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In a park, aged, and decayed idol—statue wrapped in something—awaits the arrival of a new one.
We crave 'newness’ most of all.
However, who knows the true nature of that "newness?”

Barricade balls in front of a door, closed roadside diner, bouquets resting silently in a hallway.
And s0, right before our eyes, cities transformed by the pandemic, and time stolen.

In the empty square, a game machine spits out a large number of coins.
It is the collapse of the system, and a landscape born of malfunction.

Lemons piled up against a window-ledge are pure and full of energy,
like the novel Lemon by Motojiro Kajii. In the middle of this strange world.

We constantly memorize the city in our own ways, inscribe them,
and go back and forth across the chasm between fiction and reality.
In my studio on the outskirt of Beijing, | reconstruct them and release the shutter.

1980EREHIHEEN, REFIRENRED, HEEOELBEI [Sweet Dreams) 7+ 57427 (L2024
). 'Make Me lllusory) FiE 488 (L£§-20214). "Where Are You Going Tonighty chi K117=h-2~<=Z (5
-2018%). £44)L,—7RICTE China. A new generation of artists) K E ko —-£4— (/1)) -2024%), [TOP
ILIy3y BBZEOER RRHTHENE (RN -20245), T 12EHME T+~ L —Imagined Borders 7% 7
XAty y—(EM-2018%). FLMBELCRVERy— 28— (7F722) ATRMT=b- 7790 F =23 (N
U By 750y 23), YUAR-LERR (U AR-L) KN T =770 F—vay (EH) M+ 20 JLovav (&
B Yy 77V AEREME (FAUN) UBSILIYaY (R ), RRPEEEME. SR21LCEME BL,

Bornin Zhejiang, China in1980, Chen Wei is based in Beijing, China. His solo exhibition includes Sweet Dreams at Fo-
tografiska Museum (Shanghai, 2024), Make Me illusory at West Bund Museum (Shanghai, 2021), and Where Are You
Going Tonight at chi K11 art space (Guangzhon, 2018). His works were included in group exhibitions including & Chi-
na. Anew generation of artists at Centre Pompidou (Paris, 2024), Top Collection: The Resonance of Seeing at Tokyo Pho-
tographic Art Museum (Tokyo, 2024), and Gwangju Biennale 2018: Imagined Borders at Asia Culture Center (Gwangju,
2018). His works have been acquired by Centre Pompidou (Paris), Kadist Foundation (Paris, San Francisco), Singapore
Art Museum (Singapore), K11 Art Foundation (Hong Kong), San Francisco Museum of Modern Art (Usa), uss Collection
(Switzerland), Tokyo Photographic Art Museum (Tokyo), and 21st Century Museum of Contemporary Art (Kanazawa).
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The hands of the designer behind the Metallic Ink printing sample

REAULREE D IMBLMIAD R/ -2, REZHBELR LEFREASRL. RERLIEOBVARCHUTEORATTHYATHIROBLLE,
REOHVENCAM!)—3MEEL{ERLL
The subtle sparkle of sun-kissed ridges. A son and little brother weaves mountain photas from his family into untold landscapes.
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The hands of the designer behind the initial Structural Color Inkjet Technology prototype
AR ERTSMBROBF BRBRERELEENT, FROLICRBR TV O ERIESHOFH BB TRERT VL EVIBOP— -2,

Fragments of mesmerizing structural colors crafted by diligent experimentation.
Masterpieces of color design from hands with childlike innocence, and always cavered in mud.
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Maiko Kurogouchi

Fashion Designer

ZD1ENEIOANERENTETENCTESD,
J0—EyMITERLEVWERABZEDNTHIZLEARFILLEV,

A piece of clothing may be able to enrich one’s life.
I'd like to value those that | want to keep in my closet long term.

TE2-NBR145F, BAREKFHNFH IS Mame Kurogouchild, BRDEERHTEFRBYLTHELETERYTL
EAV, ZOHE- T4 T=ILEBAARR, SOCHROELVIHIVLERBCEFHTZLT, HEOHREDWELT
W3, REMARHFLIHABVRISERNAROFIEHY. ILHVAEHERS, FSCFEBELT. BTHLRBBRED
THd. Y=AvZElCT—TERD, VH—FEERT. RICEELRAD. 202550773 TKatachi(hz5) 1. AEICL
TVZOREEOBERPAZOBELVSH, BEOHRFEQLS CHELINTVIDESSH, ZOTHI RA2RERS,

It's already been 14 years since Kurogouchi’s debut. Mame Kurogouchi, run by Maiko Kurogouchi, uses textiles developed through
probing deeply into technology with domestic production areas and at the same time expresses elaborate details and delicate
expressions through further generating forms with beautiful curves to create a unique world. Her work has a sense of tradition-
al depth, elegance, and simultaneously a contemporary feel. They are precisely the type of clothes that make one want to touch
and wear. For each season, Kurogouchi decides on a new theme, conducts extensive research, and reflects it in her clothing. The
theme for 2025 is Katachi (“form”in Japanese). While she says she places importance on everyday scenes and her own senses, how
is her original world built? Here is a peek into her design perspective.

X/BEAT EH/ZHEH
Text by Tomoko Ishiguro  Photos by Masahiro Sambe
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—— Mame Kurogouchil3¥—Z >, F—Y&RHTIALY Y3V &R
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EOTRETEARUREDROT, FREBBY—FREER
ATT., SRIFLVEDT—TEEZERT, BLETE RVEH
EMFTIT—FULTWET., HIEE. BHRULEHEELT
WET,

—— B —ZAIEMEBET—(C TFragments (755 X)) EBL. $
SEOPHKERRTRREShELL
20245 F 2N THHPREL, MENTHER TUE, 16T
BARICHBN A TELA00EEBCOBNENHRAENS
FELTVE, EERICEBVELEL, PEEOOAERPIER
FRBENTE, ZZTEPRMEEFEDE TV EZERASL,
BABEETFEFE TR VERIET 2LV IBREBE LD TT.
MOTHFA7O0ERGVOEEBENEVNSD, TIMA
UHBHCHY. RENGERONEECHIETHENFEF
EURVATY, TEHL#ERZ L. BRI G
EZTFETZOL. BOBYCEASRVZEILRDIVE, Z
NHFET, ZOTheBE DB EVWSTAICESIPLT4—
HALTALIYavEIYEVEEZ, 2580 T Katach
(heB) 2N UELE.

—— THARBEV>TEERARCEATICERFLEBYETH, ET
LEBEREOTLESD
BEOFEFTEETEBRANBAEENE{TABVETNE,
FTRCRNAIERBEDNEEICT7+—HALEAS, BS
PRICLBZOEMBEON. AEBHHEBSONEEITVEE
Lz, BAD 74 —%BTTET, HEEEREEINTT,
ZhE. ZOALCEETVRREIANELNEBWVL, SEITO
LEOKONED, FROENELNEW, KITH-TEYY
TyZUREEOHNTYE-RICRATERY, F5392T. Heb
EVWSEDZBLTRTVCE, BICESTVRE0EFHOE
TEMCBIATT, MEETRUDVTVNLZENTIL B
BLLELT, BROBOODH L, BEMBETEDZEHT
FADKRY NS —FOMERE, EICHVHEVEDHT, 7
NZBECRYEOT. B2 TWBHhEE0H &R DALT
WEFURE, S5ICZ2HBHTOLEERL, BISLEVERD
INIyREES DTV EEZELRE,

2025FFH L YUY 3y 0T -7 TKatachis, 1978FF70) (BEDD
EBIEVWSKIZR. BELOFEHZEFQENBREL S, BEISK
SRAPEZHERAXE, AR TROVEEL RSN bERT LD
BRTRALEERABLOIC. BATREYIHLTVS, HOTHAD
BRCE BANRHEEN L TABB LTIV ERYES.

The theme of the 2025 Spring-Summer Collection is Katachi (form). In a
book titled Nihon no Katachi (forms of Japan) published in 1978, there are
scenes of Japanese beauty in daily living. Kurogouchi, who was great-
ly stimulated by this book, started photographing forms (scenes) she
found that caught her attention in daily living. In her photos, the forms
areintentionally blacked out to exaggerate them. She says she realized
there are so many fascinating forms in the daily lives of the Japanese.
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Left: Stones collected in various places like Nagano Prefecture. "l once
lived in an upstream area of a river in Nagano, so there weren't so many
round stones and all | saw were angular ones. But as you go downstream,
they are rounded as their edges have been smoothed. I'm attracted to
that. It makes me think that they become rounded while colliding with
some places down the way."

F:2024F0IL 73V TR PEEDET YUY -F, BADIE
[CEEL. AEVPEREHN. BOEMECHATRI VDL, 2D
EECRBULEARE MHRB #)YOCRIELL. BOCL—Y— 1=
DAYy, ABTRATRE. AHEEEDR, Ia-YTLE-2%
Tt BANUHREELTRERELD. EABREMYI-T, EOER
BRHATEHR,

Right: Kurogouchi did research on ceramic for her 2024 collection. As
she was focusing on Japanese crafts, she visited such places as Aritaand
Karatsu and tried out pottery herselfand made some buttons. She then
reconsidered the knowledge and feelings she acquired at that time from
the perspective of forms. She also collected such items as buttons by
Lucie Rie as well as large beans and stones she picked up in Okinawa
For Kurogouchi, museum pieces and beans have the same value in terms
of attractive forms. It was also an attempt of seeing things without any
preconceived notions.
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Discovering that various forms begin to possess the same value

—— At Mame Kurogouchi, you present a new collection each season
with a new theme. While fashion is about trends and is expected to show
what's to come, you place importance on research. Why is that?

As fashion is a very busy industry that involves presenting collec-
tions twice a year, | personally feel that | don't want to create works
while being engulfed in that world so much. In fact, as the time
until | finish a piece of work is very important for me, the research
that becomes the source for it is extremely valuable. | now decide
ona single theme each year, and then research it for a year at the
shortest or even several years otherwise. When an idea matures
to a certain degree, | start to make a collection.

—— Last season, you made a collection titled Fragments on the theme
of pottery, and expressed ceramic and its fragments with some clothes.
For the 2024 Spring-Summer show, | researched early Imari por-
celain, and for the autumn-winter show, | used researched old
Karatsu ware. | started studying about early Imari made about 400
years ago when porcelain was first introduced to Japan and | also
traveled to Saga (prefecture) several times. As | was able to visit
some ceramic artists and ateliers, | had the opportunity to expe-
rience making some buttons using my own hands while using
clay and glaze there,

My design process is always like making cartoons; or should
| say, the outlines are always clear, so there's almost no deviance
between my drawing and the final garments. When | knead clay,
however, | noticed that the outcome isn't what | intended even
when I'm working while thinking about the form Imintending to
make. But as thats rather refreshing, I thought | wanted to create a
collection while focusing a bit more on “creating forms,” and that
led to the 2025 year-long theme Katachi (form).

