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| wish to take this opportunity to express my deepest condolences for
the souls of the many individuals who lost their lives in the Great East
Japan Earthquake of March 11, 2011, and | offer my heartfelt sympathy
to all victims of this terrible tragedy.

The devastating earthquake inflicted structural damage on the Center for
Contemporary Graphic Art (CCGA) in Sukagawa City, Fukushima
Prefecture. Fortunately, the collections were unscathed. After temporary
closure in the aftermath of the temblor, the Center was able to resume
normal operation in early June thanks to the efforts of many individuals.

During the 2010 fiscal period, ginza graphic gallery (ggg) mounted a
total of 12 exhibitions. Among those of particular note, the October
exhibition titled “Seas and Mountains and Norito Shinmura,” which had
the seas and mountains as its theme, was coordinated with the United
Nation’s “International Year of Biodiversity.” The year also saw five
exhibitions mounted at ddd Gallery in Osaka and three at CCGA. An
exhibition mounted at all three venues—initially Tokyo, then Osaka, and
at CCGA as of this writing—is “Shueitai 100,” an event to commemorate
100 years since the introduction of Shueitai, an original typeface
created by Dai Nippon Printing. The show has been well received and
highly regarded at all venues.

In conjunction with archiving operations, 2010 saw a generous donation
by Kazumasa Nagai of his complete poster works. The works have
now been compiled into an archive in the designer’s name at CCGA.
During the year we also donated Mr. Nagai’s major works, as well as
those by Ikko Tanaka and Shigeo Fukuda, to two art museums in
Japan and two overseas, including the Museum of Design, Zurich
(Museum fur Gestaltung ZUrich) in Switzerland.

In March 2011 ggg celebrated its 25th anniversary, and in July the
gallery hosted its 300th exhibition. In this way, this year marks a
milestone in our cultural activities in several respects. On this occasion
we eagerly invite opinions and suggestions concerning where and how
we should direct our activities going forward. Taking these into
consideration, we will continue to promote cultural activities in the
years ahead.

We ask for your continued interest and support.

Yoshitoshi Kitajima
Chairman of the board of directors, DNP Foundation for Cultural Promotion
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Can Graphic Design Survive?

Eiko Ishioka

Designer

— I'd like to begin by asking you about Spider-Man, the Broadway
musical that all New York is talking about these days. | attended a
preview performance yesterday*, and the show got quite a standing
ovation.

(* This interview was conducted in early June 2011.)

“Reaction has been absolutely amazing. People are coming from all
over the world to see the show, many of them enjoying it so much
they go again and again. The show’s definitely going to be a huge hit.
| also think Spider-Man is a project of outlandish historical scale.
Over 70 million dollars has been spent in production costs in a grand
experiment to create a musical unlike any before it, a musical that
combines drama and circus and opera. The music was written by
Bono of U2, and the director is Julie Taymor, who produced the musi-
cal The Lion King, whose box office receipts set a new record for a
Broadway show. | was approached to do Spider-Man about four
years ago. A great deal of funds has gone into its production, and
with its ideal creative team it's been generating a lot of buzz even
years before opening.”

— You were in charge of the stage costumes, correct?

“That’s right. | did all the costumes. | really got totally caught up in it,
especially in designing for the villains, and Julie was quite pleased
with the results. One of the villains, Swiss Miss, a female with a body
made of metal, doesn’t appear in the original comic books; | conjured
her up myself, and she’s really made quite a hit with the audiences.
Creating the costumes for the villains was virtually completed within
the first two years or so. What | found more difficult was designing the
‘normal’ costumes. The costumes worn by the leading couple, for
example, have to be normal or things just won'’t sit right. Here again |
came up with mountains of proposed designs, but so many people
had their two cents to put in, it took forever to come up with the final
designs. One thing | came to see from the whole experience is just how
much I’'m interested in designing special and unique costumes only.

“It was also me who designed the mark on Spider-Man’s chest—that
was a purely graphic design work. | worked up about 30 designs
while | was in Beijing doing work in preparation for the Olympics, and
Julie chose which it would be. Coming up with 30 designs wasn’t
easy, you know, as | did it while | designed for the Beijing Olympics.”

— Just hearing you describe it makes it sound like a terribly demand-
ing job.

“Spider-Man’s also been an incredibly troubled project. First, a variety

10

of accidents have occurred; then this year Julie Taymor was let go.
The excuse given was that under her direction the audience wouldn’t
understand the story. With Broadway musicals, families and tourists
make up an overwhelming share of the audience; in other words,
musicals are a form of entertainment for the masses, and shows have
to be tailored so they’ll be well received by such audiences. In that
sense, Julie’s work is sensual and dark, and her storyline is complex. |
personally love such deep, adult stories and dazzling visual realms;
but unless it’s well received, a show can’t make it financially. As they
always say, art and commerce don’t make good bedfellows. After all,
even Julie Taymor got canned on Broadway.

“This is why, | think, many artists give up on the commercial aspect
and, out of frustration, opt to go with art. Personally, though, I've
always been a stickler about this, ever since the early days. Instead of
wanting to please some special audience in a snobbish salon some-
where, I've always wanted to make ordinary people go ‘Wow! That’s
amazing!” That’s why | got into advertising, | think, and that’s
remained my intention ever since coming to the States, too.

“I think that’s where everyone involved in this project—not just me but
also Julie Taymor and all the artists—have struggled most. Every time
a demand of some kind has been made from somewhere or other,
while complying with that demand we’ve had to express ourselves in
the way we want to achieve, never giving up. Otherwise there’s no
way we can come out a winner in such a big system. If | do say so,
though, how lucky | am to be surviving in such a severe world!”

— The theme of this interview is precisely what you just spoke of:
survival. Today, with the whole world moving irreversibly into the digi-
tal age, the situation for graphic design in Japan is very severe. I'd
like to ask you, amid these circumstances what can designers do to
survive?

“Design of paper media is already having a really rough time here in
the States, too. Paper’s slowly disappearing from the world in gen-
eral. When you go on the subway, the number of people reading The
New York Times has fallen tremendously, and even good bookstores
like Barnes & Noble are going out of business. Meanwhile I've been
approached to offer a collection of my works as a Book App. I'm
thinking of giving the offer some consideration once | have a bit more
time to put into it. Personally I’'m very fond of paper and the time I've
spent thinking on paper has been sheer bliss, so it doesn’t sit right
with me for everything to be computerized. But that said, the move to
digital isn’t something | have the power to do anything about-this is
something I'm painfully aware of.



“If things continue this way, graphic design may vanish altogether.
Clients these days are suggesting that a designer isn’t needed, so
designers may be rapidly getting weeded out. Then too, clients them-
selves know how to use the software, so they are under the misap-
prehension that they can do the job themselves. That’s why there are
so many designers in their fifties and older who already have no
work; and even with young people, unless they do truly outstanding
work, they’re getting no offers. So what can be done to keep graphic
design from disappearing? I'd say designers themselves have to
probe deeply and come up with what graphic design in essence
really means.

“Looking back, even when | was still in Japan working in the field of
graphic design, | had frequent doubts. Somehow | saw graphic
design in a different way from everybody else. | had an overpowering
conviction that designers are capable of doing work that could shake
the world to its foundations. And | kept asking myself if the kind of
graphic design | was doing was really enough.

“To me, things that are neat and pretty on the outside seem empty on
the inside. Slick and flashy things like that may be OK as exhibits to
be placed in a design museum, but they can’t serve as a driving force
for social change. It may sound harsh but creating them seems like a
meaningless task to me, performed out of some sort of elitist sense.
Lately, some young American designers, feeling the same way, have
begun trying to develop devices to purify water as a way of improving,
even a little, the lives of people in the Third World. Or look at Obama.
As soon as he got out of Harvard, he immediately went out into the
slums and worked to enable the people living there to live a decent
life. That's the kind of thinking | believe is needed in design, too.

“Of course, to design such things, put them on show like a school
project and let that be the end of it, is ultimately just as meaningless
as designing something slick and pretty. Above all, though, it's impos-
sible to make a living merely by making social contributions—how to
earn a living at the same time is the question. Still, | think it’s an inter-
esting and meaningful place to start.”

— Attention is beginning to focus on social design in Japan, too. The
very scope of what is meant by “design” is expanding.

“That's good news. | can see hope there. | think the boundaries
should be removed between the various niches of design: graphic,
industrial, architectural, interior. | personally haven’t had such bound-
aries in mind for quite some time already. | may call myself a ‘costume
designer’ for the sake of working within the giant system; but I've

never thought of myself in that way.

“What’s important, | think, isn’t one’s title; it all boils down to how to
create design that will make the world go ‘Wow!” When Frank Lloyd
Wright was asked to design the Guggenheim Museum, for example,
he drove around Manhattan in a convertible and finished by asking
why all the buildings in the city were built like square boxes. He real-
ized that circular building despite opposition from all around. The cli-
ent, Peggy Guggenheim, was amazing, too. What’s needed is that
sort of energy. At the time, Wright was already in his nineties! Isn’t
that awesome? The older we get, the more capable we become. The
notion that old people can’t create new things is, to me, utter non-
sense.”

— You never seem to be in-between projects, do you. In the past few
years alone, big new projects have continuously come your way: the
Beijing Olympics’ opening ceremony, three films (Tarsem Singh’s The
Fall, Immortals and Snow White*), the Broadway musical Spider-
Man....

(* Immortals is scheduled for release in 2011; Snow White, in 2012.)

“Oddly enough, there are people who want to try working with me,
even if it's a bit risky for them, and one thing has led directly into
another, like links on a chain. There are people who are looking for
things that won’t get old, things that will transcend time.

“These days I’'m doing Tarsem’s Hollywood movie, Snow White, and
Tarsem’s gone so far as to state clearly, to the studio, ‘if Eiko isn’t in
on the project, | just won’t do it'—which makes me want to work all
the harder. It's when the client and the person hired to do the job are
both passionate about their work, and their shared passion sparks
that brilliant projects are born.

“You have to be really excited about what you’'re doing or it just
doesn’t go well, right? You have to follow your instincts and charge
ahead with the same determination as though it were a matter of life
and death for you. I'd like to see young people have the guts to say
they refuse to tweet on Twitter. It’s only because ‘everyone’ is doing
something that they feel it would be bad form if they didn’t do it too.
And so when blogs become the rage, they write a blog. Or when
Facebook becomes popular, they do Facebook. Granted, those things
may be interesting, but just doing them you can lose hours and hours
out of your precious time. There are only 24 hours in a day, and | think
you should set aside as much time as possible to sit quietly by your-
self and think. Unless you’re constantly pondering what you should
do, you’ll end up being treated as a mere design tool. Then one day
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you’ll suddenly awake and discover you have no work whatsoever—
and that would be a shame.”

— Where does all your burning passion come from?

“In a nutshell, from my work, which | find so interesting. It’s exciting to
work on a film, for example. It's not the sort of thing you can do alone
on the strength of your own abilities. It’s only when the director and
musicians and scriptwriters, plus the CG artists, set designers, per-
formers and actors all pool their talents in their respective fields that it
all comes together, clashes and burns. Collaboration can make it
possible to be more creative than you could be on your own. Even
when difficulties of various sorts arise, in the end everybody can
cheer, ‘Hey! We did it!’ It’s like all taking a creative trip together—
something | find very appealing.

“During such creative journeys, while working so hard together you
absorb a variety of things—or give them. In my case, what comes out
of it all is my designs. So, in answer to your question, | guess I'd have
to say my passion comes from the desire to pass each new day with
the satisfaction of saying, ‘It was a really interesting day today.” There
are days of course when you rack your brain and worry about what to
do. Like the weather, there are dark days and gray days. But then
when the sun comes out in all its glory, you're all the more wowed by it.

“To maintain your passion, you have to keep taking up even riskier
new challenges. When | gave up all my work in Japan and came to
the States, | wasn’t under any contract; | just chose to come of my
own accord. | felt that unless | made a move like that, | wouldn’'t be
able to see what it was that | truly wanted to do next. So | decided to
start all over again, from square one. Just before | left Japan, Yusaku
Kamekura, Ikko Tanaka and others hosted a going-away dinner for
me at which they quipped, ‘Eiko’ll be back tomorrow after alll” To
which | replied, ‘I assure you, absolutely, | won’'t be coming back.’
There are times when you simply have to grab on to something and
be persistent enough to never let it go.”

— How does that vitality, that spiritual strength, relate to what you
come up with creatively?

“That's a mystery. | imagine that in the course of living so long, the
things that have accumulated inside me have become assets. What
I've seen, what I've created, what I've encountered—a variety of
things, things that have become all the more enriching as I've gotten
older, are all tucked away inside me. My originality and my time-tran-
scending work likely emanate from that, but it's hard to make logical
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sense of it. Everything’s a process of experimentation.

“So if | were to give young people any advice, | would say that what’s
most important is to see a lot of good work and build a base of under-
standing what constitutes excellent work and what kind of things
have been outstanding. Otherwise you don’t cultivate a basis for
making judgments. My philosophy is that a designer first has to train
himself thoroughly—like an athlete. If you don't like design enough to
do that, then how could you ever become a long-distance runner? It’s
the long-distance runner type designer who gains my respect.

“What inspired me to come to this way of thinking was the World
Design Conference. It took place in Tokyo in 1960, while | was a stu-
dent at Tokyo National University of Fine Arts and Music. Some of the
most brilliant stars in the realm of graphic design came to Japan for
the occasion: people like Paul Rand and Herbert Bayer and Saul
Bass. Being so young of course, | wasn’t able to fully understand
what these luminaries were saying. Bayer at the time was in his six-
ties, although | must admit that to me, being so young, he looked over
70. But he was still hale and hearty and cut quite a dashing figure;
and it was then and there that | decided | wanted to live the kind of life
that would let me do good work when | reached his age, too. Living
the high life when you’re young and then fading away is OK too, |
thought, but my personal choice would be to become a long-distance
runner. And even now, | continue to think as though | were 25.”

— From what you’ve said here today, it strikes me that what’s ulti-
mately of great importance, more than the design field per se, are
people.

“That’s what | believe. That’s why designers need to actively go out
and cross boundaries between different genres, get to know people
other than designers, and store up new ‘essences’ within themselves.
You get nowhere by just sitting idly by yourself looking at a design
book, finding something you think is a bit interesting, and then copy-
ing it.

“Design, in the end, is a profession, and | believe that what’s funda-
mentally necessary is having an individual presence—what you are as
a human being—even if you don’t engage in design. That's because
it's through design that a person conveys his message to the world. If
you embrace the mistaken idea that being a designer is a ‘cool’ pro-
fession or a job that’ll make you rich—if this is your motive for being a
designer, obviously you'll never survive.

“To survive, first of all you have to come out as a human being. Who



wouldn’t fall in love with a designer if he were like Sakamoto Ryoma,
hero of the Meiji Restoration—a man with a strong sense of justice
who tried to make his country a better place even at the cost of sacri-
ficing his own life. It’s a spirit like that that people are moved by.
That’s why I'd even go so far as to say we could do away with the title
of ‘designer’. | myself perform the act of designing but I've always
found the title of designer awkwardly embarrassing. The identity |
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always want to maintain firmly is that of being ‘Eiko Ishioka’.

— Maybe what’s become weak today is, as you just said, the identity
of the individual.

“With the move to digital, that’s the way things are going, and with
accelerating speed. What seems possible by anyone will be done by
everyone. | don’t think there are any ‘samurai’—here in graphic design
circles neither in Japan nor in the US—who do truly outstanding and
interesting things, or who take up revolutionary themes, or who con-
tinue what they do because it's good, even if they get thrashed for it.
That’s why there’s no need for clients to hire such designers. | think
we’re heading into an unfortunate period for the graphic designer,
and it’s for that reason | think that before they sink they need to have
a sense of crisis, a need to mull just what it is they want to do. Unless
they have the drive to do that, there’s no other advice | could give them.

“Maybe design is a secretive kind of job-like the mastermind who
controls things from behind the scenes. If you think it's a glamorous
job, you may be mistaken. As to whether or not survival is possible
amid the switch to digital, | don’t think the situation is an easy one.
But if you charge forward with the passionate desire to rebuild design
from the ground up, then | think you have a chance of surviving.”

Interview and Text by Koichi Kawajiri
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Tokyo Type Directors Club Exhibition 2010

April 2-24, 2010

TDCJ 2010
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A mincho font that brings optimal dignified
grace to Japanese characters; a round Gothic
font that responds to needs. Web services,
and a music clip that lends importance to the
feeling of sharing the experiences of network
users. A poster that created something fresh
on a paper surface, a feat where all possibili-
ties would seem to have already been
exhausted. The diary of a graduate student
employing all the world’s codes. A book type-
face that atypically attempts expansion in the
vertical direction. Works citing experimental
“graphic notation” that overturn the absolute
values of standard music notation. A major
book of beautiful typography published as a
record of a life’s journey. A commercial for a
special TV program conveying Gaza’s reality,
showing how the words of the newscaster were
censored. Such are the breadth and depth of
this year’s Tokyo TDC Awards. The participa-
tion of Matthew Carter, doyen of type design,
at the awards ceremony also made this a mem-
orable year.

Takako Terunuma (Tokyo TDC)
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Talking the Dragon: Tsuguya Inoue Exhibition

May 7-31, 2010

TALKING THE DRAGON I il th &
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Communing with nature is the happiest time
one could spend, | think, yet doing so is diffi-
cult. In Japan, the ancients pondered the
evening skies in the form of a rabbit pounding
rice cakes on the moon. Whenever, day after
day, we come face to face with plants and ani-
mals constantly on the move, we would touch
the dazzling shockwaves they send out and
give in to the lure of their gentle gazes. Inspired
by their wild and dynamic expressions, my
desire was, through the inward and outward
power of lettering and the two-dimensional
directness of photographs, to encounter the
nostalgic but unknown things lurking beneath
light and memory. “Talking the Dragon,” which
| saw as straight rays of sunlight and resusci-
tated life, was born from this exhibition. | came
to realize once again the need for the helping
hand of many people in terms of photography,
words, music, publishing and printing.
Tsuguya Inoue
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NB@ggg: Neville Brody 2010

June 4-28, 2010
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I have known the ggg space in Tokyo for a long
time, and have always been excited by the
shows they put on there. It is a rare place, a
source of inspiration in the world of Visual
Design. It was an honor to have been invited
to show again this year after our Fuse exhibi-
tion there some years ago, and | was so thrilled

by the immaculate support and craftsmanship
the gallery put into the show. The publication
of my ggg book, the first by a UK designer,
was one of my highlights of 2009.

