=Born in Hyogo Prefecture. Estab-
lished Hirano Studio in 1997, then in 2005 together
with Aoshi Kudo she founded Communication De-
sign Laboratory (CDL). Her major works to date
include: symbol design and visual identity planning
for the National Museum of Modern Art, Tokyo;
total art direction for launching Shiseido’s “giora”
cosmetics in the U.S. and NTT DoCoMo’s “F702iD
Shosa” mobile phone series; planning, configura-
tion and venue design for the “Icons of the Times:
50 Years of Japanese Graphic Design” exhibition.
She has won numerous awards to date.
Exhibition Overview = This exhibition marked Hi-
rano’s first solo show at ggg, coming 10 years after
her participation in “Graphic Wave 1998." Her
work is highlighted by geometric forms of extreme
simplicity, her insatiable pursuit of pure whiteness,
cosmetics branding that employs organic commu-
nication cutting across a diverse range of media,
and her development of colored mobile phones,
most notably of gold and magenta. Her numerous
experimental innovations — which for her were
driven by necessity — have paved the way for sub-
sequent trends in the world of design. This exhibi-
tion retraced the path of her works to date, pro-
vided a comprehensive overview of the thoughts
behind her works, and marked a starting point for
delving into new uncharted waters.
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White: Kenya Hara Exhibition
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M/M (Paris) The Theatre Posters

Dates = October 7-31, 2008

Artist Profile=Born in 1958, Kenya Hara is a
graphic designer, professor at Musashino Art Uni-
versity, and prolific writer. Since 2002 he has
served as art director for MUJI. He aspires to de-
signing “states” rather than “things.” Among his
creations are exhibitions — which have toured
worldwide — embracing key words that overturn
pre-existing values: for example, “RE-DESIGN,”
“HAPTIC” and “SENSEWARE.” Meanwhile, for his
design of the programs for the opening and clos-
ing ceremonies of the 1998 Nagano Winter Olym-
pics and his promotional campaign for AICHI
EXPO 2005, he developed designs deeply rooted
in Japanese culture. For his design activities he
has garnered numerous awards, including the Ja-
pan Inter-Design Forum Award.

Exhibition Overview = This exhibition demonstrat-
ed Mr. Hara’s subtle insight into the elimination of
the extraneous and his quest to understand the
essence of things. Under the aestheticism or con-
cept of “whiteness,” this show took a retrospective
look at his many works created as a return to the
essential: his packaging for “Kenzo Power” fra-
grances for men and “Hakkin” sake; his design of
books such as One Book, RE-DESIGN and HAP-
TIC; and “TSUKUBAL” his installation in which
water droplets falling from above change into clear
bubbles and disappear. In this way, the show al-
lowed visitors to touch the core of this designer’s
thinking.

Dates = November 4-26, 2008

Artist Profile = M/M (Paris) is a unit formed by Ma-
thias Augustyniak and Michael Amzalag in 1992.
Augustyniak earned a masters degree in graphic
design and art direction at the Royal College of Art
in London, in 1991; Amzalag attended Ecole Na-
tionale Supérieure des Arts Décoratifs (ENSAD) in
Paris, 1986-1990. M/M sees itself as a strategic
and creative mediator between culture and adver-
tising, and through its works it seeks to expand the
framework of existing order.

Exhibition Overview = M/M (Paris) continues to
embrace and shock the worlds of design, fashion
and contemporary art. This exhibition introduced
the posters this duo has produced since 1995
for Théatre de Lorient at Centre Dramatique de
Bretagne (CDDB). The series fully demonstrates
their unique characteristics: humorous and eccen-
tric, at times playful, aggressive or decorative,
sometimes downright grotesque. Although they
give the impression of being spontaneous, in fact
each visual blip makes up one part of a meticu-
lously ordered whole. The works all resonate to-
gether, creating a sense of outpouring of visual
continuity but without ever lapsing into self-com-
placency or cliché.




OYKOT Wieden+Kennedy Tokyo:
10 Years of Fusion
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OYKOT Wieden+Kennedy Tokyo:
10 Years of Fusion

Dates = December 2-24, 2008

Artist Profile =With headquarters in Portland,
Oregon, Wieden+Kennedy have offices in Tokyo,
London, Amsterdam, New York, Shanghai and
New Delhi. Through their outstanding powers of
expression, they have wrought success in numer-
ous major campaigns for the likes of Honda, Coca-
Cola and Nike, a company that continually creates
sensations within the realm of street culture.
Wieden+Kennedy is a creative agency that main-
tains a solid position among the top ranks of the
advertising industry.

Exhibition Overview = This exhibition introduced
the “struggles,” i.e. works, of Wieden+Kennedy
Tokyo, who continuously battle to break through
the status quo, from the first 10 years since this
office was established in 1998. It did so from the
perspective of “OYKOT,” a vantage point derived
from the fusion of a diversity of unique personalities
and talents. As it looked back over those first 10
years, the exhibition also probed how to imagine
and create the future. Among its considerations:
Where do the ideas, creativity and passion W+K
Tokyo infuses into its advertising and communica-
tions come from? How did its work, its people and
its office develop? Amid the cultural dynamism of
Tokyo, what kind of people were involved in its
creative undertakings, and how? And how will
they continue to create in the years ahead?