—— There are 50 many various forms in nature and among artificial
objects. What aspect of forms are you drawn to?

There are so many interesting forms in Japan alone, so | thought
about "things that catch my attention” and "why they are attrac-
tive me" while focusing first on the forms of things like traditional
crafts. It's like facing things through my own filter.

The item can be anything like a pebble on a street, a form
of ice when snow starts to melt, or a bean from Okinawa. Some-
thing that | notice and pick up can start to appear as a dress. When
| start seeing things through such "forms,” something on the street
can be as valuable as a vase from the Joseon Period. It becomes
something very adorable when itis associated with a certain form.
| collected many objects with certain forms such as the spout of a

PIEATIRELLTF 29/ UDRMDE, BNEHVBVPRICES
ZEET, /-MIEEBHTVA. AVREL-Yav Oy MIEEST
/=hTHB. ALrya>eRETREEICB. RAXNOHIEERIZRD
FoRRLTTEB>TVALb, BUSHFLSOR- FEETURITSD
[CE. 2O/ MEREHBIDLEVS, /—hOBRBCETITLOVYT
ERLTVB (BRVEEFAT). WsEELEE20056/872 20ENT
VWD EEGMHH L. REREALE RELETYAVRRATy 7D 24+

YU, BRERETS. 7R ITRAY Y F—EREF—LTHIEC SN,
RRWETT2 TV,

Textiles and materials collected in places Kurogouchi visited as well as
feelings and things that caught her attention are written down in the
notebook. Itis filled with clues forinspiration. As by the time she unveils
her collection, her activity is already shifted to the theme for the next
show, she says she re-reads the notebook to bring back the feeling of
enthusiasm she had during the production process once again. A map
of the items she wrote at the end of the notebook (the bottom photo).

While thinking about the price range, she examines whether it is bal-
anced and then proceeds to the final plan. The designs she has chosen
are scanned by her staff so that they can share the information. At her ate-
lier, a patterner and the design team work on the praduction and fitting
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Karatsu bowl and the form of a breakfast pancake that changes de-
pending on how it’s toasted. | take photographs of them and then
paint out the shapes in black. | then work further on carving out
the shape and think about how to make the clothes I'm aiming for.

—— What part of the form does your method of “carving out the shape
after painting them black” capture?
It's the ‘content” or something like its volume. I like that the con-
tent is unknown. Usually, my sketches are similar to the style of
manga, so my team would understand the designs by seeing them.
But this time, we discussed things figuratively, such as "This black
silhouette looks like MA-1"or It looks like a trench coat" to exam-
ine how to create the forms. If we have a flat circle, we will dis-
cuss how to make it into clothing, whether it should be "three-di-
mensional with tucks,”“with gathers,” or "something more flat,’
etc. This was a very stimulating experience for me to reverse my
usual way of thinking.

| later realized that there were no “square”forms among the
ones | collected. It's probably because I'm more attracted to curved
lines. It might be because the natural world is composed of curves.
It reminded me again that the organic shapes attract my interest.

Start making moves early for the production areas

—— Your concentration in deciding the research theme and focusing
on it is quite amazing.

When | start compiling a new collection, | become addicted to the
process of theme research. With the Katachi (form) collection, |
read a range of various books and saw various things from visual
books to Japanese calligraphy and characters as well as autobiog-
raphies of sculptors like Isamu Noguchi. When I made a collection
inspired by green, for example, | looked at everything green, from
plants to garbage nets (used to keep crows out of the garbage).
They are not limited to just overtly visible things but also include
things like textures. When | moved to Tokyo from Nagano, there
were 50 many things that | saw for the first time in this mega city.
When | saw a person tying a garbage net to an electric pole, | felt

(L) 20258FHILI Y3V &Y. RTROBERITCENIN, RBO
IREmH. ZOEECRIAVREL—2avh b, BITDLSUANSA
TTRAERL AR ZAA—MERRLE,

Left (top): From the 2025 Spring-Summer Collection. As Kurogouchi was
drawn by a lantern she saw in a book, she visited the production ate-
lierin Kyoto and was inspired to design dresses and skirts knitted with
wavy striped patterns,

E(F) R CRIBEERI LR O/ —b. BITERETIRCANS
ABCEEUR. BHRRICBENLABICITOIZEVTON, £E1
haERRERUBING. HEER->ERBEODLELARR LN
hoilihg, TEBETORIHNEAVET IV, KB FETHAD
FRLIMYYIENTVT, TNHRBLVTLE, ThEEYRCZYR
070773y ELELE].

Left (bottom): A notebook she used when learning about the lantern-mak-
ing process. She took notice of the wooden frame used when forming
the lanterns. Bamboo strips are wound around a radial wooden frame,
which is removed after the winding process. ‘At the time, Id only seen
the final completed form with washi paper stretched over the frame, but
I realized that the content of the process until completion was quite fasci-
nating. As the wooden frame has old marks from repeated nailing, which
had turned black from aging, they appeared as a pattern. | used this as
an inspiration and did some programming for a knitwear,

H:2055FHIL7vavdY). RYAROSHRCEBERIER. X0
SIROBEEDI+H—RET, IEFOILIERALCHITVS, K
ROBBFIAFv—(CTBDIE. BOT LLDRERCHIATIE
T, RADLSBA-O70BENBHET 72 Fr—HEENT,

Right: From the 2025 Spring-Summer Collection. This piece was inspired
by raden (inlaid mother-of-pearl) of Ryukyuan lacquerware. Fine-count
silk thread is used as the warp using a high-density jacquard weave usu-
ally used for making neckties. To attain a shiny texture, foil-filmed thread
is woven in to create the texture with a sheen resembling the glow of
an aurora, like that of inlaid mother-of-pearls.

it was beautiful. As the draped net started to look like a dress, |
added the piece to my collection using the technique for mak-
ing a mesh for a wig. | try to look for various things that interest
me in as flat a manner as possible. It is important for ideas to be
everywhere in our daily lives, and Id like to explore design in the
extension of our daily living.

I'm always absorbed in something, and after a collection is
completed, | feel like I have a broken heart afterwards. Now that
I've finished my production of forms,” | am in the midst of a bro-
ken heart, from the loss of being rapt in forms.

—— For the theme, you start researching earlier than the actual
season, right?

I'm now preparing for my work for 2026, so I'm thinking two
years ahead in time. While there are many brands that are con-
scious of trends, which is a nature of the industry, we don't reflect
trends that much.

In Japan, as many factories are closing down, there are so
many people who are going out of business. Our work cannot
be sustained without the manufacturers so it's something we
fear the most. However, the fashion industry’s own schedule for
unveiling new collections ultimately places the greatest burden
on the manufacturers in the end. I think we have to change the
cycle. This is why | try to shorten my own process so that manu-
facturers can have as much time as possible for their production.
There are still some aspects to be improved, but whenever there
are any doubts or points to be improved, | would like to listen to
them as much as possible.

—— Your work is based on the idea of protecting production areas
in Japan, right?

| started the brand concentrating on the idea of making things in
Japan, but 'm not entirely focused on the country of origin. It's be-
come more and more difficult to make things anywhere on this
globe. It makes me sad if a factory Im fond of closes down. That's
the same not only in Japan, but anywhere in the world. Things that
can't be made on this earth will increase as not enough fibers can
be acquired or other materials have been exhausted.

Under these global circumstances, Japan is relatively fortu-
nate. [ think itis a blessed nation as one can go anywhere in three
hours and make things. This is exactly why | feel grateful for being
able to make things here, and why | want to keep thinking about
how to sustain this situation. The most difficult thing, which we
are struggling to accomplish, is not simply to make quality items,
butalso to properly hand down the savoir faire that exists today
to the next generation. Fortunately, today, we are seeing more
young people interested in making things like we are doing. Al-
though it is difficult for a single brand to change things, it would
be great if everybody responded and kept the industry running.

—— | believe substantial technology or skills is necessary for elaborate
details. Are you learning such skills from the production areas?

When | just started the brand, | wandered around various areas
and probably looked very suspicious (laughs). | gradually became
acquainted with various factories through establishing bonds. In
my previous work (Miyake Design Studio), | was often told to“look
into trash cans.” They said there were clues in things that artisans
had thrown away thinking they were failures, When | go to fac-
tories, | ask a lot of questions whenever | find something, such
as "What's this for?" or "Can I look at this file?" By doing so, | learn
skills from the past that have been lost and create new things.

Forming my aesthetic sense surrounded by nature in my teens

—— Your work, Ms. Kurogouchi, isn't eccentric but rather elegant. How
did you develop your original style?
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As | grew upina countryside where the only means of transporta-
tion were buses, the world of fashion was so faraway and | didn't
even know about brands. | kept drawing dresses in a dreamy world
like | was playing house until | was 18. | was kind of ashamed of
that at first, but | later realized that the fact there was little infor-
mation available back then was really valuable for me to establish
my sense of aesthetics.

Where | was born and raised, there were many moments in
daily life | thought something was beautiful. | used to play alone
making such things as a magic wand | saw in my favorite anima-
tion program with candy boxes, or collect beautiful pebbles... |
probably haven't changed much since when | was three. | think
the fact that | can work as an extension of playing house back then
because my teenage years were very wholesome, so I try to cher-
ish that aesthetic as important as well.

When you were able to draw a princess well when little, you
got excited, right? | always ask myself if what I'm designing today
is beautiful or moves me just like how | felt back then. However,
when you become an adult, that feeling of excitement wanes as
you'e already able to do various things well. So | want my heart
to remain the same as when | was a child. | feel, otherwise, that
the urge to make things will wane.

—— Could you tell us about some collaborations you've been involved
in so far? How did the collaboration with Tod's begin in 2020?

It all started when the chairman of the Tod's Group, Mr. Diego Della
Valle, came to my show in Paris and invited me to Italy, saying, ‘If
you like making things, why don't you come to Italy." Their facto-
ry was in a town where he was born and raised, and the workers
and designers worked together to making things from the same
perspective. Although there was a language barrier, we came to
understand each other while having lunch together at the facto-
ry's cafeteria. We began to communicate with the artisans, often
hugging when a craftsman would say something like, “This is the
curve you wanted to make, right?”

—— The inner wear you designed with Uniglo (2021-2023) also be-
came topical.
I've always been interested in Uniglo’s design approach in which it
updates making things. I was, in particular, paying great attention
to suchareas as how it improves the inner structure of its brassieres.
every season. Especially, the technology of supporting breasts with
patented technology without using wires caught my attention. As
we received the offer of collaboration, I replied and expressed my
enthusiasm for working on underwear, and the project started.
I was involved in the material from its development stage.
The question is how to establish the production background in-
cluding the fabric maker when developing textile and reflecting
various know-how accumulated to date to mass production. As |
was involved in everything from developing the structure of the
fabric, it was really fascinating.