Neville Brody







2010 Tokyo Art Directors Club Exhibition

July 5-29, 2010
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When the economy turns sluggish, the first
thing to be affected is advertising. This may
account for the Tokyo ADC Grand Prix being
awarded in two consecutive years to graphic
works indicative of the unique skills of master
artists. For the first time in a long while, how-
ever, in 2010, the Grand Prix was given to
advertising: corporate advertising for Asahi
Kasei Corp. The company’s corporate philos-
ophy focused on the earth, along with the
beauty of its visual depictions, is stunning. In
2010 the Tokyo ADC seemed to give a strong
push to advertising while maintaining an over-
all balance among the various categories.
Takayuki Soeda
(Tokyo ADC Exhibition Committee Member)
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Ralph Schraivogel

August 428, 2010
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When | was invited to exhibit my work at the
ginza graphic gallery, | was delighted. At the
same time | was worried. Since | work very
slowly and produce — on the average — only
two posters a year, | was concerned whether
| would have enough work for the show. | am
very happy that the gallery is not larger, and
the standard size of a Swiss poster is not small-
er. Space and time collaborated perfectly. The
preparation of the exhibition was a pleasure
thanks to the professional and kind support
of the ginza graphic gallery. The perfect and
prominent presentation of my posters made
me blush. Last but not least, this exhibition
allowed me the opportunity to meet many dear
friends in Japan once again.

Ralph Schraivogel
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Push Pin Paradigm:

Seymour Chwast | Paul Davis | Milton Glaser | James McMullan

September 2 -28, 2010
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When ggg suggested an exhibition of the ear-
ly work of Push Pin Studios to Milton, Seymour,
James and myself, we were surprised and
delighted. The 1960s and 70s was an excit-
ing time to work at Push Pin, and the studio’s
influence was reflected everywhere. ggg’s
exhibition conveyed that energy to a new gen-
eration. The installation was planned and
presented with great sensitivity by the gallery,
and the DNP catalogue designed by Kazumasa
Nagai and Hitoshi Oikawa is exceptionally ele-
gant in concept and execution. When Myrna
and | arrived for the opening and walked
through the gallery, the work of those won-
derful days felt as fresh again as ever.

Paul Davis




1. Paul Davis

2. Milton Glaser

3. Seymour Chwast
4. James McMullan
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Seas and Mountains and Norito Shinmura
October 5-28, 2010
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To prevent the exhibition from becoming a
retrospective, | decided on a concept of an
“exhibition that appeals to the senses.” | chose
the title “Seas and Mountains and Norito
Shinmura” with the intention of having visitors
get a sense of the seas on the gallery’s ground
level and a sense of the mountains in the base-
ment level. To do so, | had a small barge
brought in from Yamaguchi and exhibited
pressed flowers | had gathered while out camp-
ing. | wasn’t sure whether the ground floor
exhibits could be considered as graphics, but
| was pleased when visitors told me they found
the space refreshing.

Doing a solo exhibition at ggg put a lot of pres-
sure on me. But thanks to the help | received
from Takashi Sekiguchi, a photographer | had
worked with for a year prior to the show, and
everyone at Amana, | think the job was accom-
plished quite well. Norito Shinmura
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Kazunari Hattori: November 2010
November 4-27, 2010
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| decided to create temporary plywood walls
in the gallery, but it was with anxiety, unable
to predict how they would actually look, that |
approached the day to set them up. The car-
penters did a wonderful job, and as the walls
quickly took shape, the gallery became filled
with the pleasant scent of wood. The wood
surfaces were so beautiful, it seemed a shame
to cover them with my works. In content, the
exhibition was precisely what the title said: a
straightforward show of my works as of
November 2010, no more and no less. My dis-
play scheme was the result of my pondering
how to treat graphic design, something that
inherently is part of everyday life, within the
spatial context of a gallery; and | think a tem-
porary installation of plywood suited my
designs well. There is no way of concealing my
works’ inadequacy in terms of power, but it
was with a faint sense of joy and cheer that
November passed. Kazunari Hattori
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The Euphrates Exhibition: From Research to Expression

December 2 -25, 2010

EUPHRATES 2—7 57 A& ~Hf7e 06 &K~~~

A7 7 DI factory of idea

& B BREATAPZBOTEHUTCER
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TUfco TIT. SECORBZHIIT DT —Y &
UTTHRRDSREN] EVWSE@ZDII. siRYE
UTORGEPEEDZ <D 1—TS5TRHBEDH
FUREN [CR O TEFNRIBZR RIS LICL
e TT. TNICMA. NHKEE T L £2355)
[0665] DEAEIDDRYBRY. COBREBERDCH
DFEIZEDWmER] FEBRNELE Ulce DR
RARDIOIFRERG, R ZRBE UTER
NeRROFOBS. HASZBDTCEDEEET
DEREBEDFUI I1-T3557 X
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For Euphrates, a creative group active across
a broad media spectrum, introducing an array
of works in one exhibition space posed a dif-
ficult challenge. The conclusion we reached
was to affix a subtitle describing the theme
that has run through all of our activities to date:
“From Research to Expression.” We decided
to present the process by which our unique
“research activities” have given birth to a large
number of visuals and books. In addition we
showed a number of our earlier works, and
also created new works specially for the exhi-
bition. This exhibition akin to a “research report”
gave us an opportunity to reaffirm to ourselves
just how strong and interesting expression
based on research can be. Euphrates
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Shueitai 100

January 11-31, 2011

FHPAK 100
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RSN fc. FREBERBEFDVISHS/I\SET
DRAFDSHEE L. LIRFEFHZHRLICLEDS5Z
D@ - BHE - IRMEEEFOEBZESHED
SUAZERTEc. TUCTIFILT 2 bDR
RICHBT DIV v I ZEHICEGNTR L DDH
%o TDRIE[BRE] DBHZEGA DIICE—
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HUZE] 2T =< (CHRZERS U5 —ZFIfEL
foo TNEHEEFFRIFICLDFFZBRICTALEDS
HADUEZNZNDELSZHVBETEFLL. FR
FEOHBZER UCBREHICTERUCAT CH ol

KH—IE

This exhibition, a collaborative effort by 24
graphic designers and one design team, was
held to commemorate the 100th anniversary
of the creation of Shueitai, an original typeface
invented by DNP. Shueitai evolved out of the
Mincho style, and while continually reinvent-
ing itself it has remained Japan’s mainstream
typeface due to its clean legibility and digni-
fied beauty. Today, Gothic and other fonts are
being perfected in response to the new era of
digital fonts. To convey the appeal of Shueitai,
leading graphic designers of all ages set to
creating superlative posters on the theme of
“The Four Seasons of Shueitai.” With Shueitai
acting as a “season word,” the posters vied to
show off the beauty of Japan'’s four seasons,
resulting in an exhibition that both conveyed
the transition of the Shueitai typeface and cre-
ated a wondrous bouquet of outstanding works.

Kazumasa Nagai
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Ian Anderson / The Designers Republic C(H—)6me (+81/3)

February 4-28, 2011
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25 years ago in Tokyo, DNP first opened ggg
in Ginza. In the same year, approximately 5861
miles to the slightly north west, in a post- indus-
trial city in the north of England - let’s call it
SoYo North of Nowhere — The Designers
Republic was declared on July 14th — 197 years
to the hour after The Storming of the Bastille
flash-pointed the French Revolution.
Before the internet, we read books, scanning
their contents to find new starting points, dif-
ferent structures, better means of communi-
cation. We were limited to what we could find
locally, and what we could afford pre-Amazon.
Around 1989 we found a Japanese poster
design book in a clearance sale in the north
of England. It was probably raining. The post-
er designs in the book that most interested us
all had strange triple-g logos on them. That’s
all we knew, the book was in Japanese.
Later we learnt from another book that they
were ginza graphic gallery posters. From
Tokyo. From Japan! WOW! We allowed our-
selves the luxury of dreaming that one day we
might have our own exhibition at ggg... and
that we might walk on the moon.
Everything is connected. I'm happy that 25
years later we are connected. It was good to
come home.

lan Anderson / The Designers Republic
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Design | Fumio Tachibana
March 4 -28, 2011
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| create things in such a way that the people
around me can relate to what | make. This is
what | call “design.” My designs are generally
small. | find taking a book or small print direct-
ly in hand to look at very appealing. The reason
| hold exhibitions is because people go out of
their way to come and see what I've made. For
this show, | added in the frustration of putting
the works in front of them but not enabling
them to touch them. | did so because | think
the powers of imagination are very specific. |
hoped that visitors would use their imagina-
tion about what the printed works on display
feel like. In the collection of works | put togeth-
er in tandem with this exhibition — Kazashimo:
Fumio Tachibana — | told my personal story
and also conveyed one way of binding books,
a disappearing art. In this case, | hoped visi-
tors would take the book in hand, by all means.

Fumio Tachibana
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ddd gallery 10-11

January 18 —March 9, 2011
GRAPHIC WEST 3

phono / graph —sound-letters-graphics —

March 23 —May 12, 2010

Issay Kitagawa

May 21— July 3, 2010
Tokyo Type Directors Club Exhibition 2010

July 13 — September 4, 2010
DNP Graphic Design Archives Collection I1I

Shigeo Fukuda’s Visual Jumping

September 14 — October 30, 2010
2010 Tokyo Art Directors Club Exhibition

November 9 — December 22, 2010

DNP Graphic Design Archives Collection 11
Ikko Tanaka Posters 1953 — 1979
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GRAPHIC WEST 3

phono / graph —sound-letters-graphics—

January 18 —March 9, 2011

GRAPHIC WEST 3 phono/graph— & - X5 - 7T 74 v 7 —

N - UAFILF B S Z R ERELEE (photo-
metrographer) [CH3ET 2] EEVTVD. TNIF
IV - BT 4R [REEHDZETEATHRE
(phonometrographer) [CH%ET 2] EEVWTW T
FALETZ LI UIEDBDTHD.

BV XA DOEICTEE (graph) 1T T &3,
BIETREVS KD BB UARBELDTIFEVES
DH. TDEERT D T &I T DIMBEIFFTILIE.
AT 4 P OERY HFHAICEAWVMRSOENZT D,
HMEWVWDXT 1 PHEA LD ELTWVDS. phono
/graphDIIFNENFEEX CHI K TRES
BRUC, ZORRBRERE CEIXFLEEHLT
Wz, [EZNEEIPS
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In his writings, Man Ray categorized himself
as a “photometrographer.” He was alluding
indirectly to how Erik Satie had categorized
himself as a “phonometrographer.” Taking
sound or light and recording it (=graph) in some
form is not so much a creative act as it may
be human instinct. The simple curiosity toward
such recording behaves in interesting ways
when media are in flux. Today, when the medi-
um of paper is in the process of disappearing,
| conceived of this exhibition out of a desire to
think about the written word from the stand-
point of phono/graph. The result was an
exhibition at which the written word set in
motion. Yukio Fujimoto
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Issay Kitagawa
March 23 —May 12, 2010
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Tokyo Type Directors Club Exhibition 2010

May 21— July 3, 2010

TDCJ 2010
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DNP Graphic Design Archives Collection 111
Shigeo Fukuda’s Visual Jumping

July 13 —September 4, 2010

DNPZI 74y 7 FHA Y - T—hA7NEMEIL BHBHEOT4 V2TV -T2 0T
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2010 Tokyo Art Directors Club Exhibition

September 14 — October 30, 2010

2010 ADC k&




DNP Graphic Design Archives Collection 11
Ikko Tanaka Posters 1953 —1979

November 9 —December 22, 2010

DNPZZ 749 7 FHA Y - 7T—HA TP mEIl HP—EKRAY— 1953-1979

Musie ot
Joday
77
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Center for Contemporary Graphic Art and Tyler Graphics Archive Collection 10

March 6 — June 6, 2010

DNP Graphic Design Archives Collection 11
Ikko Tanaka Posters 1953 —1979

June 12 - September 12, 2010

Roy Lichtenstein:
22nd Exhibition of Prints from the Tyler Graphics Archive Collection

September 18 — December 23, 2010

DNP Graphic Design Archives Collection II1
Shigeo Fukuda’s Visual Jumping
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DNP Graphic Design Archives Collection 11
Ikko Tanaka Posters 1953 —1979

March 6 — June 6, 2010

DNPZ 7497 7FHA Y - 7= A 7P B Il HPh—E AR ZF— 1953 -1979

HABLUHEFDOT YA VRITHUERRRZEZL
feHFR—RD=2# (2002 1R) 'S 74, HMEVEA
DNPX/EAREIAFND 2 B RICH KSUWER. ERD
ZFHICK T, 2008F 128 [CHF—X7—HA T
RIS N, B UIChfEESRICc <D TEN
BN ZEFHE UILROEBEDENTH. EDDITH
EINBDWIRRAY—ERELTDEHTHD. &
E(&. BP—XH1950FERD S 70FERICHIELTZ
#1550 RICKIBIRRE—DHN 5161 724ER LT
ERU. ZTORIEEEIDRRZIRDIRS EEBIC,
MFBIEDIRRA Y —(ERNEBRICRT v TZHBA
TODEBRDERVBHZR D12,

Seven years after lkko Tanaka’s untimely death
in January 2002, an acute loss for the realm
of design both of Japan and the world, the
Ikko Tanaka Archives were established in
December 2008 following a donation of some
20,000 items — his works and related mate-
rials — to the DNP Foundation for Cultural
Promotion. Among Mr. Tanaka’s outstanding
creative activities and his vast achievements
as a leading force within the field, his devel-
opment as a poster artist merits special
mention. For this exhibition, 161 of his post-
ers were selected from among the roughly 550
he created between the 1950s and 1970s.
The exhibition offered visitors a retrospective
look at the origins of Mr. Tanaka’s creative
activities, and also probed his profound appeal
during the period in which he made steady
progress toward leaving his indelible mark as
one of the world’s foremost poster artists.
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Roy Lichtenstein: 22nd Exhibition of

Prints from the Tyler Graphics Archive Collection

June 12 —September 12, 2010

OAf VX T UAIA VIR  IAT—=T T TAI T AT —=AWA T AL rarvE Vol.22
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7—bhOEFEUTERZEROTC. BEHRDT7 A
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UNRAEMZERER I DERTHOFElI e, UFT
VATAVIE. BEOERZRIREITDDICNDID
DAT 7 & UTHRERHEICEOBERZRP L. e
DRIFEEHLUTE . KRG UFTVREA
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L. TOE@REFROBAISE S,

In the early 1960s Roy Lichtenstein garnered
attention as a standard-bearer in Pop Art, his
fame drawing on his paintings directly citing
images from advertising and comics. He
remained a representative presence within not
only Pop Art but also American contemporary
art not merely because of the impact of his
infusing the icons of consumer society into the
realm of art, but also because of the unique,
well-defined spaces he created through the
use of Ben-Day dots, stripes, thick contour
lines and flat primary colors. Lichtenstein was
also a passionate proponent of printmaking,
which he viewed as the perfect medium suit-
ing his artistic style, and he produced a wealth
of print masterpieces. This exhibition showed
prints he created at Tyler Graphics, giving vis-
itors an overview of his superb appeal in this
artistic realm.
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DNP Graphic Design Archives Collection 111
Shigeo Fukuda’s Visual Jumping

September 18 — December 23, 2010
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200918, BHEEHEOSMOASBEFHEROTY
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KBUERE. FHAVET—MRICBIIDEEL
BESUCZOMENFITHEIE/ED. FERDIE
BTIEVDBDICHEOTVD, AREF. TEEHLOD
HHICKD2009F8RCRRII S NIcBHEMET —
A DZEEZ L. FOEEHIE U2#91,200 DR
2 —DHhN SR UIAERZBN T 2BEERIR
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BV BEEI—E7EREDD 1 v MOED
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blCUre,

News of Shigeo Fukuda’s sudden death in
January 2009 came as a great shock and pro-
found loss for the realm of design worldwide,
but the works he left behind have been win-
ning rising acclaim as a valuable legacy of both
design and art, giving him an unshakable pres-
ence. This exhibition was held to celebrate the
establishment of an archive in his name in
August 2009, the outcome of a donation of his
works by his family. It was also planned as a
special show celebrating Mr. Fukuda’s life
through a carefully picked selection from
among the near 1,200 posters he created dur-
ing his career. The exhibition set his artistic
achievements in high relief through his post-
ers — works that continue to make a lasting
impression on people everywhere with their
sophisticated humor and Mr. Fukuda’s unique
wit. These were augmented by messages from
overseas and rare interviews with Mr. Fukuda
on video.
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NB@ggg: Neville Brody 2010

Ralph Schraivogel

Speaker : Neville Brody

Neville Brody’s presentation conveyed a variety of the strong
convictions that are behind his creative activities. He noted
how, looking back over the 25 years since he began his ca-
reer as a designer, he has always been conscious of cultural
unification, the vulgarization of values that come from digital-
ization, loss of identity, and of the fact that freedom cannot
exist when there exists noconcept of freedom. Being himself
a product of the digital age, Brody is by no means critical of
digital technology; rather, he says that these current times,
when a transition has occurred from analog to digital, consti-
tute an interesting era conducive to rediscovering analog as
alesson to be learned from that transition. For this exhibition,
the works Brody created in London were digitally converted
and sent as data to Japan; in Japan they were reproduced as
tangible objects within the spatial parameters of ggg, recon-
figured architecturally and in scale. The exhibition thus dem-
onstrated the actual process of conversion from analog to
digital, and then back to analog.