KH=2009F 1898 -31H
HERER=EAE. SEHE. HH 5. U8 &
MLER. XERC. FHETF. TR R TR
KA. AtEES HEf@t FTHEER. 8
BEERR. KHEItE. KE=th, X145 E. B &,
BH=m. LEBX. BRESR W¥F—B.
RES. =R AA B ARHER. K2,
NNBRT. YA DI b EEITTA. ki
R—. kB = UGY b—. (EEW 8L =H
ZE. EERE. FINRIAL 5K B, BIESIT.
FA =203 T v IR Bh—X, FHES.
AKH—%2. KH—IE. FBRME. PEER. $
. OBAMEA. B R RSN, FIREE.
[R ek, FEHT. THRE. 85 A, B,
e B AT B K B =K 20 SH #.
RIER. RRBE, WWBFR, ILHE—.
ASTF. #ERAL SHAOY. BRE—H
F0H

REESE=XH—IE. K&

RTE =DCANEERDHD 5128R%Z. 5
AL E U THET DRMRDERZ2A DM
HEDE. FRZENLT DN B TR BN
FAERZHRT D EICRD, FROERMED
ERDEMZ X DHEITFD VS HSE DM

ot
Zb

Brilliant Rivalry:
Works by Outstanding Designers in
the DNP Archives of Graphic Design

Dates = January 9-31, 2009

Featured Designers =K.Aoki, M.Aoba, K.Akita,
S.Akizuki, G.Akiyama, K.Asaba, S.Arai, K. Awazu,
M.Anzai, T.lgarashi, T.Inoue, A.Uno, T.Ebina, T.
Ohta, T.Onuki, T.Ohashi, K.Kasai, M.Katsui, T.
Kamijyo, Y.Kamekura, Y.Kawaguchi, T.Kawahara,
|.Kitagawa, K.Kimura, T.Kimura, K2, R.Kojima,
M.Saito, Ka.Sato, Ko.Sato, T.Satoh, U.Sato, K.
Sano, Y.Sawada, K.Shibuya, N.Shinmura, H.Su-
zuki, T.Soeda, Tycoon Graphics, |.Tanaka, S.Toda,
Kf.Nagai, Km.Nagai, H.Nakajima, M.Nakajo, M.
Nakamura, T.Nadamoto, M.Niijima, K.Hattori, Y.
Hayakawa, K.Hara, Ke.Hirano, Ko.Hirano, O.Fu-
kushima, S.Fukuda, G.Hosoya, K.Matsushita, S.
Matsunaga, K.Miki, S.Miyata, K.Yahagi, N.Yabuki,
T.Yamagata, R.Yamashiro, Y.Yamamoto, T.Yokoo,
K.Yoshida, S.Wakao, M.Wada

Planning & Supervision = Kazumasa Nagai, Hiro-
shi Kashiwagi

Exhibition Overview =For this exhibition, 123
works were selected from the DNP Graphic Design
Archives and displayed in pairs, each pair consist-
ing of works by designers of the same generation.
This format served as an experiment employing
comparison of outstanding works as a means to
bring into sharper relief the timeframe of given
works and the individuality of their designers.
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DRAFT: Branding & Art Director
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DRAFT: Branding & Art Directors

Dates = February 5-28, 2009

Planning & Supervision = Lars Mller, Victor Mal-
sy, Philipp Teufel

Exhibition Overview = Since its creation, Helvetica
has sustained strong popularity as the most widely
recognized European typeface in the world. By
dint of its broadly applicable design and concord-
ant adaptability, Helvetica has swept the global
market and is used in an astonishingly wide range
of applications, from everyday signs on street cor-
ners to the typeface of choice of many global cor-
porations. This exhibition showcased works of
various periods featuring Helvetica, including nu-
merous products and posters designed by graphic
designers from many different countries, including
Japan. Also on exhibit was a reproduction of the
diary of Eduard Hoffmann, who, along with Max
Miedinger, was the original creator of Helvetica;
this source of great importance records that crea-
tive process in great detail. Other items on display
were numerous valued materials rarely seen today,
their participation made possible through the co-
operation of Linotype, which now owns the rights
to Helvetica, and The Kazui Press, one of only a
few key players in European letterpress typesetting
in Japan. This exhibition introduced both the ap-
peal and track record of Helvetica, a typeface that
today, more than a half-century after its birth, at-
tracts ever more interest.

Dates = March 6-30, 2009

Artist Profile = DRAFT traces back to 1978, when
Satoru Miyata left Nippon Design Center to start
his own design office. Today DRAFT handles plan-
ning and production duties relating to product and
business format development, with a focus on ad-
vertising and sales promotion planning and design.
Clients include Mos Food Services, Lacoste,
PRGR, Kirin Brewery, Japan Energy, Panasonic,
Kao, Wacoal and Breitling Japan. In 1995 DRAFT
launched D-BROS, engaging in product design
development and marketing.

Exhibition Overview = This exhibition, taking up
the theme of “Branding and Art Directors,” put the
spotlight on DRAFT’s branding work, commencing
with its participation in product development at
various companies, including Mos Food Services,
Lacoste and Kirin Brewery. It also focused on D-
BROS and its work during its first 13 years, and
used video presentations to introduce the unique
work of the nine directors currently in DRAFT’s em-
ploy. The show shed light as never before on the
appeal of DRAFT, i.e. Satoru Miyata, and on what
DRAFT — a design group of like-minded art direc-
tors under Miyata’s leadership — is up to today as it
seeks to get to the core essence of things and to
connect with society.
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Truth And / Or Virtue:
Graphic Designs by Shinnoske Sugisaki
and Yoshimaru Takahashi

Dates = November 25 — December 24, 2008
Artist Profile = Shinnoske Sugisaki was born in
19568, in Nara Prefecture. He established his own
design office in 1986. He defines design as the
construction of information and the design of im-
pressions, and he aims for the realization of lucid,
high-quality communication. Yoshimaru Takahashi
bases his artistic expression on the contention that
graphic design is itself culture that speaks for its
times, and he pursues richly endowed visual com-
munication expression. He is president of Kokoku-
maru Inc.