024EHL LIV EY, TR= BB VAL L —YayE £S5
PIyhBh. THORRCHOOVOTERLTVET. TERO
FREOHREMASALEDNABRAT, BUOT—2ELTLLTKN
3, —HIHETBRATYYHOLTVLON, FT<EAVTIR,
From the 2024 Fall-Winter Collection."How to express the base inspira-
tion in textiles and knitwear? To realize this, we go as far as challenging
the limits of what the factory can do. Thanks to the artisans, they convert
my hand-drawn patterns into weave data. The synchronization while col-
lectively working on the production is really fascinating.”

Photos by Yuichiro Noda
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—— Do you also make suggestions concerning the structure of syn-
thetic fabrics?

Ultimately, it is the realm of science, yet we do exchange opinions
with their engineers. We proposed ‘what yarn count (thickness and
thinness) to use, and the type of clothes we would like to create,”
"how to twist the yarn,”and "how to weave to alleviate discom-
fort on the skin at the contact surface,"and have these proposals
implemented, and then repeat the fitting test.

—— It seems being particular about comfortability is also a charac-
teristic of the brand.

Even in the fitting, | personally try it on to check how it feels. |
wear my garments everyday because | love them. | really want
my collection to be both beautiful and also comfortable for the
mind as well.

Creating clothing to enrich your life

—— Ms. Kurogouchi, you always value your honest daily feelings and
write them down in your notebook as a source for your ideas.

I write things down because | tend to forget the things | felt today
by tomorrow. Not only beautiful events but also whatever catches
my attention, what | saw in my dreams, and even things I feel un-
comfortable. There is a business map for myself at the end of my
notebook. It's a page for writing down and organizing the price
range and a line-up of the items I'm planning at their idea stage. |
adjust the balance between the item and its price, for example, by
replacing it with a bento box, to make sure whether everything in
itisn't like the main dish, but also has white rice and even pickles
50 that it won't be too heavy on the stomach. Through this process,
| gradually start to see the shape of the collection.

—— Lastly, could you tell us about your future vision?

Its becoming more and more difficult to continue making things.
Under these circumstances, the greatest vision for me is growing
the Mame Kurogouchi brand a little ata time and figuring out how
to nurture the growth. It doesnt mean to scale up the business, but
it's difficult and important to assess how to sustain it at a certain
density. Id like to keep doing that without giving up.

LPVCRVBEE Z ) B ERULE A Z 375 REIRE NSOV 7=
Fo=TA7h. TORMOBEBEDE. XRCEDHN. EROTFOFRE
EERR. F-7UEMEVSRAREIRTE PVCOXLEERETVS,
Top: These bags made using pvc {polyvinyl chloride) are the signature
items of the brand since its foundation. As Kurogouchi was attracted
by the transparency, light, and luster of the material, she expressed a
winter landscape from her memory. It demonstrates the beauty of pvc
and dispels the preconceived notion thatit is an affordable material.

T:20235 (AT v LEELOT Iy vy T Y3y T, MRRLAEER
BAA=FLTFHFIULE IRRENCZOTLELEEL3H, AR
ERA=T1=CHLE00. PLUF-HBIN5ERR2DEMW ST
Cehipol, [COBENTET BAGARDSEROPCANLS W
BEHLTVET, BVWEQLIBBVE, AEBIR=—H, Z3LT
DEAITVL. FNAESICESTREBLLOTY .

Bottom: A flagship shop that opened in Aoyama in 2023. It was designed
by Teruhiro Yanagihara based on the image of a spiral shell. Yanagihara
planned its secret presentation and invited Kurogouchi to a shellfish
party, but as she was allergic to shellfish, she turned down the offer to
eat."Now that the Aoyama shop is open, | feel | was able to go inside the
shell, which I couldnt eat at the time. Such funny memories and stories
are linked around this shop. That's very personal for me.”

In addition to fabrics, I'd also like to learn more about dy-
ing, weaving, and clothes making, and | also want to know more
about Japanese culture. When you want to make a piece of cloth-
ing, there are easier ones and extremely complex ones, and it is
happening simultaneously. In this situation, I'd like to value those
that | want to keep in my closet long term. Although clothes are
something that protect your body, fashion isnt something that's
essential for survival. Yet, | believe it's necessary for the enrichment
of our minds. A piece of clothing may be able to enrich one’s life.
I believe fashion does have that power.

When I think how many more collections | will be able to
create in my lifetime, the answer may be just a few more. That
is why It'simportant to be absorbed in putting everything | have
into it each time, where | can lose myself. The discerning eyes of
consumers regarding quality vs price will become even more rig-
orous. While so many clothes are being manufactured, | ask myself
every day how meaningful a certain piece of clothing is. Where
to place your identity in a product you are making. That is what is
being demanded more in this age. It is a wonderful trend, and |
expect the industry will also change with that trend. &

RANKNLT/ REREEN. 20105RAATHA Y BEMERYT. mamek 5L
F18&ELY N T7yar =Y L8, 75> REBREEY Mame Kurogouchi
(o 3FHFNICHOBEBEEF -7 Lk, AREFEPESLTAYEL TV, 251
EBCHVFABRE DO TVRLVEVSBUAEHCHS,

Maiko Kurogouchiwas born in Nagano Prefecture, Japan. She established Kurogouchi
Design Office Inc. in 2010 and launched the brand ‘mame.” She started participating
in the Paris Fashion Week in 2018. and changed the brand name to“Mame Kurogou-
chi"the same year. In 2023, She opened the brand’s first flagship shop in Aoyama. As
people fight daily at work and at home, at the foundation of Kuroguchi's intention is
to create clothes that encourage the lives of women.
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The rise in awareness of sustainability over the past few years has led to a significant re-evaluation of the relationship between
fashion and design. As fashion is more of a design-driven field, the controversy surrounding the large amounts of waste and en-
vironmental impact caused by it has made us aware of the limitations of conventional design. There is currently a rapid shift and
reform underway, including reviewing materials and production processes, as well as optimizing employment structures. On the
other hand, it has also been pointed out that rigidly defined sustainable standards are gradually stifling the creativity of'design-
ers and the quality of clothing. Under these circumstances, the challenge of sustainability thatSocietys thrusting upon the fash-
ion industry may need a designer's perspective to find the future and joy. We took an in-depth look at those who continue pur-

suing such endeavors. &







APOC ABLE
ISSEY MIYAKE

\ collaboration of designers and algorithms
Optimizing the process ol making
clothes from “A Piece of Cloth”
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—EKORNE—ROM, —BEOKEA. FLHESCLTHBERROMICHIFE_ORBLLY, EREFEIREZD
EDICERYEBTOT VN, KR, TA Piece of Cloth(—HOH) 1 h58TI5N, FHOERARNSEEICE
3T, RO REBLOBECI->TRICVORL WIS %RR L TE TA-POC ABLE ISSEY MIYAKE(Z A
RyD TATN A9t IVT) IDBARFLTT4T THAU IR N = Synflux (22779 9) £, TV
ALEABOG@MDIE RALKREIYDERRLR,

From a single thread to fabric to a complete garment, clothing becomes a second skin between one’s body and the en-
vironment when worn, but can also become the environment itself, adding a charming touch to space. Taking its name
from "A Piece of Cloth," A-POC ABLE ISSEY MIYAKE, who is ever-pursuing new methods of manufacturing clothes, from
fundamental research on materials to production, cooperating with various fields and industries, has collaborated with
the speculative design lab Synflux. What kind of future does this collaboration of humans and algorithms present to
the clothes-making world?

Text by Moe Nishiyama

FH/Y1v07Y)
Photos by Maeshiro Ayano
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2021 ELIE, APOCHBREEZ WV
A-POC ABLE ISSEY MIYAKE (B, A-POC
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BHRZ/1976FEFN, 2001 EZE7Y1 VB
BRICALL APOCOEEF —LALEM, 115EL
YI9FEETISSEY MIYAKEDF 1+ — & 1z,
218 £Y A-POC ABLE ISSEY MIYAKE THA +—,
Yoshiyuki Miyamae was born in1976. In 2001, he
joined the Miyake Design Studio and participat-
ed as a member of the A-Poc planning team. He
worked as a designer for ISSEY MIYAKE from 2011
t0 2019. He has been a designer at A-pPOC ABLE
ISSEY MIYAKE since 2021
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Forthe Type-Ix Synflux project, a jacket made of
TYPE-U—an original shape memory fabric devel-
oped by A-POC ABLE—Was used as a prototype,
and after repeated trial and error and extensive
simulations based on Algorithmic Couture,
they presented two models optimizing one
piece of cloth called STRATA and MONOLITH
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Weaving the process into "A Piece of Cloth”

In 1998, Issey Miyake unveiled a garment made
from one piece of fabric. The work of the brand
A-POC, taking its name from "A Piece of Cloth’,
caused a stir. It was a departure from the con-
ventional methodology of clothes-making and
also presented the idea that a piece of clothing
resulting from the convergence of technology
and design starts with confronting a piece of
cloth and, by extension, the material itself. Af-
ter inheriting A-POC’s philosophy in 2021, A-POC
ABLE ISSEY MIYAKE (hereafter, A-POC ABLE) has
strived to reform the clothing-making process
from the research and development of mate-
rials to production. What drives these activities
is the collaborative approach taken by their
design engineering team guided by Yoshiyu-
ki Miyamae, working with various fields and
industries. In today's world, with the segmen-
tation of work widespread in many different
industries, there is a reason to consolidate the
clothing production process, go beyond the
confines of fashion, and broaden one’s realm
of activities. "If we consider, for example, how
people can maintain good health, healthcare
and clothing will never be unrelated. If you
think from a technology and art standpoint,
which A-POC ABLE is rooted in, the technolo-
gy we develop at ISSEY MIYAKE can be linked
to every field—medicine, education, agricul-
ture, space, and society. To pioneer a new ap-
proach to garment creation, we want to pave
the way to the future by building a platform
for fundamental research in cooperation with
experts from various industries.” (Miyamae)

Creating a new system for making cloth-
ing. Two like-minded partners decided to join
forces: the ceo of the design laboratory Syn-
flux, Kazuya Kawasaki, and their coo, design
engineer Kotaro Sano. Advocating fora"Specu-
lative Design Laboratory to create fashion con-
siderate of the planet,”they aim to co-develop
a next-generation design system for sustain-
able fashion by harnessing the power of ad-
vanced digital technologies such as Al, 3Dvisu-
alization technology, and blockchain. They are
devoted to the development of Algorithmic
Couture, in particular, a design system that,
through the optimization of clothing shapes
and paper pattern layouts, limits fabric waste
to the minimum.