Speakers : Ralph Schraivogel + Koichi Sato

Ralph Schraivogel’s works are created based on the classical
thinking that a designer puts together an image using plates
in the way a poet conjures up a poem using words. Koichi
Sato says that unless one revels in the details of the process
by which those plates are configured, he cannot appreciate a
work in its essence. This Gallery Talk thus proceeded with
Sato asking Schraivogel in probing detail about the specific
production and printing methods used in the works at hand
before them. The two share much in common, including their
preponderance of works created for cultural institutions rath-
er than on a commercial basis, and the limited number of
works they each create per year. They keep each other up-
to-date on their doings by sending each other their new post-
ers, and during their talk it was clearly evident just how much
respect these two artists have for one another. The session
closed with a simple but powerful message by Schraivogel:
that the work of a designer may be very demanding but it
brings enjoyment and a sense of satisfaction.

The Euphrates Exhibition:
From Research to Expression

Speakers : Masaya Ishikawa + Kohji Robert Yamamoto /
Euphrates

At the first session, one of Euphrates’ representative works
“Factory of Ideas,” was shown under the ideal conditions
for which it was originally intended, using 3 high-resolution
screens. Using that work as an example, the two guests ex-
plained in detail the process behind the main orientation of
Euphrates’ activities: “from research to expression.” The
second session featured all of Euphrates’ members. They
introduced a project in which he or she was involved, or de-
scribed a personal research topic to illustrate specifically
how it led to the creation of a new form of expression from a
particular idea—Euphrates’ underlying aim. The research that
sets Euphrates’ activities apart is carried out freely, across a
wide spectrum, based on the interests of each member.
Some expressions coming out of that research have already
taken shape, while others await their time to appear, sug-
gesting that Euphrates will still have much to offer in future.

Shueitai 100

Speakers : Chihiro Minato + Dainippon Type Organization

The discussion by Chihiro Minato, who has published photo
collections for Imprimerie Nationale and for Shueitai work-
shop, and Dainippon Type Organization (Hidechika and
Tetsuya Tsukada), the duo in charge of this exhibition’s pub-
licity materials and spatial design, focused on how to show
Shueitai and the changes it has undergone, linked to techno-
logical developments, during its 100 long years in existence.
Dainippon said that while introducing Shueitai’s history, they
fulfilled their role by creating an exhibition space that would
be entertaining. While they revealed the true intent injected
into the publicity design and the aim behind the exhibition
layout, Minato spoke of the history and weight he felt while
doing the photo shoot, and of where digital fonts, commenc-
ing with electronic books, are heading — an issue we face to-
day. The conversation then turned, as with the exhibition, to
a discussion of the past, present and future of the written
word. Minato’s expression of “type travels” left a particularly
strong impression.




Push Pin Paradigm

Seas and Mountains and Norito Shinmura

Speakers : Paul Davis + Myrna Davis

This Gallery Talk featured two guests: Paul Davis, a member
of Push Pin Studios during its early years who historically had
one of the most seminal influences on the studios; and Myrna
Davis, also one of the studios’ former members. The session
began with each guest relating anecdotes from the studios’
formative years and explaining how they came to join Push
Pin. They then talked in great detail about each of the works
on display: posters by four designers created primarily in the
1960s. Mr. Davis spoke of his enduring admiration for the
works of Milton Glaser. Looking at Glaser’s works, he said, it
was clear how, in an era without computers, Glaser continu-
ously experimented with enlargement/ downscaling, cut and
paste, segmentation and the like. The talk afforded insight
into the mutual respect and trust exercised by Push Pin’s
members, as well as a glimpse into the golden age of design
in New York, and probed into the overwhelming appeal of il-
lustration and design.

lan Anderson /
The Designers Republic C(H-)ome (+81/3)

Speaker : lan Anderson

lan Anderson, founder of The Designers Republic, spoke of
the group’s 25 years of activity, illustrating his remarks by cit-
ing its various projects. His strong and consistent stance to-
ward communication was readily in evidence: while con-
sciously maintaining a position one step removed from
London’s design scene and community, he opposed com-
mercialism and created numerous works pointing out the
dual nature — the inherent contradiction - in things. In com-
munication, he contends that what is important is not what
one says but rather how one says it, and places greater
weight on bringing abstractionism into design; and it was as
a result of this stance that he began using Japanese kana,
which he himself is unable to read. The images held of Japan,
he said, are as a symbol of commercialism or a dystopian
worldview in the style of Blade Runner. In Anderson’s discus-
sion of the abundant use of Japanese characters and kana in
TDR'’s designs, one could sense his love for Japan.

Speakers : Norito Shinmura + Osamu Fukushima

Norito Shinmura and Osamu Fukushima’s upbringings are in
some ways similar: one hailing from the family of a fisherman
and the other a farmer’s family; both are graduates of voca-
tional schools; and both have followed similar professional
paths since graduation. The two designers said they demon-
strate that it is possible for someone from the boonies, some-
one whose education hasn’t gone beyond the level of voca-
tional school, to create wonderful works. They thus sent out
a message of encouragement to young people, telling them
that if you stick with it, you too can succeed. The environ-
ment in which Shinmura grew up inevitably imbued him with
a fascination for nature, and he said that once he found what
he liked truly the most to serve as his creative theme — nature —
the rest all came “naturally.” With the exhibition title “Seas
and Mountains,” he simply hoped to have visitors share in his
appreciation of what he likes and thinks is beautiful, the
source of his inspiration being the dynamic landscape of his
birthplace, the island of Ukashima.

phono/graph - sound-letters-graphics—

Speaker : Yukio Fujimoto

Marshall McLuhan said that whereas in early times informa-
tion was acquired and transmitted primarily acoustically, as a
result of the inventions of writing, the printed word and per-
spective, orientation has shifted to the visual. But in the 20th
century, he opined, the focus should have shifted again to the
acoustic with the emergence of radio and gramophone re-
cording; furthermore, the two-dimensional visual realm func-
tions in total, when augmented by the acoustic realm extend-
ing 360 degrees. Yukio Fujimoto said that recording, i.e.
graph, is a human instinct, and although there exist a variety
of recording media and intents, the word “graph” is not used
exclusively to indicate the visual. In pondering the meaning of
“graphic” today, when paper no longer functions as its me-
dium, the concept of “graph” is being rethought. When a new
medium appears, a warning is sounded: “In the name of
‘progress,” our official culture is striving to force the new me-
dia to do the work of the old” (McLuhan), and Fujimoto stated
that culture itself needs to be translated going forward.

Kazunari Hattori: November 2010

Speakers : Kazunari Hattori + Kiyonori Muroga /
Kazunari Hattori + Bunpei Yorifuiji

Kiyonori Muroga, editor-in-chief of Idea magazine, used his
perspective as editor of a design magazine to ask Kazunari
Hattori about the underlying concept and design of the exhi-
bition, his intent being to get to the very heart of what Hattori
thinks about graphic design. Bunpei Yorifuji, art director, as-
sessed what makes Hattori’s design unique as he spoke of
his own views toward design. He compared Hattori’s design
to the figure skating of Mao Asada, and said his own design
was more like that of Yuna Kim. What came out of the two
sessions was that when Hattori, as a student, was instanta-
neously enthralled by certain illustration or design, he was
confident of his ability to understand, in a moment, a work’s
style or purpose or something more. It also became clear that
Hattori seeks after that sensitivity and strives to create what
lurks in his memory, his feelings, in different forms. There is
definitely something about his works that people react to,
something inexplicable that cannot be expressed in words.

Issay Kitagawa

Speakers : Issay Kitagawa + Ryoji Tanaka + Toshiyuki Sugai

Tokyo Type Directors Club Exhibition 2010

Speakers : Toshi Ichiyanagi + Katsumi Asaba

2010 Tokyo Art Directors Club Exhibition

Speakers : Takahisa Nakajima + Kosuke Ishige +
Koji Hirayama + Takuya Isojima

DNP Graphic Design Archives Collection I
Ikko Tanaka Posters 1953-1979

Speaker : Kazumasa Nagai
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Ian Anderson / The Designers Republic C(H-)6me (+81/3)

Ian Anderson

lan Anderson After 25 years and thousands
of different projects for hundreds of different
reasons, it's impossible for me to give an over-
view of what we do. And in a sense, | feel that
the work really talks for itself.

One of the things that we used to do with the
Designers Republic was we tried to stay away
from networking with other designers so that
we deliberately kept a kind of mystique, devel-
oped a mystique about who we were and what
we did, just because it amused us. The de-
signing part of the Designers Republic is just
what we do, but it's not really what we are.
And so we had all these different kinds of
names that we’d work under, and we'd tell
people that the Designers Republic was part
of a huge Japanese corporation.

We did a lot of stuff where we were using
deconstructed imagery to try and suggest
about deconstructed concepts and things. We
did a whole load of things that were taking the
consumerism further, the idea of the power
over the consumer in bigger sense.

This upside-down golden arches = McDonald’s
one is basically a consumerist sort of thing
about female imagery being used, about how
sex sells. It's a kind of observation about how
women are treated - get the female, dress it
up, put the text on, there’s an ad.

We were using a lot of Japanese imagery in
our work. What happened when we designed
for Wipeout, a PlayStation game, was we pre-
sented the final artwork to the head guy at the
games developer for Wipeout and he was a bit
disappointed because he was expecting to get
some Japanese typography on there. But this
was in the days before laptops, so we basical-
ly just had what we had and the only
Japanese typography we had on a disc was
the Japanese for “The Designers Republic,” so
we just put that on the cover and he said,
“That’s brilliant, that’s exactly what | want.”
When we first started using Japanese typogra-
phy, | hadn’t been to Japan or to Tokyo, and
so we were really just some designers in a
northern English city aiming our work at an
English-speaking audience, so we really sam-
pled bits of Japanese typography that we

thought looked good, graphically, with our
work, knowing that no one else would be able
to read it anyway. It wasn’t really until we start-
ed actually working with Japanese companies
and then coming to Tokyo that we thought,
“Well, we actually ought to find out what
things say beforehand.”

I’'m aware that time is getting on and | often
get asked about why the Designers Republic
started using a lot of Japanese imagery or
typography and things and what influenced us
to do that.

There are a lot of different reasons, none of
which are really directly related to Japan itself.
The first one is | find a lot of inspiration in con-
sumerism. If you go back to when we started
the Designers Republic in the mid-80s, it was
before the Japanese economic bubble burst.
In the UK, and | think in the West in general,
there was just all the best Sony gadgets, the
smallest Walkmans, TVs and everything, and
everything that a young man aspired to own,
seemed to be Japanese. Also the images that
we saw of Tokyo in magazines looked to be
just sort of a consumer heaven. So in some
ways, for us, using Japanese imagery for a pri-
marily UK audience, it was really that
Japanese modern culture was used as a
shorthand for consumerism.

And another thing is a reference to a lot of the
ideas in the film Blade Runner. I'm interested in
“what if” than in “what is; and that translates
into a sense of near future, in sort of sci-fi
terms as opposed to the far future. So it's
more the dystopia of Blade Runner than the
utopia of Star Trek.

And the third reason is, this is more specifical-
ly about the typography and one of the things
that drives me now, I'm more interested in
communication and the impact of that than
graphic design. Design is really just there as a
vehicle for the ideas.

So for me, what I’'m interested in is what you
say, why you say it, who you say it to, and how.
That’s what | consider, really, when I’'m thinking
about a piece of work. What | was trying to
find was different ways of communication.
And to do that, what | wanted to do was to

see how far you could abstract graphic design
or, more specifically, typographic design
before it became totally illegible.

| wanted just to see how much, in terms of
typographic communication, was down to the
how you say as much as the what you say
element of it. So, | could look at Japanese maga-
zines or Japanese ads, and although | couldn’t
read it, | could understand or have an idea of
what it was about, purely because of the tone
of voice of the typography.

The first thing that we did was we started to
try to draw a new alphabet that nobody could
read, a series of symbols that suggested let-
terforms.

The reason we landed on the Japanese typog-
raphy was that we realized that for all we were
trying to draw a new font or a new alphabet
that was illegible to our audience, a UK audi-
ence, there’s actually already one that existed
and it was Japanese. So really, one of the rea-
sons that there’s a lot of Japanese stuff at that
time in our work was as much about a typo-
graphical experiment. We were just literally lift-
ing things that expressed something, but we
knew that our target audience wouldn’t be
able to read it. We were just trying to find vehi-
cles for different ideas.

When we were going through the process of
looking to build our own alphabet, we didn’t
just look at Japanese. We looked at Cyrillic,
Russian, Hebrew, and the Korean alphabet as
well. With Japanese, just by using Japanese
text, from an English perspective in the 80s
and 90s, Tokyo seemed to be like a parallel
universe. Everything seemed to be familiar,
except we couldn’t read anything.

| think there’s a difference now in that although
it’s only 25 years ago, the world was quite a
different place, as you know. When we were
using Japanese imagery, it really was just
something that you could have made up, there
was the sense that people wouldn’t go there, it
was the other side of the world, but | think
we’re much more aware now.

And | promise that we’ll do some artwork with
not only katakana but also with “hiragana” in
the future.
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Gallery Talk

GRAPHIC WEST 3 phono / graph —sound-letters-graphics —

Yukio Fujimoto

Yukio Fujimoto At this exhibition under the
title “phono/graph,” | showed my works along
with four other artists; previously, however, |
held a one-man show at CCGA in 2001 titled
“Reading to Another Dimension.” On that
occasion, based on the concept of multi-
media | attempted to express the act of read-
ing not just as a visual experience but from
multiple angles. Ten years later, the trend in
evidence since last year or so suggests that
paper may be heading toward oblivion.
Against that backdrop, | began to wonder
whether it might be possible to think about
books once again — and this is what led me to
plan this latest exhibition.

Three occurrences occasioned my choosing
“phono/graph,” a concept having to do with
sound, as my theme.

First, in 1970 | read in the newspaper that
Taruho Inagaki, a novelist, was to give an
interview on the radio, and in happy surprise |
decided to record it using a tape recorder. |
was totally enthralled by Inagaki’s works at
the time and the image | held of him was of a
sensitive writer; yet what | heard coming from
the radio live was someone speaking in a gruff
voice in Kansai dialect at great speed. On the
written page later published, what he said
came across quite placidly. That was the first
time in my life that | experienced so powerfully
that transforming sound to letters — the process
of graph — is beyond the realm of possibility.
The second time was when | heard a CD of
Marcel Duchamp reading the written text of a
lecture on art he had given. As | listened | felt
there was something unique about the rhythm
of his speech. “This is music!” | thought. | used
the rhythm box of the keyboard on my desk to
create a harmonic accompaniment. | immedi-
ately discovered that Duchamp was “singing
along” in perfect step. When you listen to him
this way, what he says no longer seems so
abstruse — that’s how strong the power of the
voice is, | now realized.

The third occasion also had to do with
Duchamp: a work of his titled “WITH HIDDEN
NOISE,” which he referred to as a “semi-ready-
made,” something created from an existing

object but with touches added. “WITH
HIDDEN NOISE” consists of a ball of twine
pressed between two brass plates joined by
four long screws. The ball of twine contains
something — its actual identity unknown even
to Duchamp himself — that produces a rattling
noise when the work is shaken. | think the
work would be meaningless if it didn’t produce
any noise. When you hear the noise, you real-
ize it actually exists. It's an expression of
Duchamp’s attempt to record something that
is invisible to the eye. Duchamp was critical of
paintings that record images that are reflected
by the retina; he said paintings were meant to
be created by human intellect.

In the realm of design, though, the visual is
accorded absolute importance and no thought
is given to our sense of hearing. In my opinion,
however, we actually take in and manipulate
more information with our ears than with our
eyes. This is what the philosopher Ludwig
Wittgenstein was referring to when he wrote
how difficult it is to see what is before one’s
very eyes. By contrast, it is impossible, as
physicist and author Torahiko Terada said, to
close one’s ears; one must always take in
what they hear. Unlike the eyes, the ears hear
all the sound around us — 360 degrees. This is
an enormous difference.

Marshall McLuhan said that the 20th century
would become an era of electronic media, the
result of which would be total changes on the
fabric of society, its thinking and its ways of
expression. The gist of what he suggested is
that we should recover our aural capabilities.
He states that originally it was the human
sense of hearing that formed the core of the
information zone within our lives; then society
shifted to reading with the eyes, by the inven-
tion of printing by Gutenberg. Also, with the
emergence of perspective in the realm of
painting, the visual came to take center stage
as the source of information — a trend against
which McLuhan rebelled.

Humans have an instinct desire to record
things, and there exist various ways of record-
ing — summed up in the word “graph.”
“phonograph” is the name given by Edison to

his gramophone machine. It is by no means

limited to an expression of the visual alone.
The desire to leave a record in some form in a
different medium perhaps derives from our
human curiosity. In the case of graphics, until
now the process of recording something visu-
ally on paper was of key importance; but
today | believe we ourselves must recognize
anew that paper alone will not continue to
function as the sole medium for doing so.
Some twenty years before Edison invented his
phonograph, in 1860 Edouard-Leon Scott de
Martinville of France created a device that
recorded sound. He named it the “phonauto-
graph” from the words meaning “automatic
recording of sound.” Of interest is the fact that
Scott de Martinville was a printer by profes-
sion. In contrast to Edison, who focused on
the recording and reproduction of sound,
Scott de Martinville was interested only in how
to record visually sounds invisible to the eye,
and this was the inspiration behind my coming
up with the title “phono/graph.”

It came to my mind immediately, and without
wavering, just whom | should ask to partici-
pate in the exhibition. And rather than describ-
ing any specific direction for their works, |
merely presented them with the title “phono/
graph” and waited to see what kind of works
they would come up with. Meanwhile | had
everyone look at the five-part book series by
Nicole Schmid, one of the participants, and
proposed that perhaps the exhibition could be
configured around it. The book is a compendi-
um, without equal anywhere, of her research
in the realm of letters and sound. Ms. Schmid
is the daughter of Helmut Schmid, the
renowned typographer who also undertook
extremely interesting experiments relating to
letters and sound. | had the other participants
think and express themselves freely within the
relationships among letters, sound and graph-
ics, which became the overall concept.