Exhibition Overview =This exhibition explored
the origins of communication design by ex-
tracting the essence of graphic style cultivat-
ed by these two designers in their everyday
creative work and highlighting their charac-
teristic styles: respectively, constructive and
figurative. The theme — “Truth And/Or Virtue”
— contains two nuances: the commonality im-
plied in “and,” and the individuality inherent in
“or.” Today, at a time when the realm of com-
munication design is expanding and diffusing,
they returned to probe the true essence of
graphic design via the medium of the poster.
The exhibition centered on new works pre-
pared for this event, complemented by some
40 posters selected from among their previ-
ous works.

/g

%

Ol

T L T

Welcome to Magazine Pool:
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Welcome to Magazine Pool: Ten Creators
Crossing Boundaries for Magazine Design

AKHA=2008F1515H—-2523H
Dates = January 15 — February 23, 2008
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Ginza Salone Osaka:
Kenjiro Sano Attacks ddd

KHI=2008F2H29H—-48 128
Dates = February 29 — April 12, 2008
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Shinya Nakajima TV Commercial Exhibition:
Shinya Nakajima with 29 Art Directors

KHI=20085F4H22H—-686H
Dates = April 22 - June 6, 2008

08TDCE
Tokyo Type Directors Club Exhibition 2008

AH=2008%6H13H—-7H23H
Dates = June 13 — July 23, 2008
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Now Updating:-- THA /Sh{IEFD
AVISIFT4ITTFHALY

Now Updating... The Interactive Design of
THA/Yugo Nakamura

AHI=20085F885H—28H
Dates = August 5 — 28, 2008

T ARHRN P32 7 PP
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2008ADCRE
2008 Tokyo Art Directors Club Exhibition

AKHA=2008F9F9H—-1088H
Dates = September 9 — October 8, 2008

2008 Tokya Art Directors Club Exhibition

2008 ADCH

ADC




Aoba Show:
BERMMEIY - YV - va—
Aoba Show: Masuteru Aoba One-Man Show

KH=2008F10817H-118158
Dates = October 17 — November 15, 2008

ABBASHOW

Helvetica forever:
Story of a Typeface AILRFAHE
Helvetica forever: Story of a Typeface

KHI=2009%F181568—2827H
Dates = January 15 — February 27, 2009

ESHLFY A F - EDMRE—
DNPJ57 4y o784y - 7—h41 TRERE
Brilliant Rivalry: Works by Outstanding Designers
in the DNP Archives of Graphic Design

KHI=20094%385108—4816H
Dates = March 10 — April 16, 2009

Review of CCGA 2008
CCGA REAME
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Thick with Color: 17th Exhibition of Prints
from the Tyler Graphics Archive Collection

AKH=2008F3F1H—-6H15H
Dates = March 1 — June 15, 2008
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Big Prints, Small Prints: 18th Exhibition of
Prints from the Tyler Graphics Archive Collection

KA=2008F6H21H-987H
Dates = June 21 — September 7, 2008

Big Prints Bl e

20E/0-9:
FL5—95T4vIR-
P=hA«4TaILI Y3 VEVol.19
Monologues in Black: 19th Exhibition of

Prints from the Tyler Graphics Archive Collection

AH=2008F9713H— 115248
Dates = September 13 — November 24, 2008
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1986-2009
1986
Mar. 1 Tadashi Ohashi Exhibition
Apr. 2 Shigeo Fukuda Exhibition
May 3 Yukimasa Okumura Exhibition
Jun 4 |ku Akiyama Exhibition
Jul. 5 86 Tokyo ADC Exhibition
Aug. 6 Art Works Exhibition [
Sep. 7 Koichi Sato Exhibition
Oct. 8 Kiyoshi Awazu Exhibition
Nov. 9 Herbert Bayer Exhibition
Dec. 10 K2 Live! Exhibition
1987
Jan. 11 Shuhei Tsuiji Iroha Exhibition
Feb. 12 Flower Expo + Expo Logo Exhibition
Mar. 13 Masaki Fujihata Exhibition
Apr. 14 Shin Matsunaga Exhibition
May 15 Mizumaru Anzai Exhibition
Jun. 16 Lou Dorfsman and CBS’s
Creative Works Exhibition
Jul. 17 '87 Tokyo ADC Exhibition
Aug. 18 Art Works Exhibition I
Sep. 19 Takenobu Igarashi Exhibition
Oct. 20 Masuteru Aoba Exhibition
Nov. 21 Holger Matthies Exhibition
Dec. 22 Milton Glaser Exhibition
1988
Jan. 23 Katsu Kimura Exhibition
Feb. 24 Hiroki Taniguchi Exhibition
Mar. 25 Ginza Hyakuten Original Pictures
for Cover Exhibition
Apr. 26 Katsu Yoshida Exhibition
May 27 AGI '88 Tokyo Exhibition
Jun. 28 Issey Miyake Poster Exhibition
Jul 29 '88 Tokyo ADC Exhibition
Aug. 30 Art Works Exhibition II
Sep. 31 InformationPostersRecruitExhibition
Oct. 32 Yoshio Hayakawa Exhibition
Nov. 33 Masayoshi Nakajo Exhibition
Dec. 34 Stasys Eidrigeviciius Exhibitionn
1989
Jan. 35 Shopping Bag Design Exhibition
Feb. 36 Kijuro Yahagi Exhibition
Mar. 37 Texture Exhibition
Apr. 38 Noriyuki Tanaka Exhibition
May 39 Otl Aicher Exhibition
Jun. 40 Kazumi Kurigami Exhibition
Jul. 41 Shinichiro Wakao Exhibition
Aug. 42 Art Works Exhibition IV
Sep. 43 Kazumasa Nagai Exhibition
Oct. 44 Europalia '89 Japan 12 Artists’
Original Poster Exhibition
Nov. 45 Charles Anderson Exhibition
Dec. 46 Etsushi Kiyohara Exhibition
1990
Jan. 47 Shigeru Akizuki Exhibition
Feb. 48 Nobuyoshi Kikuchi Exhibition
Mar. 49 Tsunao Harada Exhibition
Apr. 50 lkko Tanaka Exhibition
May 51 Ryuichi Yamashiro Exhibition
Jun. 52 Keizo Matsui Exhibition
Jul. 53 Takayuki Terakado Exhibition
Aug. 54 Art Works Exhibition V'
Sep. 55 Keiichi Tahara Exhibition