For the TYPE-Ix Synflux project, a jacket
made of TYPE-U—an original shape memory
fabric developed by A-POC ABLE—was used as
a prototype, and through repeated trial and
error and extensive simulations based on Al-
gorithmic Couture, they achieved a beautiful,
optimized, and economical pattern from a
single piece of cloth. The fabric functions as a
blueprint in and of itself, making the process
understandable without needing instructions.
One piece of cloth, beautifully woven with no
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Steam Stretch was introduced in the 2012 collection and is Issey Miyake’s original manufacturing technology. By
applying the high-temperature steam to a cloth with a pre-woven design or pattern all at once, certain threads

shrink, creating a highly elastic fabric.

excess during any part of the process, from the
measurements to the cut lines and sewing di-
rections. The STRATA and MONOLITH jackets are,
as their names imply, a dense concentration
of information and pracesses that are layered
like geological formations and stone slabs,
woven from cloth that blends paper patterns,
texture, design drawings, and assembly plans.

Moving between qualitative decisions
and quantitative parameters

Miyamae comments on his experience work-
ing with Synfllux, “What | was half-curious
about and anticipated was to see lines drawn
that someone who has studied clothing would
never draw, but still makes sense. [t was sim-
ilar to having a new team member making
interesting suggestions without any knowl-
edge about the way Issey Miyake's clothes are
made.” Presented to Synflux was Hocho Cut,
released by ISSEY MIYAKE in 1975. The collec-
tion's design language, which was inspired by
the art of cutting with a knife, was fed to the

algorithm—thin cuts, chunky cuts, and ginkgo-
leaf-shaped—testing the patterns with numer-
ous simulations. Selection depended on the
challenge shared by both parties: "Achieving
the most optimal pracess of making from a
single piece of cloth.”

"Patterns alone cannot make clothing.
Cutting the fabric also requires time, effort,
and money. What we need to investigate is
not only whether the pattern limits waste,
but also whether it takes ease of sewing into
consideration.” (Miyamae)

"A diverse array of data really is interwo-
ven into a piece of cloth, everything from the
order in which the pieces are cut ta the stitch-
ing details and patterns on the fabric. That
is why, while focusing on reducing excess
from the patterns and fabrics, we also want
to use the generated patterns as a medium
and opportunity to consider various design
constraints. When we placeda piece of cloth’
on a table, we realized that we must think
about making clothes in a comprehensive
manner.’ (Kawasaki)
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Algorithmic Couture is a next-generation design
system for sustainable fashion created by Synflux.
Through the optimization of the garment shape
and layout of the cutting pattern, the excess gen-
erated during production, which has been along-
standing problem in the apparel industry, can be
reduced to a minimum

Algorithm and designer. The programs
that steer computer calculations and the tech-
niques and practices gained from a designer’s
intuition and experience differ not only in the
process, from conception to implementation,
but also in their language. The biggest differ-
ence lies in theirinterpretation of the body. Yes,
generative Al has no body. How, then, does this
body-less agent make clothes for us who do?

"How do we convey information that can-
not be grasped without a body, like ‘easy to
wear or fits well, to a disembodied algorithm,
and how do we work physicality into the pat-

terns it generates? Interesting/not interesting,
‘beautiful/not beautiful,‘easy to wear/hard to
wear, it looks like X.'We translated the abduc-
tive and qualitative reasoning of a designer
into quantitative parameters as much as pos-
sible, and the algorithms calibrated with those
parameters generated patterns that also car-
ried thatintent. | feel that this process was the
most interesting part of the project. Rather
than simply trying to limit excess, we added
human interpretation to make the design gen-
eration process slightly more complex, and
by going back and forth between human as-
sessment’ and algorithmic ‘optimization, we
reached the final product.” (Sano)

The optimization of processes
and the diversity of sustainability

What is ground-breaking about the TYPE-IX Syn-
flux project is that it allows everything from the
patterning to the weaving machine to be input
and output as data in one process. Normally,
the garment-making process requires dozens
of rolls of several fabrics, each containing 20 to
30 meters, for each component. Mass produc-
tion has caused excess fabric supply and large
amounts of fabric waste. For this reason, A-POC
ABLE has coordinated with factories to weave
or plait only the optimal necessary amount,
achieving sustainable clothing production.
At the same time, Miyamae remarks that the
word “sustainability,” which has been loudly
emphasized in the industry, including the EU
Commission Ecodesign for Sustainable Prod-
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Seen on the left is Kotaro Sano, coo/cpo of Synflux, and in the middle is ceo Kazuya Kawasaki. Synflux is a speculative
design lab utilizing advanced technology to produce fashion for the planet. They aim to achieve a circular, creative
society by implementing state-of-the-art digital technologies such as Al, 30 visualization technology, and blockchain

ucts Regulation (ESPR) that came into effect in
July 2024, might be going too far.

“I'm uncertain whether using sustainable
materials'is actually sustainable. It doesn't
matter how eco-friendly recycled polyester
is; if it becomes the only material used, a va-
riety of imbalances will start to develop. The
reason a wide range of materials exists in the
first place is that things were created to suit
each region’s unique climate and cultural back-
ground. | believe it will become important to
first understand the material fully and build a
system that produces an appropriate amount
with regard to the environment. Timeless de-
sign will ultimately remain part of the lives of
those who use it, no matter what the setting is.
In the words of Miyake, ‘Half the creator, half
the receiver, Ifthere is a proper'gap or margin
for the user to decide how to use a product, it
will likely be used for a long time." (Miyamae)

The challenge that awaits them is how to
inherit the materials, techniques, industries,
and culture handed down in each region and
renew them in a manner suited to the con-
temporary world. To put it differently, they are
suggesting a diverse sustainability that can-
not be defined by numbers in an attempt to
rethink the significance of fashion in society.
With a single thread forming the medium of
‘a piece of cloth” and a relentless desire to
pursue materials and techniques, what im-
pact will they have on our lives, environment,
and society? We cannot take our eyes off this
collaboration that transcends the framework
of humans and algorithms, &
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Spiritual sustainability
through harmony:
The vision of OK RM and Goldwin (
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Goldwin 0 is a project launched by Goldwin to foster a deeper relationship to culture, circularity and fashion. The

creative direction of this project was led by ok-RM, a design studio based in the uk. We visited their East London

studio to speak with the founders Oliver Knight and Rory McGrath about the concept of Goldwin 0 and their ap-

proach to sustainability in fashion through developing design mechanisms to bring creativity together from the

fields of visual art, music, spatial design, and poetry. Resulting in an the initiative that envisions a future where hu-

mans and nature coexist in harmony.
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While Goldwin 0 films aim to evoke emotional respanses from the audience, their books are
designed for intellectual engagement. The Very Nature of Materiality Is an Entanglement is a"re-
port”created as an archive of 0k-RM's research and process work from 2021 to 2024.
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Aclip from the film Goldwin 0123450 by ok-RM. This short film features a black space where
a cellist plays and dancers perform, representing the protagonist’s mind, contrasted with
scenes of a forest symbolizing her real world. The poetic love story concludes with a sense of

peace found in nature.
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Creativity through the collective

—— Can you tell us about the start of the Gold-
win 0 project?

RORY MCGRATH (R.M) Three years ago, we were
approached by Goldwin’s CEO with a request
to research art, science, nature, and sustain-
ability in a way that aligns with Japanese phi-
losophy. We took on the project with an open
mind, and worked in a manner resembling
an art residency. Over a long period of time,
we were able to grow the project organically
from the bottom up.

OLIVER KNIGHT (0.K) Initially, Goldwin 0 didn't
have any products, even clothing. This provid-
ed us with a unique opportunity to operate
like a research lab, focusing on how to com-
municate the philosophy behind the collec-
tions yet to be created.

In October 2024, an exhibition was held
at Spiral Hall in Aoyama, titled Goldwino123 4
50.What does it mean to move from o to 5 and
return to o?
RM In considering sustainability through the
simple brief provided by Goldwin, we were
inspired by the philosophical tradition of the
Kyoto School led by Kitaro Nishida and Hajime
Tanabe, as well as Jun'ichiro Tanizaki's noted
book In Praise of Shadows. These ideas embody
the ancient wisdom and spirituality of Japan.
The concept of ‘0" symbolizes the cyclical na-
ture of all things, beginning from nothing and
ultimately returning to it.

—— How did your research unfold?

0.k We adopted an extremely “art school” ap-
proach, experimenting with what can come
out of bringing together a collective that in-
cluded architects, poets, artists, musicians,
dancers, and designers in fashion and other-
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wise. For instance, we invited Takeshi Hayatsu,
anarchitect based in the Uk, to handle spatial
design. His expertise in Japanese vernacular
building methods proved invaluable.

RM Over three years, we collaborated with
more than 150 people (both artistically and
technically) as part of this collective. For ex-
ample, when waorking on a film project with
poet Lila Matsumoto, we didnt simply ask her
to write a poem on a given theme. Instead, we
began by discussing the theme and engaging
her in a process where everyone could share
and refine ideas. Through this method, she
became an integral part of the team. Many
creators lean toward commercial work, but
by sharing positive energy and inspiration
within a collective, creativity and curiosity
naturally flourish.

ok Ifa conventional advertising agency were
tasked with creating promotional films for a
product, theyd likely priaritize efficiency and
profitability. But this approach rarely fosters
deep commitment from participants. This is
why we consciously avoid business-oriented
methods in our creative process.

Building a spiritually connected ecosystem

—— Each collection is accompanied by a film
and a book titled Enquiry, suggesting a process of
questioning. They seem abstract, especially the
books. Is there a reason for this?

RM We live in a world that increasingly favors
clear, direct expression, but reality isinherent-
ly complex. In the past, wise figures conveyed
their philosophies poetically, often leaving
room for interpretation. Similarly, abstract art
contains emotions that cannot be articulated
directly. Abstraction, | believe, is the most ef-
fective way to open people’s minds.

0K Intoday’s culture, where we scroll through

Instagram and try to comprehend things in-
stantly, don't you sometimes guestion the
depth of that understanding? Spending hours
with one of our books might inspire a new
perspective or idea.

RM OK-RM is not engaged in product mar-
keting. Goldwin 0% products exist within the
ecosystem of the films and books we create.
For example, one film contains a dance scene
because we decided that, rather than focusing
on the garments themselves, it would be most
effective to showcase the interplay between
the clothing and moving bodies.