What | learned from this exhibition is that
paper is amazing — and not about to vanish
after all. The exhibition produced things in a
variety of forms. This is something | believe
everyone who came to see the show felt also.
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Shueitai 100 Talk Show

Jiro Katashio, Osamu Torinoumi, Toshiaki Ishioka,

Masaki Itou (Shueitai Development Department: Moderator)

Shueisha, the forerunner of Dai Nippon Printing
Co., Ltd. (DNP), was founded in Tokyo, in the area
today corresponding to Sukiyabashi, in 1876. Its
founders, who included Teiichi Sakuma, Seiran
Ouchi, Hiroshi Bukkai and Hisanari Yasuda, started
Shueisha as a company specializing in letterpress
printing, a brand-new technology at the time.
Initially the company was heavily dependent on
printing periodical publications, notably newspa-
pers, on a contract basis. Then Teiichi Sakuma
succeeded in winning an order to produce a reprint
of the first Japanese translation (by Masanao
Nakamura) of Samuel Smiles’ Self-Help; this famed
work would be printed as a single volume bound in
Western style adopting letterpress printing, super-
seding the original 1872 version that had required
11 tomes produced by woodblock printing. The
new book, published in 1877, won the hearts of
Japanese readers in the Meiji era passionately
seeking the cultural enlightenment of their country,
and it became a bestseller, thereby setting
Shueisha on solid financial ground.

In those early days Shueisha generally purchased
its movable type from the forerunner of the Tokyo
Tsukiji Type Foundry, which was established by
Tomiji Hirano, or from the Paper Money Bureau,
corresponding to today’s National Printing Bureau.
But to cope with rapidly expanding demand for
typesetting, the company gradually took, under
Hisanari Yasuda’s lead, to manufacturing its own
type and matrixes.

To begin, in July 1881 the company bought a type
casting machine and a small quantity of matrixes.
Then in September 1882 it established its own cast
making department which it named Seibundo,
headed by Hisagoro Itsumi. In 1886, Seibundo relo-
cated to Sukiyabashi where the Sony Building is
situated today, and here it continued to serve as
Shueisha’s main type manufacturing arm until it
suffered damage in the Great Kanto Earthquake of
1923. Gradual advances were made in the compa-
ny’s type casting machinery: starting with a simple
hand mold system, the company next adopted a
Bruce pivotal type caster, then a Thompson type
caster, and then various typesetting machines that
had been developed by different manufacturers.
Seibundo was thus where the typeface that came
to be known as Shueitai was born and matured,
and Sukiyabashi is where it all began.

Shueisha and the Tokyo Tsukiji Type Foundry were

located in close proximity, Ginza and Tsukiji, and
their founders — Teiichi Sakuma and Tomiji Hirano,
respectively — were bosom buddies. The two com-
panies entered into business tieups on various
fronts as a result, even as they remained mutual
competitors. The rivalry took a curious additional
form: in December 1892 Shueisha’s second presi-
dent, Hisanari Yasuda, published his own transla-
tion of John Southward’s 4th edition of Practical
Printing: A Handbook of the Art of Typography
(1892), a massive work of almost 800 pages; and
just one month earlier, by complete coincidence
Shigeri Magata, successor to Tomiji Hirano, pub-
lished his own abridged translation of the same
work. In this respect both Shueisha and the Tokyo
Tsukiji Type Foundry were run by cultured men of
the highest order, and the powerful synergy creat-
ed by their collaboration fostered long strides of
progress not only in movable type production but
also in letterpress printing technology during the
middle of the Meiji period (1868-1912).

The typeface known as “Shueitai” didn't come
about overnight. In 1894 Shueisha created a type
specimen book of its own design, but with clear
notification that it was a work in progress.
Moreover, scrutiny of the booklet reveals that near-
ly all its type in Japanese fundamentally diverged
only modestly from the type forms of the Tokyo
Tsukiji Type Foundry or the Paper Money Bureau.
There were two notable exceptions, however:
Mincho type No.3 (16pt) and No.4 (13.75pt),
which were quite unique and demonstrated that
Shueisha was slowly but steadily forging a style of
its own. In April 1895 the company even advertised
the No.4 type in a magazine on printing, demon-
strating its zeal to go beyond use of the new style
in-house only and market its type to other enter-
prises. By contrast, little reworking was in evidence
in the company’s Mincho No.5 (10.5pt) type, which
had already been largely perfected as a typeface
for text copy.

Subsequently Shueisha continued its assiduous
publication of large-scale type specimen books,
first around 1896 and again in 1903. The latter
book, titled Type Specimens, presented a full-
fledged introduction to Shuei Mincho No.1 (42pt),
which is considered the flagship in the Shueitai line-
up. Type Specimens became a model on which the
company’s later specimen books were based.
Gradually the company began publishing compen-
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diums for each typeface and point size.

Shueitai can be said to have become firmly estab-
lished as a typeface in 1912. That was the year
Mincho was completed as a full lineup, from No.1
(42pt) to No.8 (4pt), for body text, complemented
by Gothic, kaisho (square block), Western and
ornamental variations. The year 1912, which also
marked the transition from the Meiji to the new
Taisho era (1912-1926), was in effect a high point
for the Shueitai typeface.

From this time through to the end of World War I,
however, Shueitai went through a period of change
as typefaces made the transition from the native
No. 1-8 size system to the Western point system. In
the interim, matrix manufacturers sprouted in great
profusion amid a boom in the production of afford-
able series of complete works, and to an inordinate
degree emphasis came to rest on speed and low
production cost. Meanwhile the country itself was
virtually stripped of manpower capable of sculpting
or repairing movable type. Further blows were
dealt by the Great Kanto Earthquake (1923) and
then the war waged throughout the Pacific.
Shueisha’s foremost rival, the Tokyo Tsukiji Type
Foundry, sustained such severe damage during the
quake that it was unable to recover, and in March
19838, citing poor business performance, it chose
to disband and vanished without fanfare. Shueisha
too was immensely impacted by the Great Kanto
Earthquake and the war, but fortunately, having
partially relocated its factory facilities from Ginza to
Ichigaya, the company was able to weather both of
these formidable ordeals.

In the period of postwar reconstruction, DNP
undertook a reevaluation of its traditions in type
production and took strategic initiatives in this area
in a quest to achieve swift recovery. Those initia-
tives entailed the adoption of Benton type punch
(matrix) cutting equipment, featuring innovative
technology at the time, and stylistic reforms to its
characters. DNP went about these reforms cau-
tiously, based on its in-house legacy in movable
type: its accumulated Shueitai legacy tracing back
to the late Meiji period. The process was launched
shortly after the war, in 1948, and with the adop-
tion of mechanical matrix cutting equipment new
typefaces began to appear in rapid succession,
starting with the A1 Mincho in 1951. In the process
of recovery, an examination was made of all type
styles from the prewar era, and what DNP adopted
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was a reproduction proof from Shuei Mincho No.4.
This was carried on in photo-typesetting equip-
ment, then in electronic typesetting systems, and
ultimately in today’s imagesetters for processing
both type and images.

In the half-century after the war, Shueitai first
underwent unmerciful “mechanical surgery” via
mechanical matrix cutters and then “electrical sur-
gery” through bitmap font formatting and outline
font formatting. As a result, in the more than 100
years since its advent, Shueitai went from the era
of the artisan and craftsman to the era of the engi-
neer. In the interim, the ineffable warmth and fine
curves arising from the carving knife of the punch
cutter—the artisan — were lopped away by mechani-
cal and electrical surgical knives. As such, whereas
in early times Shueitai had the appearance of a
highly meticulous style, it was surgically trans-
formed completely, in a sense becoming lettering
forms that are uniform but expressionless and
sharp, in the way mechanically produced products
are; and it became somewhat a gaunt shadow of
its former self. In a nutshell, Japan’s Mincho types
all developed by paring away their own legacy from
the Meiji era.

In 2005, in tandem with the publication of a study
on Shueitai by DNP, the company undertook a
reexamination of the typeface’s origins and
launched a major project to renew Shueitai in a
way befitting the current Heisei era, as a precious
legacy to be passed on to the next generation. The
project members were drawn from DNP’s staff who
had been engaged in the challenging work toward
publication of the Shueitai study, an undertaking
that had taken more than four years.

The project began with an examination of the three
basic fonts for body text (Shuei Mincho light/medi-
um/bold) and of the A1 Mincho process attempted
roughly a half-century ago, coupled with a com-
plete analysis and study of Shuei Mincho No.4.
Rounds of discussions on prototypes took place
together with members of the working group, and
demonstrations were made of printing feasibility on
different types of paper using actual production
equipment.

In this way, the framework for a new Shuei Mincho
type meeting a certain consensus was adopted,
setting in motion the development of a new Shuei
Gothic. Meanwhile another working group pro-
ceeded toward reviving Shuei Mincho No.1, the

flagship of the Shueitai style, as closely as possible

to the forms used in the days of metal type.
Concurrently, development was launched on a new
Shuei Round Gothic, in response to strong custom-
er demand.

During this phase visits were paid to core custom-
ers and authorities in the field, records were made
of requests concerning prototypes, and work got
under way as this information was relayed to the
development team. Since 2009 the new typeface is
being licensed to Morisawa.

As noted above, Shueitai was firmly established as
a typeface style in 1912. The year 2011 thus marks
its 100th anniversary in use, and to commemorate
this milestone the exhibition “Shueitai 100” was
held at multiple locations around Japan, attracting
numerous visitors. An iPhone app was also opened
that enables viewers to see a variety of Shueitai
specimen books published between the Meiji and
Showa eras, and other attempts are being proac-
tively made to connect the history of Shueitai with
the present.

Through its history of more than 100 years,
Shueitai has formed a legacy continuously remold-
ed to fit the atmosphere of its time, flexibly chang-
ing its forms. The initiative to renew Shueitai for the
Heisei era is merely the first step in passing on that
legacy for another 100 years. The road ahead is
boundless, still involving expansion in weights and
character types and the development of new type-
faces. In that respect, the exhibition “Shueitai 100”
constituted a progress report.

Jiro Katashio
Advisor to the project
to renew Shueitai for the Heisei era

* This text was based on the talk show held in conjunction
with the “Shueitai 100" exhibition mounted at ggg. Mr.
Katashio kindly agreed to rework that discussion and add in
historical details from Shueitai’'s advent up through DNP’s

project to renew Shueitai for the Heisei era.
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Special Event
Ralph Schraivogel Lectures and Workshop
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The DNP Foundation for Cultural Promotion, in con-
junction with the Ralph Schraivogel exhibition held
at the ginza graphic gallery in August, assisted in the
planning of a lecture by Schraivogel at the Osaka City
Museum of Modern Art, Shinsaibashi Temporary
Exhibition Space and a workshop for local design
students. A similar lecture was also held at The
Museum of Modern Art, Toyama, which was then
holding the Contemporary Swiss Poster Exhibition,
promoting exchange between the world of Swiss
graphic design and a local Japanese art museum.

In the lecture at The Museum of Modern Art, Toyama,
Schraivogel talked about the world of Swiss graph-
ic design, intermingling his own experiences there
since his student days with discussion of the tech-
niques and expressions used in some of his
better-known works. The two-day workshop at the
Osaka City Kogei High School was dedicated to the
topic of “how to discover design ideas.” It was a valu-
able experience for the aspiring-designer high school
students who attended — an opportunity unobtain-
able through everyday coursework. The lecture held
in Osaka focused on the latest trends in Swiss graph-
ic design, heir to a brilliant tradition of typography.

1) Lecture: “On Swiss Graphics”

Date: Saturday, August 7

Venue: The Museum of Modern Art, Toyama (1F Hall)

Sponsor: The Museum of Modern Art, Toyama

Cosponsors: DNP Foundation for Cultural Promotion

Toyama Prefecture Foundation for Cultural Promotion

Open to: Toyama ADC members and the general public

Related events: The museum’s Swiss Poster Exhibition, drawing
on works from its collection including 10 by Schraivogel.

2) Workshop

Date: Monday, August 9 and Tuesday, August 10

Venue: Osaka City Kogei High School

Sponsor: Osaka City Museum of Modern Art

Osaka City Museum Organization

Cooperation: DNP Foundation for Cultural Promotion
Participants: 25 second and third year students selected from
among applicants majoring in either visual design or art.

Content (Day1): Learn how to handle typography by producing
various works with copy machines using letterforms prepared by
Schraivogel.

Content (Day?2): Create works combining photographic images
from Japanese sports newspaper with the typographic works
from Day 1. Presentation.

3) Lecture: “A Revolution in Swiss Graphics”

Date: Monday, August 9

Venue: Osaka City Museum of Modern Art, Shinsaibashi Temporary
Exhibition Space

Sponsors: Osaka City Museum of Modern Art

Osaka City Museum Organization

Cooperation: DNP Foundation for Cultural Promotion

Support: Swiss Embassy
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DNP Graphic Design Archives
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Established by the DNP Foundation for Cultural
Promotion in 2000, the DNP Graphic Design
Archives collects, preserves, and organizes post-
ers and other materials. As of the end of March
2011, the collection consists of 8,293 items by
106 artists (7,513 items by 67 Japanese artists
and 780 items by 39 artists from overseas).
Among the major archival activities for the cur-
rent fiscal year was the establishment, following
the Ikko Tanaka and Shigeo Fukuda archives, of
the Kazumasa Nagai archives. In addition, we
received donations of work from the late Keniji
Ito and four other Japanese artists as well as
from Ralph Schraivogel and two other overseas
artists.

The DNP Graphic Design Archives also donat-
ed works to organizations such as the Museum
of Design Zurich in Switzerland; the Shigeo
Fukuda Design Museum at the Tung Fang Design
University in Kaohsiung, Taiwan; the Shigeo
Fukuda Design Museum at the Ninohe City Civic
Center in lwate Prefecture; and the Nara

Prefectural Museum of Art.

Works have also been loaned to the Bunkamura
Museum of Art, Tokyo Metropolitan Teien Art
Museum, Daimaru Department Store in Kyoto,
NHK and other organizations, while transparen-
cies, digital files and caption data of collected
works have been loaned to companies such as
Seibundo Shinkosha Publishing and Mainichi
Newspapers.
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1. Ikko Tanaka Archives
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4. Poster Archives (As of March 2011)

In FY2010 we finished classifying the works and made prog-
ress in organizing them into a database. ltems including works
from the collections of other artists, non-poster works and
informational materials were studied carefully and are now
being entered into the database. (Total 20,000 items)

Archive materials

1) Works by Tanaka Posters 2,600
Prints 240
Editorial 1,800
Originals 90
Other 2,000
2) Materials Photo positives 1,500
Other 5,700
3) Works by other artists ~ Posters/Prints 2,200
4) Books 4,000

2. Shigeo Fukuda Archives

1) Artists represented: 106 (67 domestic, 39 from overseas)
2) Items in collection: 8,293
3) Items received between April 2010 and March 2011:

® Keniji lto 72

(plus 575 calendars, packages, etc.)
* Chie Morimoto 134
¢ Katsuhiko Hibino 314
* Tsuguya Inoue 173
e Taku Satoh 7
¢ Ralph Schraivogel 28
* Pierre Mendell 13
* Gerwin Schmidt 1

5. Donation of Archived Works

In FY2010 we continued organizing and entering into a data-
base the donated materials in the Shigeo Fukuda archives.

Archive materials

1) Works by Fukuda Posters 1,500
Prints 180
Other 100
2) Materials Photo positives 1,500
Other 5,700
3) Works by other artists ~ Posters/Prints 370

3. Kazumasa Nagai Archives

In FY2010 we received a donation of poster works and oth-
er materials from Kazumasa Nagai and began organizing it
into a database.

Archive materials

1) Works by Nagai Posters 850
Prints 300
Editorial 1,200
Originals 140
Other 560
2) Materials Photo positives 490
Other 40
3) Works by other artists ~ Posters/Prints 100
4) Books 80

Sets of works not part of the permanent collections of the
Ikko Tanaka, Shigeo Fukuda and Kazumasa Nagai archives
were donated to museums in Japan and overseas.

1) Shigeo Fukuda Design Museum (Tung Fang Design
University / Kaohsiung, Taiwan): October 2010
1,152 Shigeo Fukuda posters

2) Shigeo Fukuda Design Museum (Ninohe City Civic Center
/ lwate Prefecture): January 2011
1,303 Shigeo Fukuda posters

3) Nara Prefectural Museum of Art: January 2011
111 Ikko Tanaka prints and 34 Sankei Kanze Noh posters

4) Museum of Design, Zurich (Switzerland): February 2011
400 Ikko Tanaka posters, 400 Kazumasa Nagai posters,
400 Shigeo Fukuda posters
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6. Lending of Archived Works

1) Exhibition: “The World of Yasuhiko Kida: Sanjusangendo”
Venue: Daimaru Museum, Daimaru Department Store, Kyoto
Period: October 6-18, 2010

Sponsor: Daimaru Department Store, Kyoto

Loaned works: 1 hanging scroll

2) Exhibition: “SO+Z0O — The Past and Present of Design that
Opens the Future: 1960s—"

Venue: The Bunkamura Museum of Art

Period: November 12-28, 2010

Sponsor: Kuwasawa Design School

Loaned works: 6 Masuteru Aoba posters

3) Exhibition: “Typographic Posters of the 20th Century”
Venue: Tokyo Metropolitan Teien Museum

Period: January 29—-March 27, 2011

Sponsors: Tokyo Metropolitan Foundation for History and
Culture, Tokyo Metropolitan Teien Museum, and Nikkei, Inc.
Loaned works: 3 posters by Ikko Tanaka, Yusaku Kamekura,
and Tsunehisa Kimura

4) Program: “Bi no tsubo” font special on NHK BS
Broadcast date: March 3, 2011

Loaned works: 14 works by Ikko Tanaka and a photograph-
ic portrait
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Artists List

AOBA Masuteru
AKITA Kan
AKIZUKI Shigeru
AKIYAMA Tku
AKIYAMA Gugi
ASABA Katsumi
ARAI Sonoko
AWAZU Kiyoshi
IGARASHI Takenobu
ITOH Kenji
INOUE Tsuguya
UNO Akira
EBINA Tatsuo
OHTA Tetsuya
OHASHI Tadashi
KASAI Kaoru
KATSUI Mitsuo

AHN Sang-Soo
Balarinji Design
CHUNG Byoung-Kyu
EIDRIGEVICIUS Stasys

Graphic Thought Facility

HAN Jae Joon
IKONOMOV Bojidar
IMBODEN Melchior
KIM Doo-Sup
KIM Joo-Sung
KOCH Sabine
KUHN Claude
LAU Freeman

KAMIJYO Takahisa
KAMEKURA Yusaku
KAWAMURA Yosuke
KAWAHARA Toshifumi
KIDA Yasuhiko
KITAGAWA Issay
KIMURA Katsu
KIMURA Tsunehisa
KIYOHARA Etsushi
K2

KOJIMA Ryohei
SATO Kashiwa
SATO Koichi

SATOH Taku

SATO U.G.