1992
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Katsumi Asaba Exhibition
Katsuya Ise Exhibition

Yasuhiro Yomogida Exhibition

Zenji Funabashi Exhibition
Tetsuya Ohta Exhibition

Per Arn oldi Exhibition
Yasuhiro Sawada Exhibition
Sonoko Arai Exhibition
Communication & PrintExhibition
Nobuo Nakagaki Design Office
Exhibition

Art Works Exhibition

Trans-Art 91 Exhibition

'91 Tokyo ADC Exhibition

Ivan Chermayeff Exhibition
Hajime Tachibana Exhibition
The 4th Tokyo TDC Exhibition
Henryk Tomaszewski Exhibition
Seymour Chwast Exhibition
Takashi Kanome Exhibition
Makoto Nakamura Exhibition
Rick Valicenti Exhibition

Kaoru Kasai Exhibition
Tadahito Nadamoto, Akira Uno,
Makoto Wada, Harumi Yamaguchi
Exhibition

Paul Rand Exhibition

Furoshiki Exhibition

Ryohei Kojima Exhibition

Koichi Inakoshi Exhibition

'92 Tokyo ADC Exhibition

The 5th Tokyo TDC Exhibition
U.G. Sato Exhibition

Hideo Mukai Exhibition
Imagination of Letters Exhibition

8 Designers in Today’s Hong Kong
Mitsuo Katsui Exhibition
YosukeKawamura, Nobuhiko Yabuki,
Teruhiko Yumura, Mizumaru Anzai
Exhibition

Saul Bass Exhibition

Pop-up Greetings Exhibition

Kiyoshi Awazu Exhibition

The 6th Tokyo TDC Exhibition
Takahisa Kamijyo Exhibition
Toshihiro Katayama Exhibition
Kazumasa Nagai Exhibition
Dutch Graphic Design A Century
Exhibition

'94 Tokyo ADC Exhibition
Graphic Goods Exhibition

Koga Hirano Exhibition

Kyushu 9 Designers Exhibition
Yusaku Kamekura Exhibition
Kenya Hara Exhibition

Toshiko Tsuchihashi,

Sachiko Nakamura, Meg Hosoki
Exhibition

1995
Jan.
Feb.

1996

Feb.

Apr.
May

Jun.
Jul.
Aug.

Sep.

Oct.

1997
Jan.
Jan.

Oct.

Oct.

104
106
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128
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130
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133
134
135

136

138
139

140
141
142
143
144

Bruno Munari Exhibition

Book Design in Japan 1946-95
Exhibition

The 7th Tokyo TDC Exhibition
Pieter Brattinga Exhibition

Ikko Tanaka Exhibition

Niklaus Troxler Exhibition

’95 Tokyo ADC Exhibition

Rhythm & Hues Computer Graphics
Tamotsu Yagi Exhibition

Special: 20 Graphic Designers of
the World, 10th Anniversary of ggg
Transition of Modern Typography-1
Exhibition

Masatoshi Toda Exhibition

50 Years in Japanese lllustrations
Exhibition

Yasuhiro Yomogida Exhibition
Transition of Modern Typography-2
Exhibition

Mar. 118 Posters by 23 Artists in
S&o Paulo Exhibition

The 8th Tokyo TDC Exhibition
Contemporary Graphics in Hungary
Exhibition

Shigeo Katsuoka Exhibition

'96 Tokyo ADC Exhibition

John Maeda Paper and Computers
Exhibition

K2-Seitaro Kuroda /

Keisuke Nagatomo Exhibition
Czech Avant-Garde Book Design
1920s-'30s Exhibition

Graphic Wave 1996: Katsunori Aoki /
Taku Satoh / Toshio Yamagata

Alain Le Quernec Exhibition

Nisuke Shimotani Exhibition
Special: CCGA—

The Prints of Josef Albers
Tadashi Ohashi Exhibition

The 10th of Tokyo TDC Exhibition
Masayoshi Nakajo Exhibition
Magazines Today Exhibition
Tadanori Yokoo’s Poster Exhibition
'97 Tokyo ADC Exhibition
Toshifumi Kawahara and Polygon
Pictures Exhibition

Mexican 10 Graphic Designers
Exhibition

Graphic Wave 1997: Kan Akita /
Satoe Inoue / Osamu Fukushima
Special: The 10th Anniversary of
Masaru Katsumi Award Exhibition
Shigeo Fukuda Exhibition

Global Exhibition

8ro Art & AD Exhibition
Odermatt + Tissi Exhibition
Stasys Eidrigevicius Exhibition
Tokyo TDC '98 Exhibition
Studio Dumbar Exhibition

Jun.

Jul.
Aug.
Sep.

Oct.
Nov.
Dec.

1999
Jan.

Feb.

2000
Jan.

Jan.

2001
Jan.
Feb.
Mar.
Apr.
May
Jun.

Jul.
Aug.
Sep.