1 [Gp=Y0-770— 74%27X-#47-2E-F)
(2022%) 13, 4. Y HIRKXMENH, 20195
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Virgil Abloh: Figures of Speech (2022) was originally
anexhibition at the Museum of Cantemporary Art
Chicago in 2019, showcasing 20 years of Abloh's
work. The project gained popularity and evolved
into a touring exhibition and, eventually, this book.
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Jw Anderson’s 2021 Spring/Summer Menswear
and 2021 Resort Womenswear Collections, created
during the lockdown, were expressed through a
book designed like a kit that allows each person
to create their own catalogue.
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The T.T space, housed in a renovated Taisho-era
machiyain Kyotos Gion district, fully embodies the
aesthetic vision of the late Taiga Takahashi. Beyond
showecasing T.Ts collections, the space features a
courtyard adorned with white stones and displays
several of Takahashi's sculptural works.







—— Conversations about sustainability in fash-
ion often focus on the development of eco-friend-
ly materials. How do you interpret sustainability?
0K The term‘sustainability”has become some-
thing of a buzzword, often diluted by market-
ing and performative messaging. As design-
ers, however, OK-RM believes in embedding
sustainability into the creative process itself.
RM While ecological sustainability is crucial,
implementing it effectively is incredibly chal-
lenging. Recently, I heard a designer say they
wouldn't produce paper books anymore to
avoid cutting down trees. While interesting,
this perspective risks eliminating small-scale
printing and paper industries without altering
the larger capitalist system that drives unsus-
tainable practices. This is why raising collec-
tive consciousness to a higher level is often
more impactful. Such efforts aren't about im-
posing rules but fostering harmony among
peaple. Ecology itself must be rooted in such
harmony. At OK-RM, we aim to create an eco-
system of empathy through positive collab-

orations across distinct fields, blending art,
craft, and philosophy into our work. This ap-
proach allows us to connect with people on
a spiritual level and foster a deeper sense of
sustainability.

Establishing new approaches in book creation

—— Could you share some examples of fash-
ion brand projects that ok-rRM has worked on
inthe past?

0.k The 20215 collection’s "Show in a box” proj-
ects with Jw Anderson were created during
lockdown in 2020. Since it was impossible to
hold a fashion show, the concept was to give
people the feeling of experiencing a show.
Opening the box reveals carefully wrapped
gifts which can be unraveled to reveal photos
ofthe collection, fabric swatches, pressed flow-
ers, and more. This approach sparked a global
reaction and was widely imitated by others.
RM For Virgil Abloh: Figures of Speech (2022),
the sheer number of peaple involved in creat-

ing the book was extraordinary. To organize its
wide range of contentand also create a distinct
concept we decided to divide the book into
three volumes tailored for the museum, the
design team, and Abloh himself, respective-
ly. This not only ensured that each team was
focused on the cllective result but also made
content management more streamlined for us.

—— The Goldwin 0 project has now conclud-
ed. Are there any fashion-related projects current-
ly underway?

RM We are currently supporting and direct-
ing the brand 1.7, founded by the late Taiga
Takahashi, who passed away in 2022. Taka-
hashi had amassed a collection of thousands
of garments dating back 70-100 years and
approached clothing from an archaeological
perspective, studying garments that exist in
the present or could exist in the future. In hon-
or of his legacy, Ok-RM established the Taiga
Takahashi Institute of Archeology (T.T.1-A) and
this year renovated a machiya house in Kyo-
to’s Gion district to open a flagship store for
T.7. This space not only serves as an archive
showcasing Takahashi's collection of artifacts
but also acts as a platform for new creations
inspired by historical thinking. His philoso-
phy will continue to resonate with those who
seek a deeper, more mindful approach to sus-
tainability. @

AIR=-FAh () eo—")—-X9732 (). BT
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BRENS, OKRMERRDIY YA v-EMTEAESL,
Oliver Knight (left) and Rory McGrath (right). Both studied
design at the University of the West of England Bristol. In
2008, they co-founded ok-RM in East London. Their studic’s
work spans beyond traditional graphic design—including
books and brand identities—to include films, exhibitions,
and installations. Known for their conceptual style and
thoughtful approach, many regard OK-RM as contemporary
successors to Enzo Mari

Photo by Kyoko Nakajima
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Adecade ago, the idea of using artificial protein as a clothing fabric would have been a complete fantasy. But now, the
Brewed Protein™ fiber—a dream fiber—developed by Yamagata-based venture company Spiber, has been attracting
worldwide attention for the past few years. Widely adopted by various brands again this year, this material has the po-
tential to revolutionize the very structure of the fashion industry. We visited the company’s headquarters in Tsuruoka City.
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The extracted powdered Brewed Protein is dissolved in a
solvent and extruded through a shower-like nozzle with
microscopic holes, where it is transformed into fibers. They
are then crimped for easier spinning, before being distrib-
uted to each brand
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Top: Spiber has also developed fully automated robots
for gene and protein synthesis processes for research and
development.

FRBTOLRTONET Y CBUTINIILTIr—R 1y
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Middle: The company also focuses on software develop-
ment, including real-time feedback applications using data
collected during the brewing process.
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Bottorn: Proteins are brewed in the tanks. The inside of the
tank is cleaned by hand after each cycle.
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Artificial proteins produced by microbial
brewing (fermentation) and genetic design

First of all, what are the Brewed Protein fibers?
Spiber’s website describes them as “fibers,
films, and other types of materials that are
manufactured through fermentation (brew-
ing) of plant-based ingredients.”How exactly
is the yarn made from the proteins produced
in the microbial brewing process?

The entrance to Spiber’s headquarters
shows samples of each step in the manufac-
turing process of the Brewed Protein fiber. Ka-
zuhide Sekiyama, the Director and Represen-
tative Executive Officer, handed me a piece of
yarn-like Brewed Protein fiber, each of which
is as thin and soft as cotton wool.I'm tempted
to touch it forever," Sekiyama laughs.

The protein used as the basis of the
Brewed Protein fiber is artificially produced
by feeding plant-derived sugars to microor-
ganisms in a tank under a precisely controlled
brewing process. The pratein is refined into
a powder, dissolved in a solvent, and then
extruded through a shower-like nozzle with
microscopic holes to form fibers. After going
through a crimping process for easier spin-
ning, the cotton-like products are distributed
to various brands as finished products. The
finished product “is basically a protein like
silk, so it doesn't irritate the skin. Despite the
actual gene sequence being based on that
of silk, itis completely different from natural
silk." (Sekiyama)

While the production process may seem
simple at first, it takes a tremendous amount
of study before the yamn is actually made into
afinal product. The most time-consuming part
of the process is the genetic design to make
the microorganisms produce the protein."The
key is to determine what kind of genome to
design,” Sekiyama explains. “The first step is to
decide the type of amino acids, in what order
to link them, and what kind of protein you
want the microorganisms to make. We then
need the genes to be the blueprints for the
microorganisms to actually produce the pro-
teins. In fact, it is very difficult to synthesize a
live gene—you can't synthesize just anything.
Thatis why we need to develop synthesis tech-
niques and devise sequences. It all depends
on how well we can design good molecules,
because the amount of production depends
on the genes,”he says.

Product quality that supports sustainability

Since its establishment in 2007, Spiber has
been developing artificial protein materials.
The company’s dedication to the development
of materials in the apparel sector is especially
apparent now, as shown in the co-develop-
ment of MOON PARKA with a sports apparel
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manufacturer Goldwin Inc. since 2015, and
other brands eagerly adopting the material. In
October 2024, Burberry launched a scarf blend-
ed with 30% Brewed Protein fiber, which was
the first release by a luxury brand and made
a bigimpact on the entire apparel industry.”|
and apparel professionals were surprised that
abrand like Burberry, with its long history and
tradition, would specify the material on the
tag and even issue a press release. | believe
that their enthusiasm is an indication of the
social significance of this product, and | am
very grateful for that," says Sekiyama.

In July this year, the EU implemented the
Ecodesign for Sustainable Products Regulation
(ESPR), which applies to products distributed
within the EU. The regulations include require-
ments for the distribution of sustainable prod-
ucts, such as durability, repairability, and the
percentage of recycled materials used; and
textile products including clothing are also
within their scope. As these regulations on
companies potentially continue to expand,
the fashion industry's sustainability efforts are
likely to become more stringent.

Meanwhile, Sekiyama explains how the
apparel industry, including luxury brands,
must be able to embrace new materials with
a quality that meets sustainability standards.
“To get 200 grams of cashmere, for example,
one or two goats would need to be fed near-
ly 100 kilograms of grain for a year. Howev-
er, the Brewed Protein fiber can theoretical-
ly produce 200 grams of artificial protein in
about 40 hours by feeding about 1 kilogram
of grain-equivalent raw material to the mi-
croorganisms. In addition to such low envi-
ronmental impact, it also allows for flexibility
with computer-based design and refinement,
without the need to build a new production
line. Itis truly a contribution to sustainability
through technology. | believe that the main
reason why the Brewed Protein fiber is cur-
rently so highly regarded is the quality of the
material itself, in terms of durability and mois-
ture absorbency. We are also discovering the
comfort that only Brewed Protein can provide
as our new material development continues,
including unreleased ones,” he said.

The design of an ecosystem driven
by the added value of materials

Owing to the superior processability of the
Brewed Protein fiber, Spiber is able to tai-
lor-make materials to meet the needs of
brands, spinners, and textile manufacturers.
It creates a beneficial cycle that enables both
the brand to solve design-related material is-
sues, and Spiber to accumulate information
and data. While it is difficult to fundamental-
ly change the design of materials—whether
synthetic or natural fibers—the artificial protein

[Goldwin 0(J=JLRD-> £0O) 10 2024EHLTL 53
YTEIERICTVa—R-TOFI0 774 A—HMERTNT
W3, D17 EHTHRNI CEEDNBHTNS,
The Brewed Protein fiber has been used in three products
in the Fw2024 collection for Goldwin 0. It has started to be
used in bags as well as clothing. Source: GOLDWIN
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Burberry's B Shield Scarf contains 30% Brewed Protein fiber with wool and cashmere.

© Burberry

can be improved and updated even after the
commercial launch of the product, thanks to
design flexibility. ‘It means that it can evolve
forever. And you can tune it with very little im-
pact on the production process,”says Sekiyama.

The company is seeking to leverage the
distinctive properties of the Brewed Protein fi-
berin the joint development of products that
are more closely related to people’s daily lives,
such as underwear, and even outside of the
apparel sector, such as the automobile indus-
try. Furthermore, they plan to develop a pro-
duction infrastructure of the Brewed Protein
fiber that utilizes unused biomass by switch-
ing from sugarcane-derived sugar (though
the currently used sugar has acquired a sus-
tainability standard for sugarcane production,
Bonsucro certification). "While the technology
to create the infrastructure to utilize unused
biomass already exists, the cost remains a
bottleneck. Nevertheless, | am confident that
the Brewed Protein fiber can break through
this situation with its added value. It would
be a more economical choice to keep using
the edible resources currently in use, but we
intend to use the costly unutilized biomass

for the Brewed Protein fiber and let manufac-
turers choose. We are hoping to achieve the
industrialization of unused hiomass through
further investment in infrastructure, so that
we can create more positive cycles in tech-
nology, scale, and price, as we work to solve
social issues such as climate change. In that
sense, | think our mission is to make a break-
through not only for the apparel industry, but
for all industries."