SANO Kenijiro
SAWADA Yasuhiro

SHIMOTANI Nisuke
SHINMURA Norito
SUZUKI Hachiro
SOEDA Takayuki
TYCOON GRAPHICS
TANAKA Ikko

TODA Seiju

NAGAI Kazufumi
NAGAI Kazumasa
NAKAJIMA Hideki
NAKAJO Masayoshi
NAKAMURA Makoto
NADAMOTO Tadahito
NIIJIMA Minoru
HATTORI Kazunari
HAYAKAWA Yoshio
HIBINO Katsuhiko

LEE Sung-Pyo

LOESCH Uwe

LUKOVA Luba
MARREIROS Victor Hugo
MATTHIES Holger
MAYIYANE-DAVIS Chaz
MENDELL Pierre

MIN Byung Geol

M/M(Paris)

MONTALVO German
OLIVER Vaughan
OROSZ Istvan
PARK Kum-Jun

HIRANO Kouga
FUKUSHIMA Osamu
FUKUDA Shigeo
MATSUNAGA Shin
MIKI Ken

MIYATA Satoru
MORIMOTO Chie
YAHAGI Kijuro
YABUKI Nobuhiko
YAMAGATA Toshio
YAMAGUCHI! Harumi
YAMAMOTO Yoko
YUMURA Teruhiko
YOKOO Tadanori
YOSHIDA Katsu
WAKAO Shinichiro

PIIPPO Kari

RAILICH JR. Jan
RYU Myeong-Sik
SAGMEISTER Stefan
SCHER Paula
SCHMIDT Gerwin
SCHRAIVOGEL Ralph
SHIH Ling-Hung
SHUR Ki-Heun
TROXLER Niklaus
UNG Vai-Meng
WEINGART Wolfgang
YEH Kuo-Sung



“3GD Archives” Poster Donation Project Gets Under Way
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This past year a plan to donate posters overseas,
preparations of which were launched last year, got
under way in earnest. Under this project, approxi-
mately 1,200 of the works in the “3GD Archives”
— posters and prints donated to the DNP Foundation
for Cultural Promotion by Ikko Tanaka, Kazumasa
Nagai and Shigeo Fukuda — are to be selected and
progressively donated to major art museums and
other facilities abroad.

As the first initiative under this project, in February
2011 works by Ikko Tanaka and Shigeo Fukuda were
presented to the Museum of Design, Zurich at CCGA.
Works by Kazumasa Nagai are slated to be donat-
ed this autumn. The museum, which boasts a rich
collection of posters, is actively engaging in research
on their poster collection and also showing the works
broadly to the public through its website and exhibi-
tions.

A Message from Dr. Richter Bettina,

Head of the Poster Collection, Museum fir
Gestaltung Zirich (Museum of Design, Zurich)
Our Poster Collection is one of the most extensive
and important archives of its kind in the world. Over
330,000 objects, 120,000 of them researched and
inventoried, document Swiss and international post-
er history — including political, commercial, and
cultural posters — from its beginnings in the mid-nine-
teenth century to the present day. The geographical
emphasis — itself determined by the history of post-
er design —is on Switzerland, Europe, Japan, Cuba,
the former Soviet Union, and the United States. The
collection’s historical, thematic, and geographical
diversity offers both a survey of poster art and a look
into a visual archive of the every day world.

Since the 1990s the poster collection is particularly
interested in Japanese graphic design, which since
the 1960s has been continuously developed. Through
its characteristic aesthetic that is featured by sensu-
ality, poetry and perfection, Japanese posters
conquered an outstanding position within interna-
tional poster history within a short period of time. The
poster collection today disposes a significant port-
folio of Japanese posters, which have been
acknowledged in exhibitions such as “Kirei — Posters
from Japan 1978-1993” (1993) and “Japanese
Posters — today” (2006).

Among other five renowned design collection, the
Museum fur Gestaltung ZUrich is proud to have
received at the beginning of 2011 a comprehensive
donation of Ikko Tanaka works and Shigeo Fukuda
works selected from the 3GD Archives of DNP
Foundation. The poster collection could complement
its existing portfolio with some 1,200 valuable post-
ers of the renowned graphic designers, Ikko Tanaka
(1930-2002), Shigeo Fukuda (1932-2009) and
Kazumasa Nagai (born 1929), that is planned to be
donated this October. The collection is very fortunate
to posses now the overall oeuvre of Fukuda, Tanaka

and Nagai, whose work incarnate the great traditions
of Japanese Posters, each in their own individual way.
All posters will be researched and inventoried and
therewith made accessible to a broad public.
Furthermore, they will be stored in the archives of the
collection with latest conservation standards.

The Museum flr Gestaltung ZUrich is very grateful
to the donors for this generous donation.

- | @!W@UW“-+ TN

Fa—UvEEiEERERL T - PRy IRHHRA
Jurg Abegg, representing the Museum of Design, Zurich, dur-
ing his visit to Japan
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Support to Japan Office of AGI
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AGI OPEN
Porto, 2010

Activities to support the Japan office of Alliance
Graphique Internationale (AGl), launched in June
2009, took various forms again this past year.
These included supporting communication with
AGI headquarters and AGI members in other coun-
tries, helping Japanese members to disseminate
information overseas, and preparation of the gen-
eral report for the annual AGI Congress.

AGI was launched in Paris in 1952 as an organization
embracing the world’s leading designers and artists.
Initial membership numbered 65 from 10 countries,
which has expanded to near 400 from 33 nations.
Japanese membership currently stands at 24; the
Japanese office is headed by Katsumi Asaba, with
Minoru Niijima serving as secretary-general.

AGI Congress in Porto 2010

The 2010 AGI Congress was held in Porto from
October 12 to 16. One of AGI’s core missions is to
undertake educational activities in the fields of
graphic design and visual language, and prior to
the congress, a new endeavor, “AGI Open,” was
launched. AGI Open consisted of a series of lec-
tures and workshops open to participation by
design students and professionals alike.

At the congress, presentations and exhibitions by
members were held on the theme of “Mapping the
process.” Major issues facing the AGI were also
discussed: how to resolve problems stemming from

the organization’s expansion in scale; what direc-
tions AGI should take in the future to cope with rap-
id changes in the environment surrounding the
design profession today.

AGI Never-ending International Design Conference
Katsumi Asaba (AGI Japan National President)
AGlI, Never-ending International Design Confer-
ence. It was held in Tokyo in 1988, and in more
recent memory also in Tokyo and Kyoto in 2006.
Then came Amsterdam, Chicago and Istanbul, fol-
lowed by Portugal in 2010.

There are deep ties between Portugal and Japan:
tempura, castella, guns, obrigado. | fell in love with
the country through the brilliant photographs and
editorial in a feature on Portugal from a 1970s
issue of Look magazine. | am always thrilled to
meet, once every year, friends who share a com-
mon way of thinking about design. A fourteen-hour
trip from east to west for a six-night, seven-day
stay with too much luggage. Having arrived in
Porto in the middle of the night | woke the next
morning to find myself in the historic city center, a
World Heritage site. | walked the paving stones of
the hilly streets and climbed the cross-topped,
76-meter tall monument tower to get my bearings.
Behind the hotel was a breathtaking, three-story
Livraria Lello, also a World Heritage site, its beautiful
curving crimson staircase known as the “stairway

to heaven.” | bought an old book of Portuguese
decoration, pleasantly unlike anything I'd ever seen
before. Design conferences are often held in the
most representative architectural spaces of their
host countries. In Porto this was the 19th-century
Stock Exchange Palace, Palacio da Bolsa. In the
square stood Prince Henry the Navigator, the globe
at his feet, pointing somewhere off in the distance.
That bronze really got to me.

For the previous two years President Paula Scher
from New York had taken a central role in AGI's
activities. She spoke forcefully about plans to reform
AGI. The organization currently has 392 members.
Massimo Vignelli from New York, who visited Japan
in 1988, spoke about the Vignelli Design Center he
established as a center for modern design education
in upstate New York near it border with Canada. He
was a beautiful 79 years old with pure white hair.
Each day there were lectures by five people. We vis-
ited an ultra-modern music space and saw the
Process is the Project Exhibition, based on the con-
ference’s theme, at a sculpture garden. It was a
moment when artist and art come together. Dinner at
the riverside restaurant was lovely. The Portuguese
wine and sardines grilled with salt were outstanding.

Now more than ever it is important to gather once
a year, in international fraternity, to talk with artists
we respect about the nature of design and the
paths that we each should follow.

85



Body and Spirit in Writing in the East and West

May 2628, 2010
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Between May 26 and 28, 2010, an internation-
al conference was held at the Giorgio Cini
Foundation in Venice* titled “Body and Spirit in
Writing in the East and the West.” Twenty-six
artists and experts in writing from around the
world were invited to participate. The three-
day event included an exhibition, calligraphy
demonstrations, workshops in graphics and
photography, study sessions and roundtable
discussions.

On the final day, presentations were given by
Italo Lupi, one of Italy’s foremost graphic
designers, and Shin Matsunaga representing
Japan. Through their major works the two
designers spoke on the topic of writing and
graphic design as a dialogue between East
and West. A staff member from the DNP
Foundation for Cultural Promotion gave a pre-
sentation introducing ginza graphic gallery and
the main features of Japanese writing sys-
tems. A lively question & answer session fol-
lowed, offering vivid evidence of the great
interest shown toward Japan’s writing culture
in the West. The conference was operated in
cooperation with the International Hokusai
Research Centre.

* For six decades Fondazione Giorgio Cini, a
cultural institution based on the island of San
Giorgio Maggiore, has invited scholars and
authorities from the world over to participate
in its panoply of cultural events.
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Graphic Design dal Giappone, 100 Poster 2001-2010

August 27— 0October 20, 2010
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From August 27 through October 20, 2010 an
exhibition of contemporary Japanese posters
— “Graphic Design dal Giappone, 100 Poster
2001-2010" — was held at a gallery in Venice’s
San Marco Square operated by Fondazione
Bevilacqua La Masa. At the request of the
International Hokusai Research Centre of Italy,
the DNP Foundation for Cultural Promotion
collaborated in preparing for the exhibition by
undertaking the tasks of selecting and collect-
ing the posters for the show. Four members
were involved in the selection process:
Kazumasa Nagai and Shin Matsunaga, who
served in advisory capacities, and Gian Carlo
Calza and Rossella Menegazzo of the Inter-
national Hokusai Research Centre. A cata-
logue was also produced containing replica-
tions of and information on all works exhibited.
To commemorate the 65th anniversary of the
atomic bombing of Hiroshima, a special exhibi-
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tion was also mounted on that event, featuring
posters from the “Hiroshima Appeals” series
made available through cooperation provided
by JAGDA. Following the close of the exhibi-
tions, all works were donated to the Inter-
national Hokusai Research Centre.

... the exhibition “Graphic Design from Japan.
100 Poster 2001-2010” also has the distinctive
feature of presenting an overview of Japanese
graphic design overseas after a long gap, and
moreover of focusing its attention on the first ten
years of the 21st century.
A hundred carefully selected posters that include
the work of the great master Kazumasa Nagai,
now in his eighties, alongside that of designers
still in their thirties like Chie Morimoto. The sim-
ple definition of “graphic design from Japan” in
reality covers a much broader sphere of com-
munication that ranges from advertising to
graphic art, the noteworthy contribution of six
generations of graphic designers, and a variety
of means of expression that stretches from the
analog to the digital.
Shin Matsunaga
Catalogue “Graphic Design dal Giappone,
100 Poster 2001-2010”
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2010-2011 Financial Support Activities

2010—20114F F£ Bh ok 9255

1 WR  H2EIHHDERERRERANGE Target  22nd Sukagawa International Short Film Festival
F #  IHHDERERRERETES Organizers  Sukagawa International Short Film Festival Executive Committee
BEIIMHEEER Sukagawa Board of Education
F A 2010/5 Date May, 2010
# %  30,000M Amount JPY30,000
fif & ERRE I T/NLBLTTUN, Remarks  Short film festival and competition
2 HqF - HRCHETHERICE2010]BENHE Target  “The Artists Who Express through Prints 2010” exhibition
E# IRCREIIERCERIRITRER Organizer  The Artists Who Express through Prints Executive Committee
A/ 2010/9 Date  September, 2010
&8  60,000M Amount  JPY60,000
% BERRMXOEMOERLNHET SMITERPODIRER. Remarks  Print exhibition, mostly of local artists, jointly held by multiple galleries
=M 9/4~9/12, SRIGTRIFHIE. in central Fukushima Prefecture; simultaneously held at 5 venues
FIHEHKI2508. September 4-12, 2010; approx. 250 visitors
3 xR REINMXSFEAREMSIMER DB Target  Sukagawa Area High School Art Clubs Training Session
F AR EERREMBER Organizer  Federation of Sukagawa Area High School Art Clubs
FA 2010/10 Date  October, 2010
& % 50,000 Amount JPY50,000
ffE ABEIMXRNIDDEISKREMBICIDERMERE LT, Remarks  Visit to CCGA exhibition as joint training session for the art clubs of
CCCARBRZESE, 4 prefectural high schools in the Sukagawa area;
FWNZADFE. Fv>U—b=0%{To/, provision of transport and holding of gallery talk
4 R HE220HERTMERNHE Target  “22nd Denzen Print Exhibition”
F & BENIBIRHERSE Organizers ~ Sukagawa Chamber of Commerce Youth Division
BEMBBEERRE Sukagawa Board of Education
£H 2011/2 Date  February, 2011
% % 30,000 Amount JPY30,000
5 Z BEIIHSOIFAOMREMREZR. Remarks  Print contest for Sukagawa elementary and junior high school students
BMEAZE(HEOIESITATA)BEZENETD. aimed at spreading recognition of copper plate print artist and Sukagawa
MR/ NRRETRORE D> T —)b, native Aodo Denzen (1748-1822)
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Tokyo Type Directors Club
Exhibition 2010
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Talking the Dragon:
Tsuguya Inoue Exhibition

Dates = April 2-24, 2010

Award Winners = OGrand Prix = Why Not Associ-
ates OTDC Prizes = Ralph Schraivogel, Niklaus
Troxler, Shigenobu Fuijita (Fontworks), Masashi
Kawamura + Hal Kirkland + Magico Nakamura
+ Masayoshi Nakamura OSpecial Prizes = John
Warwicker, Katsumi Asaba OTDC RGB Prize = Exo-
nemo OType Design Prize = Holger Konigsdorfer
OBook Design Prize = Lian Jie

Exhibition Overview = The exhibition introduced
the cream of the crop from the 2010 Tokyo Type
Directors Club Awards, an international competi-
tion bringing together the latest typography works
from around the world. The competition, a focus
of increasing attention and acclaim both in Japan
and abroad, attracted a total of 3,180 entries
(2,301 from Japan; 879 from 27 foreign countries
and 2 territories). This exhibition showed 132 of
them, including not only the 10 prize-winning
works but also other works making the preliminary
round of judging and other outstanding works.
Within the spatial limitations of the gallery, a host
of the newest works from all over the world, in-
cluding works at the cutting edge and experimen-
tal works suggesting new possibilities, were on
show.

Dates = May 7-31, 2010

Artist Profile = Tsuguya Inoue is an art director
born in Miyazaki in 1947. In 1978 he established
Beans. He has performed art direction and creat-
ed advertising for numerous publications, music,
television, etc., for Parco, Suntory, Comme des
Gargons, and The Asahi Shimbun. Among the
many prizes he has won to date are the Tokyo
ADC Grand Prize, Tokyo TDC Members Award
and the Mainichi Advertising Award. He is a mem-
ber of Tokyo ADC, Tokyo TDC and JAGDA.
Exhibition Overview = This, Inoue’s first solo exhi-
bition, focused on two themes: dragons—figments
of the imagination possessing both firm strength
and curvaceous beauty—and light. These miracu-
lously photographed beings were shown up close,
s0 close they seem palpable. To do so Inoue used
the medium of the poster, fully employing printing
technologies to capture the poetic and dynamic
graphical aura that flows ceaselessly from within
them. The exhibition also introduced Inoue’s re-
cent and representative posters and book de-
signs. “Why do butterflies, bees and ants move
the way they do?” “Through my works | want to
see myself, to reveal myself, to liberate myself, to
clarify my dreams and my spirit.” This was an ex-
hibition that afforded a close-up look at the cre-
ative origins of Tsuguya Inoue the art director.
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NB@ggg: Neville Brody 2010

Dates = June 4-28, 2010

Artist Profile = Neville Brody was born in London.
After working for Stiff Records and Fetish Re-
cords, he served as art director for The Face
(1981-86) and Arena (1986) magazines. Currently
he is the art director of Arena Homme +. Among his
artistic projects, his work for Fuse, a publication
focused on experimental languages and typogra-
phy, is considered to be of greatest importance.
Brody presently serves as Head of Communica-
tions Art and Design at the Royal College of Art
and as a visiting professor at the London College
of Communication.