Oct.
Nov.
Dec.

2002
Jan.
Feb.

145
146
147
148

149
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151

152
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154

155
156

157
158

159
160

161
162
163

164

165
166
167
168
169
170
171
172

173
174
175

176
177
178
179
180
181
182
183
184

185
186
187

188
189
190

Yoko Yamamoto Exhibition

’98 Tokyo ADC Exhibition

Yoichiro Kawaguchi Exhibition
Graphic Wave 1998:Tatsuo Ebina /
Keiko Hirano / Ken Miki

Gunter Rambow Exhibition
Philippe Apeloig Exhibition

Herbert Leupin Exhibition

Furoshiki Graphics by 18 Designers
from around the World exhibition
Transition of Modern Typography in
Japan 1946-95 Exhibition
Tsunehisa Kimura Exhibition
Special: The Works of SeiichiHoriuchi
Tokyo TDC '99 Exhibition
Contemporary Bulgarian Graphic
Design Exhibition

Katsuhiko Hibino Exhibition

’99 Tokyo ADC Exhibition

Special: John Maeda One-line.com
Kijuro Yahagi Exhibition
GraphicWave 1999: Mamoru Suzuki/
Kei Matsushita / Hiroshi Yonemura
Fuse Posters and Fonts Exhibition
Keizo Matsui Exhibition

Paul Davis Posters Exhibition
Special: Irving Penn regards

the works of Issey Miyake

GraphicMessageforEcology Exhibition
Special:Kishin Shinoyama &
Manuel Legris

Bruno Monguzzi Exhibition

Keniji Itoh Exhibition

Tokyo Type Directors Club 2000
Poster Works Nagoya 12 Exhibition
Osaka Pop Exhibition

2000 Tokyo ADC Exhibition

The Epoch of the JAAC Exhibition
Graphic Wave 2000:Gugi Akiyama /
Tycoon Graphics / Hideki Nakajima
Tztom Toda Exhibition

Pierre Bernard Exhibition

The Book & The Computer Exhibition

2001 Yasuhiko Kida Exhibition

Italo Lupi Exhibition

Shin Matsunaga Exhibition

Tokyo Type Directors Club 2001
Kontrapunkt Exhibition
TypographyofHiromuHaraExhibition
2001 Tokyo ADC Exhibition
Tadahito Nadamoto Exhibition
GraphicWave2001:KatsuhikoShibuya/
Kazufumi Nagai / Kozue Hibino
Hangul Poster Exhibition

Makoto Saito Exhibition

Chip Kidd Exhibition

Uwe Loesch Exhibition
Akira Uno Exhibition
Design Education: Post-St.Joost’s
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215

216

217

218
219

220
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222
223

224
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226
227
228
229
230
23
232

233
234
235

236

New Method

Tokyo Type Directors Club 2002
Draft Exhibition

Alan Chan Exhibition

Special: Yasuji Hanamori and
Kurashi-no-Techo Exhibition

2002 Tokyo ADC Exhibition
Noriyuki Tanaka Exhibition
Graphic Wave 2002:Hitomi Sago /
Yasuhiro Sawada / Norito Shinmura
Sun-ad:The People Exhibition
Graphic Shows Brazil Exhibition
Herb Lubalin Exhibition

Ikko Tanaka Exhibition

Sadik Karamustafa Exhibition
Contemporary Chinese Graphic
Design Exhibition

Tokyo Type Directors Club 2003
Fabrica 1994-03 Exhibition
Hajime Sorayama Exhibition
2003 Tokyo ADC Exhibition
Minoru Niijima Exhibition
Graphic Wave 2003:Kenjiro Sano /
Nagi Noda / Kazunari Hattori
Takayuki Soeda Exhibition
Stefan Sagmeister Exhibition
Takashi Kono Exhibition

Kazumasa Nagai Poster Exhibition
Keiji Ito / Hiroki Taniguchi /

Hiro Sugiyama Exhibition

The Magazine Design Studio Cap
Exhibition

Tokyo Type Directors Club 2004
Taku Satoh Exhibition

Danish Posters Over

the Past 10 Years Exhibition

2004 Tokyo ADC Exhibition

The Work of Barnbrook Design
Exhibition

Graphic Wave 2004:

Aoshi Kudo / Graph / Namaiki

A Half-Century of Magazine Design
by Kohei Sugiura Exhibition
Kashiwa Sato Exhibition: Beyond
AnotherSideof Ayao YamanaExhibition

The Seven Faces of Asaba Exhibition
Balarinji Design Exhibition
Katsunori Aoki XX Exhibition

Tokyo Type Directors Club 2005
The Graphic Design of Makoto Wada
Chermayeff & Geismar Inc. Exhibition
2005 Tokyo ADC Exhibition
Masahiko Sato Laboratory Exhibition
Graphic Wave 2005: Ichiro Tanida /
Ichiro Higashiizumi / Chie Morimoto
Laboratoires CCCP Exhibition

Shin Sobue + Cozfish Exhibition
Swiss Poster Art Exhibition

YusakuKamekura1915-1997 Exhibition

Feb.

Apr.
May

Jul.
Aug.
Sep.
Sep.
Oct.

Nov.

2007

2008
Jan.
Feb.

Apr.
May

Jul.
Ayg.

2009

Jan.

Feb.