Beyond each and every cycle that Brewed
Protein fiber is generating, we can glimpse a
global-scale ecosystem design. In addition,
these research and development efforts will
bring about changes to the natural environ-
ment, making environmental DNA analysis and
other such methods even more essential in
the future. The actual value of sustainability
continues to be updated with the advance-
ment of technology over time. &
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a—R-7O7 1% ORFCRVAS . RERS
[CHENSEAT BTNV IR ICAT, 7 5R/H
HFI-THH70T A A 7)1-k- 7071
Y774 OB E L EHE LTV,

Kazuhide Sekiyama, the Director and Representative
Executive Officer of Spiber, was born in Tokyo, Japan
in 1983. While a doctoral student at the Graduate
School of Media and Governance, Keio University,
he co-founded Spiber Inc. in September 2007. The
company is engaged in the development of Brewed
Protein, a protein material for sound material-cycle
manufacturing, with the aim of realizing a sustain-
able society. The company is currently promoting
the commercialization of a new material category,
the Brewed Protein fiber, especially for the appar-
el sector, which is the initial focus of the company.

AXIS 049






050 AXIS

YATF TN T7olalld
SIHERT, SILMDIDD ?

Sustainable ﬁts]yion:
its origin and road ahead
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Pointed out as having a particularly significant environmental footprint,

the fashion industry has been experiencing a major shift toward structural transformation in recent years.

The so-called sustainable fashion emerged along the way, but what does the term actually refer to?

And how will this trend evolve in the future? We will explore its historical background and prospects with Daijiro Mizuno,
a professor at the Kyoto Institute of Technology specializing in fashion design.






FERE I REIDHYE, SRR ZST MBI YE, & LTk nl e A B 6 ~

X/ KEFAZRD

ZYHM T ryadRET T yiay; Au—+Tryia bl
ERERICHE[HATF TN Tryvav LS SEREE
K205,

WKbhacdprbbTF£OERRARKTHY, [k AHE
{1 &2 9 B ORI AR HLH b IR IR0 b h i
BUFELR, EDEDT IV BB AR OEE, Hito
WAk [HRTF TN 7793 THB ] EOFREAREICLT A
BT LAERETH ST bk E BRI (UNEP, 2023) HaBifL T
nbo Ficy KUEZH)ICH T BBUF < A 4 (IPCC) $ SDGs —i0
{8 ¢ & A AN A IC XIS F 5 72 8 & CRD(Climate Resilient
Development, RIRZBCHEE LB ) 2 RET 24, BRI
fle R EDHTHREEND ERY T2 028k ThHs,

TRIRTFT A TrovavRnokn, DL ki CcRH
INBEEST DD BERPLEDIESS . $72013FE DNV S
TV a Ky mERO [ 7477 FRER A Y., EEHEE
SNHFELICE N ICABLC e T 04 Bk S W52
Bz CNERBICT 7oy aV BERICHT BT I 746X L
ZIEPTAMEE 77y v av LR ) a—vay | BI44EICL S EARD,
Z2OHBIZa—n"ANT7yiav TV |(2016), [ 77y vay
Tx=7y R QI RERELERYRTF T A Tryvav il
T HEEFIEEARTI I NI, ZLTzLy =y —Y —HH
LIDEOICE A H—%27 —F ¥4 w34 F1(2016) DB, 2k
TIevFaT, wodv€—, KAbVeavdrs7 05, 754
AYF—R—NGRI—NR—AD LI BRKFavF L T4 T REL
FBLE—FDORR, ELICT AV A Tryvavy T FAF—thi#Es
(CFDA)® [2—u¥T v 77yvarvTIATVA b YATF
Tn-77yvavicBT AEHRER T CE e, BT BIC, ¥
ATFT N Ty avOEERGREETE CHRELL TS, &
WhZEE,

BEIEDQRICR, 19D GTH Iy FCHED AT 779y av
ERBALE 77yyavBE ) RS BRCOHEZ KT+
FBR 7 I, FBGE, i, BED R RICREITE e, 2
ORI THRICARD T 7y av B IO 3 3 EER AT E A A
¥y EUD i nflfiozoozas 54 50
(ESPR) | (2024) B 5, COHMIF30FELCIc EUNTHGES L
BRI LA R A LTI L b DL TR
<\ AR, Bt V2 —2Eh & bRz 16 HO B - HF
PSR Icat 52 I L fEBR (5 Y AL B N 2R— D A) B
KRB RORERS LA RO CE o7,

coXHRBAICk>T FRMCEVTTHNOFEIEN =27+
AVBIEICHE AT 2O KRB CeBRAXNS, EUIMMEE
TryvaviEEERETIEBNEREZMMBLTWER, Th
bORBRATLaAFHFAVHMRT 772 b 22 Z—FibThiE
EUBEA»LOTEE A RKEEICHES, £2CCHRTIERESEXS

2R R C B 2 EIRIER Y A 7 LA & | O LS TR
T DBRESEUE AT T A F 74 v | DFEERAT A, BIMRERHULE
ROFRL7c [MMEE R C B D LA N E Ry =T &b
bl [T ALV OB B ~H—Ry Ty b 7Y EEDTF
IFi#~ Ver.1] (2024) ZAOF IC R I N, Bt 7 v L 2DIRER)
R 2o COMBEL RO EFERH—H 797 b
HHEERLICTEIL 7L 27T L2 AV | (LCA) OF %
REALTWE, EEFRBRGKH OV L, RO 7 7oy av R
R R A, B BRICH b T 2B R wRILIC
HHDTE,

DL RHERDL, BEOHY RATHEL, HbY24mL
O EE AR L RBAEA T REL LS ERPIE
EHAIND, ZCTHEAMSLAZOR =L FRAE—Y =X
(M) | Th s, EEENEEEV A OELTREES KA
AT =7 RN E—DFERHEICZ T 7). AHO=-Z DA%
Fo e X2 Fr R it sl BEME R OL LR Ve COXOREZHIC
DA RREYE | AR RO RO <7 X4 L E 2 bIT
3o, 2OHVEEHEEHEART—2 R K —0 [THEE | % 57T
fexesciedh, REHCECOELS RIEEEEROER
DAELY, HATBEARICHES 2w F 20—y — XD
TREME R | BEREFHHO AR LA o TEE T oL B BAR
AAEEA~LFEHT oL EbN D, AXISHE20234E2H 5 CHEAMN
INETDES BT FAVR NIV 23774 T THL v | LFRENB,

TR VY22 7747 T HFAVORGBIE T 7oy av BECEW
T4, AoB kst T30RIINRETHE, FladFHCH3
Tf 72 #% B, HKRITA(The Hong Kong Research Institute of Textiles
and Apparel) D[ 779¥av 7 a—F+— TR | &, TRICEREH
DIILL7YHA TNy AT BERIED KBRS 2 bR D T2 =y
FORE BT YO THE, Ees A1XVTECHET 7y vav Dl
FIERAR) E—F Dbty P FTFHIOE—~AETHE)FT 4y
Fex 7 a—bAFHERE T 5 L b N5 KF B — A From
Farm to Fabric to Fashion | D % 5 &l D2 bk, 7FA%
ANRT 7y av T FAVICE DL TIEE (L 7 KB 2 sk
RIS 2HE 70 s 7LOREPHTWER, $220EKIA
Bz,

[Farm to Table( E3Ab g~ ) | 1ckifl$3 [ Farm to Garment | %
[Farm to Fashion| L5 £ ChbDHiEM AT FA G ), £
HMoffifiEEr AR OBEN B b ERETIOLEE%A5,
ENAED TS T 00, BEREREEET 00 TR
HIBECHZ2, wWIhICE &, RIFLE)ICHS Bk L HEO%
(xR LY ATF A=Y —XD DD HREATE~DEH
B FRFFIN T2y ay QRHEOPLDLLELLNED TR
R\ de FIBHEBEFRD BT 20D F FA v 3L 59 CEE
LTERR, 205 IcH oA REATRE L ic 22 FA Al REdE D
D DOTFFAVICOTDORET I FEARELE RV RO, @

AXIS 051






Towards sustainable development,
climate-resilient developmenf, and regenerative developmenf

Text by Daijiro Mizuno

What does sustainable fashion, a term that resonates with ethi-
cal fashion, eco fashion, and slow fashion mean?

Despite its high frequency of use, the definition of sustainability
is unclear, lacking any management, legal regulation, or globally
recognized definition in terms of word usage. The United Na-
tions Environment Programme(UNEP, 2023) also acknowledges
the problem of brands describing their products as “sustainable
fashion” without any clear definition or verification of the term.
The world seems to be polarizing into development control and
promotion, as evidenced by the non-biased attitude of the In-
tergovernmental Panel on Climate Change(1pcc) towards the
sDGs, which proposes crp(Climate Resilient Development) to
tackle uncertainty.

While taking a brief look back at the history of sustainable fash-
ion, we will trace the background to its growing attention. It goes
back to 2013, when the Rana Plaza collapsed in the suburbs of
Dhaka, Bangladesh, bringing to light the atrocious working en-
vironment in the illegally extended building. This incident led
to the formation of non-profit organizations such as Fashion
Revolution in 2014, followed by Global Fashion Agenda(2016),
and Fashion for Good(2017), which have been involved in the
activism to the fashion industry while promoting sustainable
fashion. This social trend was spurred by the Circular Design
Guide(2016) collaboratively released by the Ellen MacArthur
Foundation and 1DEO; reports released by major consulting firms
such as Accenture, McKinsey & Company, Boston Consult-
ing Group, and PricewaterhouseCoopers(PwC); and also by
sustainable fashion related information provided by the Coun-
cil of Fashion Designers of America(crpa) and the European
Fashion Alliance. What it implies, in short, is that the definition
of sustainable fashion is becoming increasingly rigorous today.

The past decade has seen a flurry of international regulations,
certifications, standards, and targets that also affect Japan, name-
ly the Fashion Pact signed by several major fashion companies
at the 2019 G7 summit. One of the most influential regulations
that will have a direct impact on the Japanese fashion industry
is the EU’s Ecodesign for Sustainable Products Regulation (ESPR)
(2024). It calls for regulations and information disclosure(intro-
duction of a digital product passport) on 16 product and mate-
rial development groups, consisting of durability, reliability, and
reusability; as well as a prohibition on the disposal of unused
products, to ensure that a wide variety of products distributed
in the EU, including textiles, becomes socially and environmen-
tally responsible by 2030.