Exhibition Overview = This exhibition, rather than
showing Brody's iconic works such as those he
did for Fetish Records and The Face, focused on
his recent and new works. Among the items on
display were commissioned works that simultane-
ously have elements strongly suggestive of his
non-commissioned works, and his new experi-
ments in digital posters. His powerful visuals filling
the gallery space vividly conveyed the wondrous
appeal of his innovative typography, a field in
which he has played a leading role throughout a
career spanning 30 years. In this way the exhibi-
tion enabled visitors to reconfirm why, never fading
into oblivion as a product of specific times, Neville
Brody has continuously remained a formidable
presence as a truly multi-visual designer.
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2010 Tokyo Art Directors Club
Exhibition

Dates = July 5-29, 2010

Award Winners = OADC Members Awards =
Kaoru Kasai, Tsuguya Inoue + Ryota Atarashi +
Sachiko Kuru, Gan Hosoya + Shou Akiyama +
Tetsuma Maki + Higashi Ishida OHiromu Hara
Prize = Gan Hosoya *The following award-win-
ning works were exhibited at G8: OGrand Prix =
Takahisa Nakajima + Kosuke Ishige + Koji Hira-
yama + Takuya Isojima + Tamotsu Fujii OADC
Awards = Atsuki Kikuchi, Noriaki Hayashi, Masashi
Tentaku, Shogo Kishino, Takahisa Nakajima,
Yoshimitsu Sawamoto + Akira Nagai, Tomoko
Yamashita, Masayoshi Kodaira, Yutaka Sano +
Shoji Uchida

Exhibition Overview = Since its establishment in
1952 the Tokyo Art Directors Club (ADC) has con-
tinuously served as a driving force in Japan’s ad-
vertising and design worlds as one of the most
prestigious prizes in advertising and design offered
each year. The award-winning works were select-
ed by 77 members from among roughly 10,000
entries through a rigorous judging process. The
award-winning and other outstanding works were
shown at two venues: those by ADC members at
ggg, and those by non-ADC members at Creation
Gallery G8. Together they offered visitors the op-
portunity to view the very finest achievements
among the year’s graphic and advertising works.
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Ralph Schraivogel

Dates = August 4-28, 2010

Artist Profile = Ralph Schraivogel was born in Lu-
cerne, Switzerland in 1960. Upon graduation in
1982 he opened his own design studio. His pri-
mary focus is on the creation of posters for cul-
tural events. In 1992-2001 he taught at the Zurich
School of Design; in 2000-01 a guest professor at
Berlin University of the Arts; since 2003 he has
been teaching at Lucerne University of Applied
Sciences and Arts and since 2010 at Basel School
of Design. Among his many awards won to date
are the Gold Medal at the Chaumont Poster Fes-
tival. His works are included in the permanent
collection of the MoMA and in other collections
worldwide. He is a member of AGI.

Exhibition Overview = Schraivogel produces only
a handful of posters a year, but those works invari-
ably showcase the myriad possibilities of visual
expression. Each of his meticulously detailed works
always generates a sensation, ensuring that his
works continue to be admired and appreciated
worldwide. This exhibition, his first solo showing in
Tokyo, brought together a carefully selected array
primarily of his posters for cultural institutions,
works into which he pours his soul most heartily.
They included film posters for Filmpodium and ex-
hibition posters for the Museum of Design Zurich.
Through this exhibition visitors were able to revel
in the unchanging appeal of the medium of posters.
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Push Pin Paradigm:
Seymour Chwast | Paul Davis |
Milton Glaser | James McMullan

Dates = September 2-28, 2010

Artist Profile = Push Pin Studios was founded in
1954 by Milton Glaser, Seymour Chwast and Ed-
ward Sorel. The studios’ work is known for its re-
fined eclecticism, its inspirational sources encom-
passing ltalian Renaissance, Art Nouveau, Art
Deco, early American painting, 19th century
woodblock art, Russian Constructivism, and let-
terpress printing of the 19th and 20th centuries.
Paul Davis was a member of the studios from
1959 to 1963; James McMullan, from 1966 to
1969. Milton Glaser left the group to go indepen-
dent in 1974,

Exhibition Overview = The key word for this exhi-
bition was “paradigm,” a theoretical framework
prescribing the worldview at a particular point in
time. The exhibition introduced how the four core
members of the Push Pin Studios were influenced
by their involvement in the studios, and the paths
they each proceeded along after splitting off from
the group. A total of 223 works were on display,
including posters, original drawings, magazines
and books all produced in or around the 1960s,
the golden age of design in New York. Together
they constitute an enduring legacy that continues
to shine brilliantly across all parameters of time.
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Seas and Mountains and
Norito Shinmura

Dates = October 5-28, 2010

Artist Profile = Norito Shinmura was born in 1960
on Ukashima in Yamaguchi, the last of eight chil-
dren in a fisherman’s family. In his fourth year of
elementary school, he became enthralled by post-
er art under the influence of a teacher. After gradu-
ating from Osaka Designers’ College, he began
working in Osaka, and came to know of and ad-
mire Shin Matsunaga; he finally joined Matsuna-
ga’s studio in 1984. He later worked for Taki Cor-
poration and 1&S/BBDO, and then in 1995 he
established Shinmura Design Office. He is a mem-
ber of JAGDA and the New York ADC.

Exhibition Overview =This exhibition demonstrat-
ed Shinmura’s views toward nature: seas and
mountains. The ground floor was dedicated to his
depictions of the landscapes in which he grew up,
Ukashima; filling the gallery walls, the dynamic
scenery gave visitors the feeling they were travel-
ing there. The basement was devoted to works on
the mountain theme, highlighted by his posters for
Muji's campgrounds and others. Here the exhibits
also included real pressed flowers conveying the
abundance of nature in mountain settings. Shin-
mura’s early newspaper advertisement in which
he declared that the fish in the seas are actually
nurtured by forests, served as a perfect symbol of
his conviction to safeguard the bounties of nature.

ok
o

KH=2010%F11848—27H
{ERBSE=1964FRREFN. S8FRRENM K
FEMPBWT A VRIZEE S NTUYT
A Atte 2001 KD TU—SVRDIST 1w
IFFAF— P—bTaLIY—[F1-E
—N\=71. RREAXFLEDT « LIV 3,
MEERFIDRITBEISEY— T LIV 3
V. ZE-SHEEMESCI RREIDIAEN
BERBRENYTYA VDEDL. SEEPE
EETvITTA U ELHFHITD, RRADC
E - ADCREH. HohaalRy. RRTDC
IS5V TUIEDRE,

BTRBE=—FPxI. BEPALKE. N
FTICTHAVESNIEEF—TZEDRUEDS
CETEHEDR SEBRRRY—ZEDLDH, X2
T TR TIE3DDINBRDEE(CZNSZIEH DL
Ulco EEF—TIFRDREN. BEHERIED
D IATSREEDMERIED D, ZREDMERIED
DHSHELED, BREBEKICKDIIST1vIF
YA VDRBER|CHT D —DDRZRUIZ. &
e TR E(TIRIZI U TH SFHF e RER
FHEE. PREONZVEFEOTT—YTEIT
BN BEOEFROMM—UNRECKRES
nrc.

Kazunari Hattori: November 2010

Dates = November 4-27, 2010

Artist Profile = Kazunari Hattori was born in Tokyo
in 1964. In 1988, upon graduating from Tokyo Na-
tional University of Fine Arts and Music, he joined
Light Publicity. Since 2001 he has worked free-
lance as a graphic designer and art director. His
most notable work to date includes advertising for
“Kewpie Half” mayonnaise, art direction for Mayo-
naka and Ryuko Tsushin magazines, Cl for Mitsu-
bishi Ichigokan Museum, and numerous book de-
signs. Awards won to date include Tokyo ADC
Awards, the Yusaku Kamekura Design Award,
and the Tokyo TDC Grand Prix.

Exhibition Overview = Taking various motifs from
his design portfolio to date and using them in re-
peated succession, Hattori made large B1-size
posters like wallpaper. He then used these prints
to cover the walls of what looked like small rooms
constructed of plywood. Each motif was repeated
on the same wall, leaving the visitor to wonder
whether the “work” on display was the single print,
or perhaps the combination of prints all lined up,
or perhaps the space as a whole. What Hattori
demonstrated was one form of how to create an
exhibition using graphic design. The basement
was devoted to his works created since going
freelance, again displayed using plywood and ex-
hibited by themes. It brilliantly showed just what
Kazunari Hattori is all about today.
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The Euphrates Exhibition:
From Research to Expression

Dates = December 2-25, 2010

Artist Profile = Euphrates is a creative group
formed in 2005 comprised of graduates of the
Masahiko Sato Laboratory at Keio University. The
group is notable for its emphasis on the expres-
sion of concepts in all media formats, including
video, animation, exhibitions and graphics. To
date Euphrates has won the New York ADC Gold
Prize, the Excellence Prize in Art at the Japan Me-
dia Arts Festival, and the Education Minister's
Prize at the Science and Technology Film/ Video
Festival.

Exhibition Overview = Given its origins from a
university research lab, Euphrates, while adopting
a corporate structure, pivots its activities around
research. It then takes the knowledge that it gains
from its research and applies it to create new
forms of expression across a wide media spec-
trum. Recently the group has been winning atten-
tion for its involvement, in collaboration with Ma-
sahiko Sato, on two short (5-minute) TV programs
launched on NHK'’s educational channel in April
2010. This exhibition focused on Euphrates’ work
for those programs and on the “Factory of Ideas”
work performed for DNP. It also placed the spot-
light on the research activities that underpin the
group’s creative work, introducing how research
evolves to artistic expression.
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Shueitai 100

Dates = January 11-31, 2011

Planning & Direction = Kazumasa Nagai
Exhibition Design = Dainippon Type Organization
Designers Exhibiting New Works =Katsumi Asa-
ba, Kenya Hara, Kazunari Hattori, Keiko Hirano,
Kouga Hirano, Tsuguya Inoue, Kaoru Kasai, Mi-
tsuo Katsui, Shin Matsunaga, Ken Miki, Kazumasa
Nagai, Rikako Nagashima, Hideki Nakajima, Ma-
sayoshi Nakajo, Norio Nakamura, Toshiyasu Nan-
bu, Kenjiro Sano, Koichi Sato, Katsuhiko Shibuya,
Shin Sobue, Shinnoske Sugisaki, Kohei Sugiura,
Fumio Tachibana, Yoshimaru Takahashi and Kon-
trapunkt (Denmark) (alphabetical order)
Exhibition Overview = This exhibition was mount-
ed to celebrate the 100th year since the creation
of Shueitai, an original printing type launched by
DNP in 1912 and still in wide use. To convey
Shueitai’s ageless appeal, the ground floor was
devoted to new poster works by 24 graphic de-
signers and one design team on the theme of “the
four seasons.” The basement served as the venue
to demonstrate an overview of Shueitai's 100
years amidst the dynamic changes from the days
of movable type to its current applications in the
digital era. The exhibition not only probed the en-
during appeal of the cleanly structured Shueitai
typeface but also was a timely opportunity to pro-
claim its development as a new digital communi-
cation format for the next 100 years.
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lan Anderson /
The Designers Republic
C(H-)ome (+81/3)

Dates = February 4-28, 2011

Artist Profile = lan Anderson was born in Croy-
don, England. He works on multiple fronts as a
creative director (The Lisbon Biennale, etc.), pa-
tron of Site Gallery, member of AGI, writer of col-
umns, educator, shown artist and DJ. From 1979
to 1982 he studied philosophy at the University of
Sheffield. As a designer, he is self-taught. In 1986
he launched The Designers Republic (TDR) in
Sheffield. TDR disbanded in January 2009 but
was soon reborn. It continues to create today as
Anderson’s organization.

Exhibition Overview =The Designers Republic,
which enjoys a strong following worldwide, came
back “home” to Tokyo after its disbanding and re-
birth. In the 1990s, using its mastery of digital
technology TDR became a driving force in visual
culture following the emergence of Mac comput-
ers. For this show lan Anderson remixed and re-
designed his works on large scale, including TDR's
designs from those days famed even here in Ja-
pan, artwork for indie music labels from TDR's
early days, recent works created for global corpo-
rations, and visuals replete with TDR's typically
critical slant. The result was a labyrinth of over-
whelming power, all complemented by original
music by Autechre.
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Design | Fumio Tachibana

Dates = March 4-28, 2011 (temporally closed be-
tween March 12 and 22 due to the Great East Ja-
pan Earthquake)

Artist Profile = Fumio Tachibana was born in Hiro-
shima in 1968. He completed the Master’s course
in Fine Arts at Tokyo National University of Fine
Arts and Music in 1994. In 2004 he won the Grand
Prix at the 21st International Biennale of Graphic
Design in Brno, Czech Republic. Currently he is
creating a unique world in book production as
editor-in-chief and art director of Kyutai, an art
book periodical launched in 2007.

Exhibition Overview =There were two key themes
to this exhibition: “design” and “printed matter.”
The show liberally displayed a full complement of
Fumio Tachibana’s numerous printed matters to
date: works on myriad topics and in myriad sizes.
They were arranged on plywood walls that still
showed traces of earlier use, like walls on some
city street, and on specially made display tables.
Within this total space redolent in its own unique
way, hand-made paper works of all kinds were
lined up with seeming room to spare, able to ex-
press themselves freely. Visitors were able to in-
toxicate themselves with Tachibana’s subtle and
detailed beauty-traits unchanging since even be-
fore the recent trend toward seeking the warmth
evoked by paper texture and the hand-made arti-
cle as a form of resistance against our digital age.
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2010 Tokyo Art Directors Club Exhibition
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GRAPHIC WEST 3
phono / graph
—-sound-letters-graphics—

Dates = January 18 — March 9, 2011
Participating Artists = Yukio Fujimoto: Fujimoto
creates “sound artworks” focused on sounds
heard in everyday life. His activities take the expe-
rience of hearing sounds in space and expand that
experience to achieve new awareness. Nicole
Schmid: Schmid’s design work centers on paper
media, with emphasis on typography. softpad:
softpad undertakes artistic projects that explore
the boundaries and connections between various
media. intext: intext takes design’s special quali-
ties and merges it with other media, testing the
waters of system conversion and reinterpretation.
Lyota Yagi: Yagi reinterprets the functions and at-
tributes of objects, reconfigures them and turns
around their relativity and values, thereby recy-
cling experiences and memories in new contexts.
Exhibition Overview = This exhibition was an ex-
periment seeking to achieve a bird’s-eye view of
new possibilities in sound, art and graphics. The
participating members are all active in the realms
of sound, letters and graphics, favoring no one
genre, visual or aural, in particular. The creative
artists, all vibrant and up-and-coming forces with-
in their fields, experimented with the theme of
“phono/graph” from their respective multilateral
and flexible vantage points.
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TDCEE 2010
Tokyo Type Directors Club Exhibition 2010
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Dates = May 21 - July 3, 2010
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DNP Graphic Design Archives Collectionll
Shigeo Fukuda’s Visual Jumping

Af=2010F78138—9848
Dates = July 13 - September 4, 2010
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DNP Graphic Design Archives CollectionIl
Ikko Tanaka Posters 1953-1979

Af=2010F1189H—128228
Dates = November 9 - December 22, 2010
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DNP Graphic Design Archives CollectionIl
|kko Tanaka Posters 1953-1979
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Roy Lichtenstein: 22nd Exhibition of Prints
from the Tyler Graphics Archive Collection

KHA=2010F6F12H—9812H
Dates = June 12 — September 12, 2010
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DNP Graphic Design Archives CollectionIl
Shigeo Fukuda’s Visual Jumping
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95



1986-2011

1986
3R
48
58
68
78
88
9A

108
1A
1283

1987
18
2R
3H
48
58
68

7H
88
98
108
1R
128

1988
1R
23
3R
48
54
683
78
88
98

108
1R
128

1989
1R
2R
3A

48
58
68
7R
8A
9R
1083

1A
128

1990
1A
2R
3R
48
58
64
7R
84
9A

96

1@
2[@
3@
4@
5@l
e[l
7@l
8[El
ElE]
10

11[E
12@
130
14[E
150
16[E

17
18[@l
19(@
20
218
22[8]

30
31[@
328
33@
34[@

350
36(a
370

390
40(@
41[E
42[@

441

450
46(g

4708
48[
49(a
500
51@
52
530
54

KIBER BROASASL—Y3YV
BHE%MHRE  lustric412

BAER BowH

MUBR EOFv—LU—T

'86 Tokyo ADCE

F—hO—UREI1

R —R flc DT —2
FERBR T/ ORI ITIAIAA
Bl - N\—N—bk - A P—B
K2 Livel®@

HEFE VWBROBE
TEDOLE+BBEROY VIRILY—U R
BRIBIERIE  geometric love
WkE BHTFYSVEHRHZZRE
REKA, —BE

WD - R=TJ2ZAYVECBSD
IUIATATI—URE

'87 Tokyo ADCE

7—hO—OZRI
ATHEEBDOIGFHTE
BEBETU VT VI7— MR
FIWH—  IFADRRY—&
Shby - JUAT—R

AN o —IVITF4LIYa VR
AOLKE ROCHE

REER  KERERE

SHAYVE #HETFURIDTU

AGI '88 Tokyo#

AvEA - SVTDRRAY—R

'88 Tokyo ADCE&

7—hO—OEN

BERRY— - UI)L— bR
BIR# 7] RERE

fHEEZRE NAKAJOISH
RIYADRRAI—EASA M —Y 3 VR

YavEVINwD - FHA VR
FINEEER R

Texture®
)BT + HRE—+ L@
YFH/UIFE Gokan-HHDXRE
TR TAEv—R

# LM=E Photographies
ERHE—EE Wakao Collection
7—hO—U BN

KH—IER

Europalia '89 Japan
FHERRAS— 12 B

Fr—ILX - PUI-VUE
BREEDEERE Hommage

MB%RE BODME

PERR RO
[REfERE  ARRES]