237
238
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240
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247
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258

259
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26
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263

264

265

266

267

268

269
270

27

27.
273

N

Nagi Noda Exhibition

Cyan Exhibition

Tokyo Type Directors Club 2006
Kazufumi Nagai Exhibition

Keiichi Tanaami-ism Exhibition
2006 Tokyo ADC Exhibition
Alexander Gelman Exhibition
Graphic Wave 2006:
MasayoshiKodaira/NaomiHirabayashi/
Manabu Mizuno/Eiji Yamada
Special: AGICongress2006inJapan,
Kakejiku Exhibition

Radical Advertisement Exhibition
Hideki Nakajima Exhibition

Yoshio Hayakawa Exhibition

Exhibitions (Part T)

Exhibitions (PartII)

Katsu Kimura: Toi Boxes

Tokyo Type Directors Club 2007
Helmut Schmid: Design is Attitude
Masaaki Hiromura: 2D 3D

2007 Tokyo Art Directors Club
The Warsaw Wind 1966-2006
Ginza Salone: Kenjiro Sano
Shinya Nakajima TV Commercial
Exhibition

Welcome to Magazine Pool
Aoba Show:

Masuteru Aoba One-Man Show

Toda Today: Poster Art by Seiju Toda
Testimonies from Twenty Pioneers
of the Graphic Design Era:
Interviews by Hiroshi Kashiwagi
Textasy:Brody Neuenschwander
Tokyo Type Directors Club 2008
Alan Fletcher:The Father of

British Graphic Design

Hiroshi Sasaki,

Leader of a Cheering Squad

for the Japanese Advertising World
2008 Tokyo Art Directors Club
Now Updating... The Interactive
Design of THA/Yugo Nakamura
The Design Cycle of Keiko Hirano:
Origin, Terminus, Origin
White:Kenya Hara Exhibition
M/M(Paris) The Theatre Posters
OYKOT Wieden + Kennedy Tokyo:

10 Years of Fusion

Brilliant Rivalry:

Works by Outstanding Designers in
the DNP Archives of Graphic Design
Helvetica forever:Story of a typeface
DRAFT:Branding and Art Directors

44

1992-2009
1992
Jan. 1 Trans-Art '91 Exhibition
Mar. 2 Ivan Chermayeff Exhibition
Apr. 3 The 4th Tokyo TDC Exhibition
May 4 Rick Valicenti Exhibition
Jun 5 Seymour Chwast Exhibition
Jul. 6 Design Print & Paper Exhibition
Aug. 7 Vaughan Oliver Exhibition
Oct. 8 Makoto Nakamura Exhibition
Oct. 9 Michael Mabry Exhibition
Nov. 10 Tadahito Nadamoto, Akira Uno,
Makoto Wada, Harumi Yamaguchi
Exhibition
1993
Jan. 11 Furoshiki Exhibition
Feb. 12 Why Not Associates Exhibition
Mar. 13 Allen Hori + Robert Nakata Exhibition
Apr. 14 '92 Tokyo ADC Exhibition
May 15 Russell Warren-Fisher Exhibition
Jun. 16 The 5th Tokyo TDC Exhibition
Jul. 17 Imagination of Letters Exhibition
Aug. 18 Design, Prints, Paper Exhibition Part I
Sep. 19 Bill Thorburn Exhibition
Oct. 20 U.G. Sato Exhibition
Nov. 21 Mitsuo Katsui Exhibition
Dec. 22 8 Designers in Today’s Hong Kong
1994
Jan. 23 Saul Bass Exhibition
Feb. 24 Pop-up Greetings Exhibition
Mar. 25 Ruedi Baur/Integral Concept Exhibition
Apr. 26 YosukeKawamura, Nobuhiko Yabuki,
Teruhiko Yumura, Mizumaru Anzai
Exhibition
May 27 Jennifer Morla Exhibition
Jun. 28 Kazumasa Nagai Exhibition
Jul. 29 Uwe Loesch Exhibition
Aug. 30 '94 Tokyo ADC Exhibition
Sep. 31 Design, Print, Paper Exhibition Part I
Oct. 32 David Carson + Gary Koepke Exhibition
Dec. 33 Yusaku Kamekura Exhibition
1995
Jan. 34 German Montalvo Exhibition
Feb. 35 Bruno Munari Exhibition
Mar. 36 Grappa Design Exhibition
Apr. 37 The 7th Tokyo TDC Exhibition
May 38 Michel Bouvet Exhibition
Jun. 39 Ikko Tanaka Exhibition
Jun. 40 Terrelonge Exhibition
Aug. 41 '95 Tokyo ADC Exhibition
Sep. 42 Design, Print, Paper Exhibition IV
Oct. 43 Peret Torrent Exhibition
Nov. 44 6 Designers in Asia Exhibition
1996
Jan. 45 lllustrationinJapan 1946-1995Exhibition
Feb. 46 Margo Chase Exhibition
Mar. 47 Werner Jeker Exhibition
Apr. 48 Gunter Rambow Exhibition
May 49 The 8th Tokyo TDC Exhibition
Jun. 50 Kari Piippo Exhibition
Jul. 51 Contemporary Graphics in Hungary
Exhibition
Aug. 52 '96 Tokyo ADC Exhibition
Sep. 53 John Maeda Paper and Computers

1998

Apr.
Jun.
Jul.

Sep.
Oct.
Nov.

1999

2000
Jan.
Feb.

Apr.
May
Jun.

Jul.
Sep.
Oct.
Nov.
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Jan.
Feb.
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May
Jun.