Such regulations will lead to a future where only products that
conform to eco-design regulations will be placed on the EU mar-
ket. At the same time, the de facto standardization of eco-design
regulations at leading international design fairs in EU countries
means high entry barriers to the market for countries outside the
EU. As a countermeasure, Japan implemented the Study Group
on Sustainability of Textile and Apparel Industry by the Ministry
of Economy, Trade and Industry, followed by the Guidelines for
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Environmentally Conscious Design of Textiles; and Environmen-
tal Impact of Apparel Products: Procedures for Calculating Carbon
FootprintVer.r(2024) released in September by the Consortium
for LcA Human Resource Development in the Textile Industry,
launched under the leadership of Shinshu University. This will
disclose the calculation method for the coz equivalent of green-
house gas emissions in each manufacturing process, as well as
the Life Cycle Assessment(LcA) procedure, which specifies the
calculation method of carbon footprints. The Japanese fashion
industry is being urged to respond to international regulations,
certifications, standards, and targets, with the industry, govern-
ment, and academia working together.

In light of these circumstances, the argument for reconsidering
the entire paradigm of the industry and embracing a scenario
premised on interdependence with all forms of living organisms
has been highlighted in recent years. Multispecies plays a key
role in this context. Sustainability should not be focused solely
on human needs, as the more complex and diverse ecological
disciplines intermingle, the greater the impact from the stake-
holders involved. The idea of regenerativity based on such a no-
tion is considered to be the next paradigm of sustainability. It is
about bringing to light the potential of a wide variety of stake-
holders, whose ultimate goal is to build a natural capitalism that
goes beyond the management of industrial ecosystems, where
the sustainability of multispecies involving renewable resourc-
es is responsibly managed by industrial workers themselves. As
described in the February 2023 issue of AXIS magazine, such
design is referred to as regenerative design.

However, there are still very few successful examples of regen-
erative design in the fashion industry at this stage. To name a
few among them, the Fashion Future Lab of the Hong Kong
Research Institute of Textiles and Apparel(HKRITA), a research
institute in Hong Kong, is dedicated to developing a factory unit
consisting of a recycling system and hydroponic cultivation of
cotton that is completely independent of the natural environ-
ment. A new postgraduate educational program, From Farm to
Fabric to Fashion, will likely be established at an Italian fashion
school in Polimoda, by Lidewij Edelkoort, one of the world’s
most renowned trend forecasters. The program is expected to
provide experimental knowledge that covers the entire process
from growing fibers and spinning to designing textiles and fash-
ion. Yet, no actual achievements have been made.

These pioneering design activities, described as “Farm to Gar-
ment” or “Farm to Fashion,” similar to “Farm to Table,” would
create new value standards through their interaction with na-
ture. Whether to be a factory of goods or an environmentally
regenerative agriculture remains to be determined. In any case,
one of the prospects for sustainable fashion is the development
toward natural capitalism for multispecies, involving changes in
agricultural practices and production methods in response to cli-
mate change. While sustainable design with exhaustible resourc-
es is finally showing signs of stability, the study of regenerative
design with renewable resources has just begun in earnest. &
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Definition

“fashionable clothes that incorporate fair trade principles with sweat-
shop-free labour conditions while not harming the environment or work-
ers by using biodegradable and organic cotton”

“the positive impact of a designer, a consumer choice, or method of pro-
Ethical fashion duction as experienced by workers, consumers, animals, society and
the environment”

“clothing that seeks to minimise its negative impact on the environment,
employees, and animals via processes that include, but are not limited
to, slow fashion”

“Any clothing item made in an environmentally friendly process including

Eco fashion recycled materials, nontextile materials, and reused clothing”

“A philosophy, design approach, and method of consumption that pri-
Slow fashion oritises the relationship between the wearer and the clothing, local pro-
duction and resources, and ethical treatment of workers”

"....ecological integrity, social quality, and human flourishing through
products, action, relationships and practices of use”

Sustainable fashion

Mukendi, A, Davies, |, McDonagh, P & Glozer, S 2020,
‘Sustainable Fashion: Current and Future Research Directions, European Journal of Marketing, vol. 54, no. 11, pp. 2873-2909.

WEFRTFTI-T7yars (BEHR. 2022) p.43LY
Daijiro Mizuno, Sustainable Fashion (Gakugei Shuppansha, 2022), p. 43







BUZIGAHILL

The latest fashion in
search of the best possible solution

for creation and sustainability
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When you hear about fashion from Africa, you may imagine colorful and traditional garments. However, this is not the
case with an attention-grabbing brand in today’s high fashion industry. This brand is a more conceptual embodiment of
Africaand has carved out an eccentric position in the world of high fashion. BUzIGAHILL was founded by Bobby Kolade,
who returned to Africa to launch his business after working for European luxury brands.
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From the latest 2025 Spring/Summer collec-
tion. BUZIGAHILL tends to be categorized as
menswear, but it is also for women as many
products are available in unisex sizes. Its upcy-
cling of secondhand clothes is different from
a handcraft-like product of chance. The de-
sign is the result of a careful layout of parts to
make the most of the clothes material. While
itis possible to duplicate the same design, the
items are truly one-of-a-kind, utilizing the lo-
gos and other features of the original clothes.
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BUZIGAHILL studio has 23 elite members under Bobby
Kolade. Passionate about contributing to Ugandan
society, Kolade finds it most fulfilling to provide
jobs for young women. Seeing his staff grow, from
a sewing crew member to a manager, for example,
brings him joy.
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Despite the agitating news that the Global South is
a fashion graveyard, Uganda’s secondhand clothing
markets are full of clothes waiting for a happy second
life. Bobby Kolade frequents the market for treasure
hunts. The material (i.e, secondhand clothes) of his
specific interest is denim. The designer even declares,
'A polyurethane blend is not denim. It's an offense.”
Just imagining him and his staff turning a pile of
denim clothes inside out, hunting for 100% cotton,
is enough to grow an attachment to their products.
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Recipe for secondhand clothes

Perhaps the most important reason for Buz-
IGAHILL's worldwide prominence is the brand’s
signature line, Return to Sender.

"Uganda has a secondhand clothing mar-
ket industry and Return to Sender products
are made with materials exclusively from this
market. Our main sales channels are trendy
shops in the Global North, including BEAMS Ja-
pan. BuziGAHILL gives new life to clothes that
have ended their lives in wealthy countries
and returns them to the countries where they
were originally discarded,” Kolade explains.

As the line's name "Return to Sender”in-
dicates, it is not only a resource recycling solu-
tion but also a direct challenge to the issues
of fashion and overproduction.

"Our design process starts from listening
to the item in front of us. Using secondhand
clothes means dealing with unusable parts
with stains and snagging, which is very disap-
pointing, like finding a stain after finishing a
fine jacket. This is why | don't set a fixed theme
foreach season. We'improve’ our previous col-
lections to lead to the latest ninth season. The
essence of this line is to explore what we can
do under constraints we have."

Do we find garments produced through
these processes truly attractive? For instance,
ashirt that is obviously made from two shirts
stitched together has an extra collar on the
shoulder or back. The exquisite balance of
the seams is a testament to the expertise Ko-
lade acquired at Margiela. With its perfectly
designed avant-garde vibe, it is no surprise
that his clothes are found in top-tier shops as
high-end fashion.

"The brand celebrates its nine seasons,
and there is a fair amount of leftover fabric.
Our goal is to develop accessories and furni-
ture using the waste materials.

Upcycling with a team of women

The fact that BUZIGAHILL'S products, despite
such pre-existing design constraints, fasci-
nate discerning buyers in the Global North
is indicative of the driving force behind the
brand: Kolade's personal vision.

"What | learned at Maison Margiela is in-
deed like a bible for me. I think it oozes out
naturally into my clothing design. But I don't
want to be like a creative director of a big Mai-
son, who just devotes oneself to creation and
leaves the actual production to assistants. Sep-
arating the creation team from the production
team is a failure for a brand. BUZIGAHILL works
with female tailors. We integrate their ideas.
[tis important to ensure communication be-
tween the teams.”

Providing employment opportunities
for young women is one of Kolade's delib-
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erate initiatives, as the brand-driven second-
hand clothing market has a negative aspect,
causing reduced jobs in the textile industry.
“Despite Uganda’s long history of produc-
ing high-quality extra-long staple cotton, the
industry has lagged in developing as a busi-
ness, and has been overwhelmed by cheap
imports, leaving very little production today.
95% of the production is exported at unfairly
low prices, leaving insufficient quantities for
domestic uses. The apparel industry is no dif-
ferent. The lack of well-organized garment pro-
duction factories—a de facto standard in the
Global North—adds difficulty to every step of
clothes production from scratch, such as weav-
ing fabric, cutting according to a pattern, and
sewing. This is where redesigning of existing
clothing came in. Using secondhand clothes
as a material is the inevitable consequence
of limited options but is also a political state-
ment about the current situation in Uganda.”

Resource circulation through
the power of design

Bobby Kolade calls himselfa creator, social ac-
tivist, and political voice. He naturally has an
argument not only about Uganda, but about
the whole fashion industry.

“In the future, | think it might become a
better option for other brands to redesign ex-
isting clothing instead of constantly making
new products. At the very least, there should
be a zero-waste policy or a maximum limit
on annual production capacity. As for BUZIGA-
HILL, a lifetime supply of secondhand clothes
already exists as materials to redesign. We will
continue to explore how to upcycle them as
our own clothing.”

Is there a trade-off between creativity
and the pursuit of sustainability? BUZIGAHILL
achieves sustainability without sacrificing its
creations, surprisingly, through the conven-
tional method of upcycling used clothes. It
is also committed to the North-South divide
and women's empowerment. We cannot take
our eyes off the collection sent from the Glob-
al South with a somewhat defiant message:
“Can you pull this outfit off well?" &
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Top: As the name suggests, the Twin Shirt consists of two shirts sewn together back-to-back
The simple structure of stitching through the shoulder line of the shirts from one sleeve
to the other results in a diverse range of appearances, depending on the shirt pairings.
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Bottom: Double Neck Shirt is made by stitching a shirt diagonally from the shoulder of an-
other plain white shirt. One of the sleeves, extra-long and slightly stiff in texture, creates
beautiful pleats by buttoning the sleeve cuffs. The collar opening at the shoulder tip offers
a fashionable and healthy way to show the wearer's skin.
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Bobby Kolade is a fashion designer from the Republic
of Uganda. He completed his masters degree in fash-
ion design atthe Academy of Arts Berlin Weissensee.
After working in the design teams of big fashion hous-
es, Maison Margiela and Balenciaga, he returned to
Kampala, Uganda, in 2022 to establish his own brand,
BUZIGAHILL. He is also active as a social and political
activist. BuziGAHILL also offers the Ugandan Originals
line in collaboration with local artisans
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The photo shows YUIMA NAKAZATO Autumn/Win-
ter 2024-25 collection,UNVEIL. A museum in Calais,
France, hosting a retraspective exhibition, "Beyond
Couture,” showcasing his work over the past eight
years."l was able to compile my work at the retrospec-
tive exhibition, and now I'm looking ahead to the sec-
ond chapter. Id like to present my approachin a new
phase based on my previous activities." (Nakazato)
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Desperate scene of textile waste
mountains in Kenya

"| visited Kenya because | wanted to know
how clothes ‘end'their lives, where their des-
tinations are."