Hh—XRB 3571 vo7—MEYER
iiE—R HWOVELA SR b
WHE=ZR 3D

FPiECR EETEAXRR
7—hIO—UZEV

HRE—R HXDED

108
17
125

56(a
57[E
58[@

1991
18 59@El
2R3 60@
38 61@
48 62[@
58 63
64 64[0

78 650
87 66M@
108 67@
128 68[El

1992
18 69E
2/ 70[
3H 71@
48 728
58 73
64 74mE
78 750
8H 76
98 77[E
108 78@El

1R
128

79[l
80[a

1993
18 81@E
2/ 82
3A 83@
48 84[g
58 85@
64 86
78 870
87 88M@
98 89
103 90@El

118
128

91[@
92[@

1994

18 93@El
28 94m
38 95
48 96
58 9rm
64 98[
78 99@
8/ 100[G
108 101
108

113 102[El
128 103[E
128

1995
18 104[El
2/ 105[E
3R 106[@
48 107@E

FERCDOIER PITDOXF
FERBR A XA—-JDYHOZ
ERPIOZER E—TIL

Jiifioe 3

KHE#EBE Y4 VISAL

N7 -F7=/IVT1 &

EHEZER P2 (Painting X Printing)
FHHFR A VAEL—Y3VE#E<
Communication & Print
FERRY— 10AE
FIEEXR+HET YA VBERRE
F—hO—OEV

Trans-Art 918

'91 Tokyo ADCE

FAI7PY FvIAIIR 05—Ya
SIAE\ T X DEE
SEABRRTDCE
ANYUYT - SRV ITAFRE
V—ET - VDANE AZIVEA
BEEEER BOX - XX

At EE

Uwo - J\UEeVT (B

BIEERE 'AERO'

HAMA, FHEER. FHH.
[li]m[Eeted:sg

R=IL - SV RE

JOVFRE

INERBFE Tropica Grafica
WUN—R FOK-FT - I—X

'92 Tokyo ADCEE

FE5BIRRTOCE

U.G.Y h—DRZA&—E “Treedom”
FX—Ya1 BEBE
XFHESDARIR—VIVE
BREBOTYAV8AR

BHZRE KXOE

TANER. KRBE. SHIEE.
RFKIE

VA ENAVA:=3

JU—=FT 4T - Ry IT7vT1BAE

FERE H?0 Earthman
SH6ERRTDCE

HEBXE Windscape Mindscape
FLFEhE

KH—ER

FSUIDIZT 1 v ITHA V100E R

'94 Tokyo ADCE

9374w - Ty
FHREXFOAIE
TNDNADNDDEME
BRIERKAY —HERE

R

THBEUF PREF XTI RYFIAE

I—/ - LF—UR
BAD T v o 7T A VE1946-95
F7ERRTDCE
E—9—-J3vT« VAR

58 108@ Hh—XE AMEXTF
6A109E] ZU3VR- ~rOVIRS—RAY—RE
78 110[g '95 Tokyo ADCE
8H 1118 UXL&Ea1—ZD
IVE1—5T5 T4 v IR
98 1128 /\ARE BREH
9A BRIR HHRDIST 1 w20 B
ggg Books 2017
108 118@ E4Y - A4 RI ST« DFNE—
118 1148 FHIES - (VA VSV PR
12A 1150 BADA SR hL—2 3 VE0ERE

1996
18 1168 EEPIO2E HIFC. K55S
2B 1178 EYY - 94 RIS T 1 DRNE—2
3H 118E RXH¥—238AE (- Hv/)X\D0O
4[ 1198 ZE8EIRRTDCE
58 120@ RENVHU—DIST 4 v I4NE
68 1210 BRAEXYARIST1vIT7— bR
7H 122[g] '96 Tokyo ADC&
88 123@ FIAY 3 V[hH&IVELI—F IR
9F 124[8] K2-REEARS RREHRI—HOBTIRE
108125@ Fr3-7I7VFv)LR-TvoFvqy
1920s-'30s
118 126[@ Graphic Wave 1996
BAREHEFRE + ILIEER
121278 73 - )b - TILRE
1997
18128@ T&ZBIE AUA
18 $BIE (CCGA)YatT - PILIN\-RE
2[ 129 XHEER HEZHDOHEICS
3H 130E ®RTDCE
481318 MEEROOOR
58 132 SHOMESHICLD HETIIOI—&
65 1336 BERAIRKAY—R
EHBREEEHmETA LI
7H 1348 '97 Tokyo ADCR&
8H 135 ARHN MUY - EUF 27 R
9H 136 A+ J10AR
10A 137[@ Graphic Wave 1997
MHE+H LB+ ERS
108 FRIR [BRBEN0FAFRE=
113138/ BH%HEDRR S —(SUPPORTER)
125 139E GLOBALE {H#5233AMD
FHAF—ICRDT 1A RRY—

1998

18 140E $#5AK/\BAE 8RO ART & AD
281418 F—FILYY b+TavIE
3A 142 AV - TA RoUSIAFORRE
4H 143[E RRTDCE'98

581446 25 IF - RoVI(—&
6814508 ILABFE FSLvRY
78 146/@ *98 Tokyo ADCE

8F 1470 AOF—EPE EBRMFEADIK
9A 148[E Graphic Wave 1998

YRREERR + T EH T + =A%

108 149@ J V5 — - SVIK—&
118150 74Uy T - PRO—-JE
1281510 NUXNIL S - OCEVE

1999
18 1520 SBHERIC KB Furoshiki Graphicsi&
21636 BARDYA RIS T« v 1946-95&
3H 154[8] ANBAMK T+ b - 5T 1w IR
38 ERIE ERHE—DERRME D DORENERY

451550 "
54 156ME
6415706
74 158m@"
78 BRE
84 159(0
9A 160

108 161@l
118 162[E
123 163[El
127 HHlR

2000
18 164[El
18 HhlR
2/ 1658

38 166[E

48 167[E "
5/ 168[a

68 169[g
7H170E
8H 171[8

9 1728

108 173E
1183 174[E
1281758

2001
18 176[E
2817708
3H 178 "

48 179ME
5/ 1800
6/ 181[0
78182
8/ 1830
9A 184[@

108 185[8
118 186[El
1281878

2002
18 188[El
2318908
3/ 190M@

481918
54 192[@
64 193[8
68 HRIR
78 194m
8/ 1950
9H 196ME

108 197@El
118 198[El

128 199[EI

99 TDCE
BRIOWAUTDIS T wITHA VR
BhHREZR FHULV

99 ADCI&

HIEHY3> One-line.com
FIRELRE

Graphic Wave 1999

FRARSE +IATREE + RS

FUSER

IHEZR

R=)b - FAT 1 ADRRY—R
=04V Ry
ZE—EDHEADRSR

Graphic Message for Ecology/®&
ElfeEd~Y =2 T - WITUR
Ih—/ - EVIvYAR

T LHEBEDFA

FRELAR EFEIAT MRI—TID
KT T A T

00 TDCE

Poster Works Nagoya 12
BARUK+ NIADTHAF—c5
FICHD, TTITISTavIE
2000 ADCFE

BHEXDRA

BADI ST 1 v THA1951-708
Graphic Wave 2000
#LEFE+Tycoon Graphics +hEzE
D-ZONE /FHY bLRE

EI-)L - N)LF—ILE
AEAVELI—YE

ZOO—FAHRER
450 JLER

Spring has come”
WKE. T« T—)LDRHE.
01 TDCE
JIVKSTVINR
RLDIARIST 1 B
2001 ADCE

HAMAR [CAITABES
Graphic Wave 2001
WERE+KHF—L+OUDITR
NV IIIRRE —’

YA hOYIME

FvT - Fvy R

O—J1-UYaRg

FHRERR
FUAVHBEDRSDS ¢

'Y b a2 - PRFEROHFE
02 TDCE

DRAFTE

TSV FrUE RIEESR
ERLALBEULDOFILE

2002 ADCE

FFAH/U3FE OUT OF DESIGN
Graphic Wave 2002
EGUEH+HEAFEHNAIA
SUN-ADAE
ITSINWDISTAvITHA VR
TvITFTAVICHBDSADT ST
N=T - LNV



2003
18 200[E=]
2/ 2018
34 202[E
48 203[E
5/ 2048
64 205
7/ 206
8H207M@
9/ 2088

104 209E!
118 210[E
128 211@E

2004
18 212[E
2/ 213[@
3[214m
4/ 215[0
54 216M
64 217[E
7H218[@
842191

9A4 220m

108 221[l
118 222[]
127 2238

2005
18 224
232256
3/ 2260
48 2271E
5/ 2280
64 229
74 230M
84 231M@
9/ 232

104 233[E
1153 234
128 235[E]

2006
18 236[E
2/ 237[6
34 238m
48 239[E
5 2400
642418
78 242[0
8 243
9A 2448

9R BHIE
108 2450
118 246
128 2470

2007
18 248[E
2R
3/ 249[0
4H 250

58 251[g
B KRAY—EI5T1vI7— bR
U740 - DSLAY—T7R& 6H 252[0
RAPETERSR 7H 2530
03 TDCE 8H 254[
77 TUNE 1994-03 JBHEH STRFE 9K 2550
ZIERE 104 256[E
2003 ADCEE&
FERE 8%LT7x Y hOEEER 118 257[E
Graphic Wave 2003
{EEFEF — BB+ EFERIE + ARBE—Al 127 258[0
BEBTILEDEAIR
RTIT7Y - YIRART—&
B ERR 2008
1A 259[E
2H 260[
KH—IERZY—&
FREED - 806 - cOZILE 38 261[g
MFETHA VI ERF vy TR
04 TDCE 4K 262[0
=B PLASTICITY 54 263@
BRTYY—I IR —D105F
2004 ADCRE 65 264[0]
N=2Dwo - FHA VR
Friendly Fire 7R 2650
Graphic Wave 2004 8H 2660
TIEBO+GRAPH+ERS
IZHRTMET U A 2V DOFICE 9K 2670
{EEAI AR BEYOND 104 268[E|
BHI—ADIBXKE 1920s—70s 118 269[El
12/ 270
EODEDT7 YR
NSUVY - FHAVE 2009
BARTEXXE 18271
05 TDCE
HEBDIS T4 v ITHTAY 28 272[g
FYRATLIIAA AR
2005 ADCE 38 273E
EBREEMAER 48 27408
Graphic Wave 2005 58 2750
BHE—BB+RR—B+HRATHE
CCCPHfRPTRE 6H 276M@
1BRIT1E +cozfishE 7827710
2A AR5 — 10058 8H 278[E
9K 279
BAMHR1915-1997R
Ezanil;=d 10/ 280[E
VTVVR 114 281
06 TDCE 12/ 2828
KFH—%HAKUHODO DESIGN
HREs—ERE 2010
2006 ADCE 1-28 2830
TLoYUEY— FIRVE
Graphic Wave 2006: School of Design 3K 284[g
BHPEE+PHREE+HKEZ+HILIBER=
AGIHAT YA Vi RRERR BHTHE 4K 285
BFICLSR(PNES +HEERIEE) 5K 2860
hEZEE CLEAR in the FOG 6A 2870
RIRIER BADT YA VREHDIEAN 7/ 2880
8 289
9H 290[
EXHIBITIONS (Part I)
EXHIBITIONS (PartI)
FLSAVE BORY IR E 108 291[@
07 TDCRE 118 292[E

ANbbh—hk-YaZvhk: 125 293[8] EUPHRATES 1—7557 28
FHAY AXFPF472—R ~HREHSREN~

EHIER - 2D©3D 2011

2007 ADCE2 18 294 F%HAF100

D)L+ DDA 1966-2006 28295@ APV P U=V /T FHAF X
EBFH_ER  FY - O—=x UV OB b—F3— (TR oTES.

FEEHCME : 38 296B FYA Y IUENFE
RREHRE29AD7— T LI T —

Welcome to Magazine Pool :

MFETTAV1I0ANDBIREICS

Aoba Show :

BEMEDY VY - Y3—

T7—v | FHEFSRAY—7— &
I3T4voTHA VDERELENC
20AMEEE  Interviews by tHAE
TEXTASY:

JOF4 - JATVY1T7 V-8
08 TDCE

TSIy Fr—

REIT ST v ITHA VDR
DABNZ YRV ZLREUTE AR
ZOEAME. . IMEEIRESCAROR
2008 ADC&

Now Updating--- THA
PNEEDA VI SIT 4 ITTHAY
EEBHF [T A U DERERREER]
[BIRFSHE

M/M (Paris) The Theatre Posters
OYKOT Wieden+Kennedy Tokyo:

10 Years of Fusion

ESOHLLTUA F—IcBEDFE—
DNPIST 4 v ITHA Y- P—hA TNEmE
Helvetica forever: Story of a Typeface
NIRFHE

DRAFT Branding & Art Director

09 TDCE

FANERERR

[Magnetic Vision /#{E10053]
NvORX - T=)\—§

2009 ADCRE

SR~y avIEsEr— T LoYa VR
IRESRBRR AV AP EEY 3 —
~EVHU >N #REREI~

HAWA - FHBER MHH #EBUIAR
ILFEFRE

Jell—m

[REHETR O EDDRDEDD E%ED

DNPIS D49 o754y P—hA TNERED
HR—#R 25— 1953—1979
DNPIS T4 9754y P—h4 TNERET
BREEDT 4 IaTIL-IrIEYT
TDCF& 2010

TALKING THE DRAGON # tiathfE
NB@ggg * I+ )L - IOF « 2010
2010 ADCE

ST - 2aSAT5—=TIVE
Tvvaky - IS4 L

Y—ET UIAN [ R=)b FAT4R |
S TUA T~ | II-LARIITY
BEILEHHAA
RE—R—F+F+—8

97



444

1992-2011

1992
18
3R
4A
58
64
7R
88

108
108
118

1993
1R
28
3R
4R
58
683
7H
88
98

108
18
128

1994
1R
28
3R

4R

58
68
78
88
9A
108

128

1995
1A
2R
3R
4R
58
68
7R
84
9A

108
1A

1996
1R
23
3R
48
58
68
7H
88
9R

108

98

1@
2[@
3@
4@
5@l
e[l
7@l
8[El
ElE]
10

1@
12[@
13[El
14[@
15[
160
17
18[@l
19(@
20
218
22[8]

23[E

24

26

2708

29[

30

31@
32[a

35[@

448

45
46(@
471

Trans-Art 918
FAI7PY - FHNATIOR I5—Ya
FEARRRTOCE

v - NUEYT AR

J—E7 - VODAMR XZIVEA
FHAY - TUV K- R=)(—E
IrY - FUN—&

R ER

RATI - XA TU—&

HAMA. FHBER. HHH.
[i|m[EesTed:s

JO0VFRE
ROA - Jubh - PYITAVE
7LV RU+ON =k - FHYE

'92 Tokyo ADCE&

SvBIL-OF—LY-TqvIrv—R
FH5ERRTDCE
XFHSDARIR—VIVE
FHAY - TUV K- R—)(—R Partll
el V==V E

U.G. 8 h—DRZ & —& “Treedom”
BHZIRE KXOE
BREBOTYAVBAE

PRIV ;=]

TU=F 12 - Ry ITT7vIT1BANE
UaFa - N\o7/
AVTIIIIAVETNE

TIRNEE), KRPE, SHEE.
RFEKHE

JIZTO7 - E-SE

KH—ER

U—JI - LYo

'94 Tokyo ADCE

FHAY - TUUN-R—)(—E Partll
FEVR - A=Y V&

T—U— TI*RE
BRAERKRY R

ANLRY - EVEILRE
JIb—/ - hF—URE
TSI FHA VR
FHT7EIRRTDCE
Syl TI-YUIR
HF—xE ABEXF
FULOVIRE

'95 Tokyo ADCIE

FHAY - TUV K - R=)\—B N
N bUY R
FIPDTFHAF—6AE

BHADA S h—2 3 V50F R
Y= - FrA AR

TRV - A TH—B

IV5— SUR—R
$58MERRTDCE

AU - EvikE
BRINVAU—DIST 1w IANE

'96 Tokyo ADCEE

BIEY3Y[hHEIVEI—F R
TSV TILRE

1173 55@E
1997
18 56[El
28 57@
3R 58
48 59@E
58 60[
64 61@
78 62@
8A 63M
103 64@E
1183 65@E

1998
18 e6@E
2/ 67M@
3A 68@E
48 69ME
64 70M@
78 7@
8A 72[
98 73E
108 74@El
118 75E

1999
18 76[E
28 7706
38 78@E
58 790
64 80M@
78 81
8A 82[O
9[ 83@E
108 84[El
118 85@El
2000
18 86l
23 8r@m
38 88[E
48 89
58 90M
64 91[@
78 92@
98 93
103 94@
118 95@El

2001

18 96[El
2/ 97@
38 98
58 99
64 1008
781018
84 102
98 103[E

108 104[@ "

118 1058

DuF )= MU

J3r7v - RIvRE

K2FZ Y HRE RHEEARE+RAEHR
ISTAVITHAY AV - FvATR
SERTDCE

AFYT10NE

Hhh—FHAVR BEIDTIAY

'97 Tokyo ADCEE

ST - 2vaSA4T74s—YIVR
JI—LX - ETBMUE
GLOBALE {5733 AD
FHAF—ICLKBT2FRRY—

T7A NIRRT TUVT VR
Iy NIT7 VIR
OOV T7INE
T4UvT - PRO-JE
RRTDCE'98

RAEIF - Ro VI —&

'98 Tokyo ADC&

YIUFR
FEv R - ZILyI—) R
BENAR

SESMERIC K DFuroshiki GraphicsE
EI—)L - Za—<YVE

R—S - YIPDISTAvITFHA VR
NYIWIDISTAwITHFAVE

'99 TDCE

Y- SAUvEIR

'99 ADCEE

23w b - ¥4 5 [WIDE OPEN] B
FrX I T1PR—
FTAT A —ADERE
NHAA2NE

Graphic Message for Ecology/®&
WHEZR

R=)b - FAT 1 AR

BICHhD, TTTTIST1v IR

'00 TDCE

FUNY RAUR

EI-L - NVF—ILE

2000 ADCE

(450 JLER
FHAVHEBORENS ¢

NILY VEMRE

FIWA— RFAARICKD7TO—F

“OO0—5AHRER
JVRSTVORR

PILY DIV ERERRY—R
01 TDCR

FuT - FyRE

NI IRRE —&

2001 ADCE

DFIWITHAVT - DAVHIV R
Spring has come”

MKE, T4 T—I)LDFRE.
FUA VBRSNS :
Vb T2 -RA PRFROIHFE

2002
18 106[E
28 107[8
3H 108[@
451090
5/ 110[
78111

7A 112
98 113[E
108 114[3
118 115@

2003
18 116[El
281170
38 118E
48 119
64 120
7R 12108
84 122[0
9H 123[E
108 124[El