Jul.
Aug.
Sep.
Oct.
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Exhibition
Alain Le Quernec Exhibition
Woody Pirtle Exhibition

Jodo Machado Exhibition

K2 Osaka Exhibition

Graphic Design in China Exhibition
'97 Tokyo TDC Exhibition

Mexican 10 Graphic Designers
Cato Design Inc. Exhibition

'97 Tokyo ADC Exhibition

Ralph Schraivogel Exhibition
James Victore Exhibition

Global Exhibition

Faydherbe/De Vringer Exhibition
Jean-Benolt Lévy Exhibition

3 Dimensions of Russian Graphic
Design Exhibition

Philippe Apeloig Exhibition

Tokyo TDC '98 Exhibition

Studio Dumbar Exhibition

'98 Tokyo ADC Exhibition

Zafryki Exhibition

David Tartakover Exhibition

Taiwan 4 Exhibition

Furoshiki Graphics by 18 Designers
from around the World Exhibition
Pierre Neumann Exhibition

Paula Scher Exhibition

Graphic Design from Hamburg Exhibition
Tokyo TDC 99 Exhibition

Jan Rajlich Jr.Exhibition

'99 Tokyo ADC Exhibition

Scott Makela Exhibition

Chaz Maviyane-Davies Exhibition

2 Men from Macau Exhibition

Ung VaiMeng/ Victor Hugo Marreiros

GraphicMessageforEcology Exhibition
Keizo Matsui Exhibition

Paul Davis Posters Exhibition
Osaka Pop Exhibition

Tokyo Type Directors Club 2000
Anthon Beeke Posters Exhibition
Pierre Bernard Exhibition

2000 Tokyo ADC Exhibition

Italo Lupi Exhibition

Design Education: The Classroom
Approach of Holger Matthies, Berlin
University of the Arts

2001 Yasuhiko Kida Exhibition
Kontrapunkt Exhibition
Poster of Salzburg Festival Exhibition
Tokyo Type Directors Club 2001
Chip Kidd Exhibition

Hangul Poster Exhibition

2001 Tokyo ADC Exhibition
Wolfgang Weingart Exhibition

Shin Matsunaga Exhibition
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2003
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Sep.
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Nov.
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2005
Jun.
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105
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107
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117
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130
131
132
133

134

135

136
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138
139
140
141
142
143
144

145

146
147
148
149
150

Design Education I :
Post-St.Joost’s New Method

Tadahito Nadamoto Exhibition
Makoto Saito Exhibition

Ott + Stein Exhibition

Studio Tapiro Exhibition

Tokyo Type Directors Club 2002
Posters from the Vienna Municipal
Library Archive Exhibition

Ken Miki Exhibition

2002 Tokyo ADC Exhibition

Sadik Karamustafa Exhibition
Chinese Graphic Design Exhibition

San-ad :The People Exhibitionn
Ikko Tanaka Exhibition

Fabrica 1994-03 Exhibition

Kan Tai-Keung and Freeman Lau
Exhibition

Tokyo Type Directors Club 2003
Luba Lukova Exhibition

2003 Tokyo ADC Exhibition
Stefan Sagmeister Exhibition
Cultural Posters from the Collection
of Die Neue Sammulung Miinchen
Exhibition

Hajime Sorayama Exhibition

Takayuki Soeda Exhibition
Kazumasa Nagai Poster Exhibition
Danish Posters Over

the Past 10 Years Exhibition

The Magazine Design Studio CAP
Exhibition

Tokyo Type Directors Club 2004
Pierre Mendell Exhibition

2004 Tokyo ADC Exhibition

The Work of Barnbrook Design
Exhibition

Posters from the Museum of
Decorative Arts in Prague Exhibition
Balarinji Design Exhibition

A Half-Century of Magazine Design
by Kohei Sugiura Exhibition

Cyan Exhibition 13 Years in Berlin
Kashiwa Sato Exhibition: Beyond
Mevis & Van Deursen Exhibition
Tokyo Type Directors Club 2005
Laboratoires CCCP Exhibition
2005 Tokyo ADC Exhibition
Katsunori Aoki XX Exhibition
German AGI Graphic Design
Exhibition

The Graphic Design of Makoto Wada

Swiss Poster Art Exhibition
Graphic Thought Facility Exhibition
Nagi Noda Exhibition

Bruno Oldani Exhibition

Tokyo Type Directors Club 2006

Aug.

2007
May

Aug.
Oct.
Nov.

2008
Jan.
Feb.
Apr.

Aug.

Sep.
Oct.

151
152

153
154
155
156
157

158
159
160

161
162

163
164

165

166
167

Black and White Posters Exhibition
2006 Tokyo ADC Exhibition

Exhibitions

Tokyo Type Directors Club 2007
Helmut Schmid: Design is Attitude
2007 Tokyo Art Directors Club
Katsu Kimura: Toi Boxes

Welcome to Magazine Pool
Ginza Salone Osaka: Kenjiro Sano
Shinya Nakajima TV Commercial
Exhibition

Tokyo Type Directors Club 2008
Now Updating... The Interactive
Design of THA/Yugo Nakamura
2008 Tokyo Art Directors Club
Aoba Show:

Masuteru Aoba One-Man Show
Truth And / Or Virtue:

Graphic Designs by Shinnoske

Sugisaki and Yoshimaru Takahashi

Helveticaforever: Story of a Typeface
Brilliant Rivalry:

Works by Outstanding Designers in
the DNP Archives of Graphic Design
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1995-2008

1995

Apr.-Jul.

Aug.-Oct.
Nov.-Jan.

1996

Mar.-Apr.

Apr.-Jul.
Jul.-Oct.
Oct.-Jan.

1997

Mar.-Apr.
Jun.-Sep.

Oct.-Nov.

Dec.-Jan.

1998
Mar.-May

May-Sep.

Sep.-Dec.

1999
Mar.-May

Jun.-Sep.

Sep.-Dec.

2000
Mar.-May

May-Jul.
Aug.-Oct.

2001
Mar.-May

May-Jul.
Aug.-Oct.

Oct.-Dec.

2002

Mar.-Jun.

Jun.-Sep.