118 125@

2004
18 126[E
2312708
34128
451290
541300
64 131[8
84 132[0
9H 133[E
1083 134l

1183 135@El

2005
18 136[E
2813708
3H 138[@
451390
5/ 1400
7H 1418
8/ 142[0
9H 143[E
108 144[=
1183 145@El

2006
18 146[E
2314708
3H 148[@
45 14908
5/ 15008
641518
8/ 152[0

2007
5/ 153[8
7H 156408
8/ 1550

BAMAR ([CAITABED
YA hOYINE

Ty h+YavdA4VE
FEOR

02 TDCRE

DA —VDRRAY—R :

D —HIRERT —714T1883-2002
=ARE

2002 ADCE

YT  ASLRAY—T7R
FEIS T v ITHA VR

SUN-ADAE

Hb—f KRE—EIST1vIT7— MR
77 TUARE 1994-03 JBHED SFRFEA
NV - FAFAV+TU—RY - SURE
03 TDCE

1A Vi B AV

2003 ADCE

AFIT7Y - YIRARY— R
I—0Ov/OXERAY—& :

JAL - YLILYT - Z2aUNYD
INEERKD

ZIER

BEBTILEDEA]R
KH—ERRY—R
BRTYI—ORAY—D104F
MEETHA VI DEEF vy TR
04 TDCRE

EI-L - XUF)VE

2004 ADCF&

N=2Dwo -FHAVE Friendly Fire
FIIDRRY—R
PSR )]

22 3>1960-2003
NSUVY - FHAURE

EHRTOMAT Y A V3 ERE
JPVE NUUTDI3E
{EETLHE BEYOND
A=T4AR&T 7Y - Ta—)LEVER
05 TDCE

CCCPHZRAE

2005 ADCE

BATEXXE

RAYAGITS T4 vOTHA VR
HHEHDI ST« v ITHA Y

24 ZARAS— 1002
I3T74w0 - V—=b-T7IUT AR
FHRE

I~/ - FII——B

06 TDCE

TSy I8IRTA bIRRAY—R

2006 ADCE

EXHIBITIONS
07 TDCRE

ALL—k - YaSy ke
FILY AXTFFAT2—R

107 156[8
118157

2008
18 158[E]

2415908
45 160[

64 161[8
8/ 162[0

98 163[g
10A 164

113 165@El

2009
18 166[8

37 167@E

48 168[E
6/ 169(0
8H 1700
108 171[@l

2010
1A 1723

38173
58 174[8
7R 1750

98 176[g

1A 1770

2011
18 178[El

2007 ADCF
FLSAVE  BORY IRE

Welcome to Magazine Pool :
METTA 10NDHEECS
FBMH B FY - YO— - F—5h
PEEHLCME :
PEEBE29ANDT— T LI T—
08 TDCRE

Now Updating--- THA ./
FRBEDAVISIT A ITFHAY
2008 ADC&

Aoba Show :

HFEREDOY YV - Y3—
Hand/or & CBEZBEEBEAND
IST4vITH1Y

Helvetica forever: Story of a Typeface
NIRFHE

ESHLFYA F—IcH5DFHE—DNP
IS4 vITHAY - P—hA TNERE
DRAFT: Branding & Art Director

09 TDCE&

2009 ADCFE

FANEWERR

[Magnetic Vision #{£60/10052]

RUDHER

9rafDER DT ST 4 v I THAVDRBERE
36)11—B%

TDC& 2010

DNPIS 490784 7= hA T NERED
BEREOT( V1TV IEYT

2010 ADCE
DNPIST4vIF7HA Y 7—hA TRERE
Hh—HHR 25— 19531979

GRAPHIC WEST 3
phono/graph—& - XF - 9574y o—



({{ Y

1995-2010
1995
4-7TH I5T74wY - EYaY:

8-108

11-18

1996

3-483

4-78
7-108
10-18

1997
3-6A
6-97

10-118
12-1H

1998
3-58

5-98

9-1283

1999
3-58
6-97

9-1218

2000

3-68

6-97
9-128

2001
3-58

5-78
8-10A
10-128

2002
3-6H

6-97
9-12R8

TRA-FAS5—ET AUNBRRREDI0F
OA - UFFTYREIA2 !
IVHISFaF7—-+R—K

—BROZIEN : O\—b - ITDTILE

7 AU DIREDRER
FAS5—ISTAvIRX -
F=hA473L Y 3VE Vol
FAIqv R - Ry IZ—R
Jat7 - PIIN-RE
AFAWZEBAT :
FAS5—ISTAvIRX -
F—=hATILI V3 VR Vol.2

II—LX - O-BYVIARE
MREICHF DR
FAS5—IST1vIRX -
F—hA42JIT¥3aVE\Vol.3
KFIEREA © Printing / Painting
BB AA—T
FAS—=I3T4v IR -
T—=hA4JALo¥avE\Vol4

ISV - RTS/TRA - FA45—
T HhRE

T=T 4 ARETUVE—. S0FDHHT
FRIDE !

FAS—DS5T4VIR -
F—=hAA4TAVI Y3 VE Vol.5
ERELTCOH : 75> - v—ILX

BHEEEE

n1ed hics
FAS—DS5T4 VIR -
F—=NA4D3ILTY3VE Vol.6
MREIDEE R

New Works 1998-1999 :
FAS=TSTAVIR -
7—=hA47ALo 3B Vol.7

KXHE=E : FHELAE

DNPIS T4 v IFTAY - P—NATRIUE :
RAY—IST w22 1950-2000

MREBIEANDIRS :
FAS5—=I3TAv IR -
F—=hA4T3LTY3VE Vol.8
ITILE 1 1972-2000

BAHRRX | WRTDFRE
DNPIST 1w oFHA Y - P—HA T Vol.2
D574 v ITHA VDB

ZRICHED TICREES ¢
FAS—=I5T4v IR -

P—HAAT VI3 VE Vol
FAREREED R, 1, TUTRELDRE
DNPIS T4 wITHYAY - P—H4A TR Vol.3
TEMEDEFE

2003
3-48

4-68

6-98
9-128

2004

3-6A

6-98

9-108

2005

3-683

6-987

10-128

2006

3-68

6-98

9-12H

2007

3-683

6-98

9-128

2008
3-68

6-97

9-118

2009
2-68

6-97

9-128

2010
3-683

HRE — KEDBRIEZRDT
UFvy—R-J-TVE

B ELTOR
FAS5—IST4vIRX -
P=hA473ILTT 3R Vol.10
NV TSIV -S—ARER
FAS5—IS5T4vIRX -
F=hATIVI Y3y HNEERE

ASA MU=V 3VDEEER
NRD—=R I HREFYY—ID
TP—T 4 ANCKDHFE

W CHRIET DR 52004

7 AUNBREARREDHSR ©
FAS5—IST1vIX -
P—=HAA4TALI T3 VE Vol.12
Breathing Light : SHEIE
decade—CCGALBADERICE

WRICHE<

FAS—TST4VIR -
F—HATIVIY3VE Vol13
BRIBIER A2 TOMR
AAR—IEXT A TPICKOTAIDEEND.
HICISIRER

FHEH - B

UIRRRIRDEES
FAS—=I3T4v IR+
F—=hNA4T3ILTY3VE Vol.14
BETDhRE :
FAS5—IST4vIX -
F—=hA4T3ILTY3VE Vol.15
s N AV
FAS5—ISTAvIRX -
7—=HAA4TALI T3 VEVol.16

BLe&:

FAS=TSTAVIR -
7—=hATALI T3 VENVol.17
AETEARE. NS TERRE
FAS=I3T4v IR -
T—hATALU T3 VENVol.18
ROE/O-7:
FAS—DST4VIR -
F—=hA4T3ILTY3VE Vol.19

EREER

FAS—DS5T4 VIR -
F—=hA4T3ILT 3 VE Vol.20
EODLTHTAFT— e EDFE—

DNPIS T4 v OTHA - 7—h4A TNERE
HROENS :

FAS5—IST4vIRX -
F—=hA4T3ILTY3VE Vol.21

DNPIST4v O THAY - P—hA TNERE T
HF—HR2AY— 19531979

6-98 OA - UFTVRAIAVE:
FAS5—IST4vIX -
TF—=hAA4TAVI 3 VR Vol.22

9-128 DNPIST4vOTHA Y - P—hA T N@RRT

BEEEOT TP -Iv eV

99



333

1986-2011
1986
Mar. 1 Tadashi Ohashi Exhibition
Apr. 2 Shigeo Fukuda Exhibition
May 3 Yukimasa Okumura Exhibition
Jun. 4 lku Akiyama Exhibition
Jul. 5 '86 Tokyo ADC Exhibition
Aug. 6 Art Works Exhibition I
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 T
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 Ikko 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
Oct. 56 Katsumi Asaba Exhibition
Nov. 57 Katsuya Ise Exhibition
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1991
Jan.
Feb.

Apr.
May

Jul.

Aug.
Oct.

1992
Jan.
Feb.

Apr.
May

Jul.
Aug.
Sep.
Oct.

1994
Jan.
Feb.

Apr.

May

Jul.
Aug.

5

®

5
6
6
6
63
64
65

v 2O ©

66
67
68

69
70
7
72
73
74
75
76
77
7

®

79
8

o

8
8.
8.
84
85
86
87
88
89
90
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9
92

93
94
9
96
o7
98

o

99
100
101

102
1038

104
105

Yasuhiro Yomogida Exhibition

Zeniji 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

Bruno Munari Exhibition
Book Design in Japan 1946-95
Exhibition

1996
Jan.
Feb.

Apr.
May

Jun.
Jul.
Aug.

Sep.

Oct.

1997
Jan.

Feb.
Mar.
Apr.
May
Jun.
Jul.
Aug.

Sep.

Oct.

Oct.

May
Jun.

Jul.
Aug.

Oct.

106
107
108
109
110
111
112

113

114
115

116
17

118

119
120

121
122
123

124

125

126

127

128

129
130
131
132
133
134
135

136

137

138
139

140
141
142
143
144
145
146
147
148

149

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 Eidrigeviciius Exhibition
Tokyo TDC '98 Exhibition
Studio Dumbar Exhibition
Yoko Yamamoto Exhibition

’'98 Tokyo ADC Exhibition
Yoichiro Kawaguchi Exhibition
Graphic Wave 1998:Tatsuo Ebina /
Keiko Hirano / Ken Miki
Gunter Rambow Exhibition

1999
Jan.

Feb.

Aug.

2000

Jan.

Feb.

Apr.
May

Jul.
Aug.
Sep.

2001
Jan.
Feb.

Apr.
May
Jun.

Jul.
Aug.

Jul.
Aug.

150
151

152

153

155
156

157
168

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

191
192
193

194
195

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: MamoruSuzuki/
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

GraphicMessagefor Ecology Exhibition
Special:Kishin Shinoyama &
Manuel Legris

Bruno Monguzzi Exhibition

Kenji 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
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



Apr.
May

Jul.
Aug.

2004
Jan.
Feb.

Apr.
May
Jun.

Jul.
Aug.

2005
Jan.
Feb.

Apr.
May
Jun.

Jul.
Aug.

196

197
198
199

200
20
202

203
204
205
206
207
208

209

210
211

212

213

214

215

216

217

218
219

220

22

222
223

224
225
226
227
228
229
230
23
232

233
234
235

236
237
238
239
240
24
242
243
244

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
AnotherSide of 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
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

2008
Jan.
Feb.

Apr.
May

Jul.
Aug.

Feb.
Apr.

May

Jul.
Aug.

2010
Jan-Feb.

Mar.

245
246
247

248

249
250
25
252
253
254
255
256

257
258

259
260

26
262
263

264

265

266

267

268

269
270

27

272
273
274
275

276
277
278

279

280

28
282

283

284

Special: AGICongress2006inJapan,
Kakejiku Exhibition

Radical Advertisement Exhibition
Hideki Nakajima Exhibition

Yoshio Hayakawa Exhibition

Exhibitions (Part ')

Exhibitions (Part I

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
Tokyo Type Directors Club 2009
Kijuro Yahagi:

Magnetic Vision / 100 New Works
Max Huber - a Graphic Designer
2009 Tokyo Art Directors Club
Hosoya Gan Last Show: Exhibition of
an Art Director & Graphic Designer
Tadahito Nadamoto, Akira Uno,

Makoto Wada and Tadanori Yokoo Show
Toshio Yamagata Exhibition

Issay Kitagawa

Kokoku Hihyo:

End of One Era, Start of Another

DNP Graphic Design Archives Collection II
Ikko Tanaka Posters 1953-1979
DNP Graphic Design Archives Collection I
Shigeo Fukuda'’s Visual Jumping

Apr.
May

Jun.

Jul.
Aug.
Sep.

Oct.

2011
Jan.
Feb.

285
286

287
288
289
290

29

292
293

294
295

296

Tokyo Type Directors Club 2010
Talking the Dragon:

Tsuguya Inoue Exhibition
NB@ggg: Neville Brody 2010
2010 Tokyo Art Directors Club
Ralph Schraivogel

Push Pin Paradigm:

Seymour Chwast | Paul Davis |
Milton Glaser | James McMullan
Seas and Mountains and

Norito Shinmura

Kazunari Hattori: November 2010
The Euphrates Exhibition:

From Research to Expression

Shueitai 100
lanAnderson / TheDesignersRepublic
C(H-)ome (+81/3)

Design | Fumio Tachibana

101
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1992-2011
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, PaperExhibition Part Il
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
Jul. 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 lllustration in Japan 1946-1995
Exhibition
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

Exhibition

102

Oct.
Nov.

1997
Jan.
Feb.

Apr.
May
Jun.
Jul.
Aug.
Oct.

1998
Jan.
Feb.

Apr.

Jul.
Aug.
Sep.
Oct.

1999
Jan.
Feb.
May
Jun.

Jul.
Aug.
Sep.

Oct.
Nov.

2000

2001
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55
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6
6
62
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7
7
73
7
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7
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79

80
8
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9
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9
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96
97
9
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100
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102
103
104
105

®

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-Benoit 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

Graphic Message for Ecology 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
Design Education I :
Post-St.Joost’s New Method

2002

2003

2004
Jan.
Feb.
Mar.

Apr.

May
Jun.
Aug.
Sep.

Oct.

Nov.

2005
Jun.

Feb.
Mar.
Apr.
May
Jun.
Aug.
Sep.
Oct.

Nov.

2006

2007
May

106
107
108
109
110
111

112
113
114
115

116
17
118
119

120
121
122
123
124

126
127
128

130
131
132
133

187
138
139
140
141
142
143
144

146
147
148
149
150
151
152

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 Minchen
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
Black and White Posters Exhibition
2006 Tokyo ADC Exhibition

Exhibitions

Jun.
Aug.

Sep.
Oct.

2009
Jan.

Apr.

Aug.
Oct.

2011
Jan.

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

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 ofa Typeface
Brilliant Rivalry:

Works by Outstanding Designers in
the DNP Archives of Graphic Design
Draft: Branding and Art Directors
Tokyo Type Directors Club 2009
2009 Tokyo Art Directors Club
Kijuro Yahagi:

Magnetic Vision 60/100 New Works

Graphic West 2: Sensory Boxes
Issay Kitagawa

Tokyo Type Directors Club 2010
DNPGraphicDesignArchivesCollection I
Shigeo Fukuda’s Visual Jumping

2010 Tokyo Art Directors Club
DNPGraphicDesignArchivesCollection IT
Ikko Tanaka Posters 1953-1979

GRAPHIC WEST 3
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1995-2010
1995
Apr.-Jul. Graphic Vision Kenneth Tyler

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.

Sep.-Dec.

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
Tracing with Vision

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

2003

Mar.-Apr.

Apr.-Jun.

Jun.-Sep.
Sep.-Dec.

2004

Mar.-dun.
Jun.-Sep.

Sep.-Dec.

2005

Mar.-Jun.

Jun.-Sep.
Sep.-Dec.

2006

Mar.-Jun.

Jun.-Sep.

Sep.-Dec.

2007

Mar.-dun.

Jun.-Sep.

Sep.-Dec.

2008

Mar.-Jun.

Jun.-Sep.

Sep.-Nov.

2009

Feb.-Jun.

Jun.-Sep.

Sep.-Dec.

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:

15th 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

Prints and Titles:

20th Exhibition of Prints from

the Tyler Graphics Archive Collection
Brilliant Rivalry:

Works by Outstanding Designers in
the DNP Archives of Graphic Design
The Power of Red:

21st Exhibition of Prints from

the Tyler Graphics Archive Collection

DNP Graphic Design Archives Collection I
lkko Tanaka Posters 1953-1979

22nd Exhibition of Prints from

the Tyler Graphics Archive Collection
DNP Graphic Design Archives Collection Il
Shigeo Fukuda'’s Visual Jumping
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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

Center for Contemporary Graphic Art

Establishment: April 20, 1995

Name: Center for Contemporary Graphic Art (CCGA)
Location: Miyata 1, Shiota, Sukagawa-shi,

Fukushima 962-0711

Phone: +81 248 79 4811

Fax: +81 24879 4816

Opening Hours: 10:00am to 5:00pm (Admission until 4:45pm)
Closed on Mondays (Tuesday if Monday is a public holiday),

REHOEH (- HICHDHEIXRE).
BREXHEFR. £ (128 Ta~28%)

the day immediately after a public holiday (except Saturday and Sunday),
between exhibitions and during winter (late December through February)
AR —#R=300M. %4 =200M. Admission: Adults=¥300, Students=¥200,
INRFERTEBEmUEBRUEDNVE FIREBFSDHFHER. Free for young children (through elementary school), senior citizens (65 and over) and the disabled.

%J‘])%J;j 200 Salon Utilization Fee: ¥200

tE-EE  FEEADNPIYEIRE
http://www.dnp.co.jp/foundation

Planning and Operation: DNP Foundation for Cultural Promotion
http://www.dnp.co.jp/foundation
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Graphic Art & Design Annual 10-11
ggg ddd CCGA
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