Graphic Vision Kenneth Tyler
Retrospective Exhibition: Thirty Years
of Contemporary American Prints
Lichtenstein: Entablature—~Nudes
The Prints of Robert Motherwell

American Prints Today:

1st Exhibition of Prints from

the Tyler Graphics Archive Collection
The Prints of David Hockney
Autonomous Color: Josef Albers
Transcending Style:

2nd Exhibition of Prints from

the Tyler Graphics Archive Collection

The Graphics of James Rosenquist
Printed Abstraction:

3rd Exhibition of Prints from

the Tyler Graphics Archive Collection
Shinro Ohtake: Printing / Painting
Line-Color-Image:

4th Exhibition of Prints from

the Tyler Graphics Archive Collection

Frank Stella and Kenneth Tyler:

A Unique 30-Year Collaboration
Statements in Black:

5th Exhibition of Prints from

the Tyler Graphics Archive Collection

Alan Shields: Images in Paper

Miran Fukuda New Works: Prints
Forms That Speak:

6th Exhibition of Prints from

the Tyler Graphics Archive Collection
The Story of Prints

New Works 1998-1999:

7th Exhibition of Prints from

the Tyler Graphics Archive Collection
Saburo Ota: Existence and Everyday
DNP Archives of Graphic Design
Inaugural Exhibition:

Poster Graphics 1950-2000

Invitation to Print Portfolios:

8th Exhibition of Prints from

the Tyler Graphics Archive Collection
Tatsumi Orimoto:1972-2000

Yukio Fujimoto:

Reading to Another Dimension

2nd Exhibition of DNP Archives of
Graphic Design:

The Era of Graphic Design

Prints Leaping Into Space:

9th Exhibition of Prints from

the Tyler Graphics Archive Collection
Kijuro Yahagi: Touching, Piercing, and

Sep.-Dec.

2003

Mar.-Apr.

Apr.-Jun.

Jun.-Sep.
Sep.-Dec.

2004

Mar.-Jun.
Jun.-Sep.

Sep.-Dec.

2005

Mar.-Jun.

Jun.-Sep.
Sep.-Dec.

2006

Mar.-Jun.

Jun.-Sep.

Sep.-Dec.

2007

Mar.-Jun.

Jun.-Sep.

Sep.-Dec.

2008

Mar.-Jun.

Jun.-Sep.

Sep.-Nov.

Tracing with Vision
3rd Exhibition of DNP Archives of
Graphic Design: The Age of Individ-uality

Richard Gorman:

Paintings and Paper Works

Paper as Color:

10th Exhibition of Prints from

the Tyler Graphics Archive Collection
Frankenthaler: The Woodcuts

11th Exhibition of Prints from

the Tyler Graphics Archive Collection

The Golden Age of lllustration
Password:

A Danish / Japanese Dialogue
Print Art of Today in Fukushima

The World of Contemporary American
Woodcuts:

12th Exhibition of Prints from

the Tyler Graphics Archive Collection
Breathing Light: Shigenobu Yoshida
decade — CCGA and Six artists

Painting on Stone:

13th Exhibition of Prints from

the Tyler Graphics Archive Collection
Masaki Fujihata:

The Conquest of Imperfection-

New Realities Created with

Images and Media

Tetsuya Noda: Diary

The Wonder of Intaglio:

14th Exhibition of Prints from

the Tyler Graphics Archive Collection
Prints Given New Life:

16th Exhibition of Prints from

the Tyler Graphics Archive Collection
Unique Impressions:

16th Exhibition of Prints from

the Tyler Graphics Archive Collection

Thick with Color:

17th Exhibition of Prints from

the Tyler Graphics Archive Collection
Big Prints, Small Prints:

18th Exhibition of Prints from

the Tyler Graphics Archive Collection
Monologues in Black:

19th Exhibition of Prints from

the Tyler Graphics Archive Collection
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ginza graphic gallery

Establishment: March 4, 1986

Name: ginza graphic gallery (ggg)

Location: DNP Ginza Building, 7-2 Ginza 7-chome,

Chuo-ku, Tokyo 104-0061

Phone: +81 3 3571 5206

Fax: +81 3 3289 1389

Opening Hours: 11:00am to 7:00pm (Until 6:00pm on Saturdays)
Closed on Sundays and Holidays

Adviser: Kazumasa Nagai

ddd gallery

Establishment: November 5, 1991

Name: ddd gallery

Location: Namba SS Building, 17-28 Minami-horie 1-chome,
Nishi-ku, Osaka 550-8508

Phone: +81 6 6110 4635

Fax: +81 6 6110 4639

Opening Hours: 11:00am to 7:00pm (Until 6:00pm on Saturdays)
Closed on Sundays, Mondays and Holidays

Adviser: Kazumasa Nagai

CCGA cCenter for Contemporary Graphic Art and Tyler Graphics Archive Collection

Establishment: April 20, 1995

Name: Center for Contemporary Graphic Art and Tyler Graphics Archive Collection (CCGA)
Location: Miyata 1, Shiota, Sukagawa-shi,

Fukushima 962-0711

Phone: +81 248 79 4811

Fax: +81248 79 4816

Opening Hours: 10:00am to 5:00pm (Admission until 4:45pm)

Closed on Mondays (Tuesday if Monday is a public holiday),

the day immediately after a public holiday (except Saturday and Sunday),

between exhibitions and during winter (late December through February)

Admission: Adults=¥300, Students=¥200,

Free for young children (through elementary school), senior citizens (65 and over) and the disabled.
Special admission charges may be imposed during special exhibitions.

Salon Utilization Fee: ¥200

Planning and Operation: DNP Foundation for Cultural Promotion
http://www.dnp.co.jp/foundation
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