Dustto Dust, directed by Kosai Sekine, is
a documentary film about Yuima Nakazato,
a fashion designer behind YUIMA NAKAZATO.
The film follows his visit to Kenya, a destina-
tion for discarded clothes from all over the
world, to create new outfits from the moun-
tains of waste clothes. Nakazato looks back
on how the film production started, which
caused a sensation immediately after its re-
lease in March 2024.

The fashion industry is posing massive
environmental concerns. In today's society of
rampant fast fashion, few people know exactly
where the castoff clothes that have lost their
value end up. More than 150,000 tons of used
clothes are allegedly brought into Kenya's cap-
ital Nairobi from around the world annually
due to low tariffs and other reasons, turning
the city into a fashion graveyard. Clothes and
scrap textiles overflowing from choking local
secondhand clothes markets form huge piles
of trash in the open air, causing serious social
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problems such as plastic pollution from poly-
ester-blend fibers flowing into rivers, destruc-
tion of peoples living environment, and fires.

"When | was there, | felt a sense of despair.
But then | thought maybe I can find a clue
for future design by taking a closer look at it."

Nakazato was torn between the vaice of
the people in Nairobi, insisting on "No more
clothes," and the fact that he is a fashion de-
signer to create new garments. The INHERIT,
Spring/Summer 2023 collection and MAGMA,
Autumn/Winter 2023-24 collection were cre-
ated to overcome these gaps.

Anew perspective: Dressed in a story

INHERIT was designed with a textile made from
50 kg of used clothes, called Mitumba, which
was converted into non-woven fabric using
Seiko Epson’s Dry Fiber Technology. Delicate
and deep colors were achieved by the latest
digital textile printing technology. "The big-
gest challenge was how to turn something
with negative value as clothing into cloth-
ing that is not only beautiful but also worthy
of the Paris Collection,” recalls Nakazato, the
second Japanese designer after Hanae Mori
to be chosen as an official guest designer for

TUNVEIL) 07/ VBEEBRY QT 21— T4
- CRATEEIIvITH BT 2RI,
HETENLTVFHEORRE, HRHSHRO
ElECHETE TV, TUITATHRRHISRR
77vyavETERMAME - FREELIZHE, (2
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SHRIRATAvIRELORABZLRVET. fi
AEERNHERTHER—YE HILHORIHS
DRV ZEERTESBTHFIVIC, HEV BigRE
DBRTRGLEMEZBLTLS LT ICEL
TWZERBBHELNAE L (RE).

Design drawings for UNVEIL and neck accessories. The
ceramic used for the accessories is a presentation of
ephemeral beauty. Elements of delicate and fragile
handicrafts are fused with the evolution of clothing
since ancient times. Nakazato has been engaged in
historical research and exploration from primitive
clothing to contemporary fashion. “Menswear per-
haps has more room for drastic change than wom-
enswear when it comes to future evolution. Take a
suit that evolved from military uniforms, where its
design can shift from clothes for fighting'to some-
thing that indicates no intention for fighting, or from
designs for functionality to those for more decorative
purposes.” (Nakazato)

the Haute Couture Week.

Through his two seasons of challeng-
es, Nakazato realized anew that ‘people are
dressed in a story." In addition to achieving
aesthetic beauty, it is about designing a story
for the clothing. Because he designs one-of-
a-kind couture pieces, Nakazato sternly asks







himself whether his design has a story that
will entice the wearer to tell others, and that
will powerfully inspire the wearer and the
people around them.

Nakazato also incorporates social issues
into the story, which he calls “artistic journal-
ism."He first encountered this concept when
Hideaki Ogawa of Ars Electronica Futurelab
invited him as a guest lecturer to a class of the
same name at Keio University. "In this mod-
ern age, verbal language sometimes seems
to be too powerful a means of communica-
tion. It can be critical and aggressive without
realizing it, leading to backlash and division.
In this situation, | think that future fashion, as
nonverbal art, has an important role in com-
municating the concept of clothing as nonver-
bal journalism, for example, on the subject of
sustainability, through garment design, while
accepting different interpretations and a cer-
tain level of misunderstanding.”

He believes that artistic journalism al-
lows some leeway in communication, which
is different from enlightenment,

Clothing that challenges the concept
of clothing

In the history of fashion, such an idea is not
so outrageous. Fashion history is a series of
‘rebellions,” according to Nakazato, who has
been engaged in constant research and ex-

ploration of the history of fashion, from its
primitive phase as protection from the out-

side environment by wearing animal furs to
the designs seen in today's Paris Collection.

Clothing used to be typically homemade,
but overtime it became subject to mass pro-
duction and mass consumption. This led to
changes in designs, manufacturing processes,
and materials, but objections to this situation
have also been made through clothing. Just
like the Chanel suit with light-colored tweed
by Caco Chanel propelled women's social ad-
vancement after World War 11, Nakazato be-
lieves fashion has the power to change soci-
ety and people’s values.

"I think currently the power and effect of
clothing is not well understood. Haute cou-
ture is like F1 carsin the automobile industry;
it's not something that would be widely pop-
ularized, but it's very common that research
and efforts made for FI exert influence on the
development of regular cars. That is why it's
so important what kind of story unfolds be-
hind couture designs and what messages the
wearers convey.”

Global clothing production doubled from
2000 t0 2015, and is expected to double again
by 2030, with approximately 75% eventual-
ly being discarded. Faced with an industrial
structure driven by fast fashion that seems to
have reached its limits, YUIMA NAKAZATO seeks
to restructure the humanity-fashion relation-
ship. His potent, nonverbal counter will one
day have repercussions not only in the fash-
jon industry but also in realms beyond what
many of us can imagine. £

TW3. TOFHEZIL I3V OIA-YBHRCEE
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Photos of textile landfills in Kenya taken by Naka-
zato, and his favorite Leica with a vintage lens from
the 1970s. The photos were used as iconic images
for the collection.

FEDFHE BT RFIAVTY—BRE THZBRL R
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From the documentary film that follows Nakazato's
activities, Dust to Dust, directed by Kosai Sekine. More
than 150,000 tons of used clothes are brought into
Kenya from around the world annually, causing se-
rious social problems such as polyester plastic pollu-
tion and destruction of peoples living environment.
The film closely follows Nakazato as he was torn be-
tween the voice of the locals, insisting on “No more
clothes,"and being a fashion designer who regularly
presents his new work at the Paris Collection. (From
the same film)
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coconogacco

Coconogacco’s fashion education:
A spiritual sustainability through
unraveling the roots of the self
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Coconogacco is a private school founded by fashion designer Yoshikazu Yamagata. It is not where you learn about fashion or

acquire skills, but a place where you cultivate design creation that explores the essence of fashion, which leads to spiritual sus-
tainability. We delve into Yamagata's ideas that redefine Japanese fashion education through a focus on ideas and expression.

3/ )IER
Text by Junya Hirokawa

BEE/FRE
Photos by Go ltami

77yvavDERzLS

2007 cBHED77y¥3avL—~Jb
Twrittenafterwards (U k> 7749 —7—
Z)1%U5 L LRI, 085 R
Lt 7 Z4~~k2% -]l Tcoconogaccol,
TryavkT—ELERBEZVOHT
HUBHL, MBAPEMTEEL ZRPZ
OLERBZREBOBRICESEBENTVS,
AFROEFRICE. LFRORELERNHS.

CEDF. 77vvavIics 12RO
ZBEIHERKC. TYVTPAATEEN
ElREmEEV, YT Y3V TREED
IEVWEDERT,

BAD77yya BB, HaMUE. B
FOT77yvavPlERERYANSD
5TRE-I S FIARE ATV DAA—
MEEDDLUH OB P EMEL ST LI
kEHBELGRE, BIHENERRL. BLT
coconogacco Tl [ZEZERA—PEfR
Ah? ) LIBARE R AR FAT. 208
REAERS Whati 2ERLTVS, IS
3. BRARRLECAE<ED->LBAOK
REVWSbE, BRAICRZZBEEEH,

RREDBUBBEETLELT—>30T3, TRA
YARI-ZOBEOKT. 152BLCHREER
R, BRE4RCLROETSEH THESN
BERHIERTRETS.

A scene from an advanced class, where students
present the pragress of their work After a year of
refinement, the students present their work at the
annual senior show held in April in Fujiyoshida
City, Yamanashi, Japan.

TZNETEALEA DLW LFEEXED
MEEZRLENEL. BROSEOEEHE
BEMELESELERBRRMROMRE
&7, WARENDLERNROFLET
BRELTVWET, Wb T77yyarTHda
URIYIAYaVEEVWTE, Z3V o
NYEERNSHCRBRINTVET,
CoCoN0gaccoTHRETI}, FTRZOL
SHMBRNCHETNTLEITVBED
ERBNICIRZZCEEERLTVET, A
AhSitREHELETTVDTHNIE,
BEPHENTVWIIAYarvEROEN
B, 7ryiavyDEEPXREHEEN
[CEEIRLERIC, BROT/YRTER
DS TEAOIN—VERZRIZ PR
BILAEEIRENBIEERFTTIEED.

ZOEOWEE, ZHECRROXLR
MERGE. ZORRETHTERDIL
EEATWS,

MIZIE. BEFOFEPANEEICOVT,
IELCITVHEDFIANI A ZTLHED
—RHNELE, ZHYZABBEDT
ITORBELR. EOBARNTEVGEE
BALET, Bz e, O-hILaHE
B RRNBERO#CeshnT, 4T
123V CRITEES5Z. AREANLHVE
7 LIEHT3.

BEAOTFHA L9 I1avEESER

COCON0gaccoORINDEIVEDDE RN,
FREREFETIRE, BROHEREIC

AXIS 065






BIROHTRd, 1FIROEL M- b
N—FUAERMRECEZLRILRBESD
REBICHB. (FIATHRERLRLBH
B MERCHNECETHEEZZGRILG
. BRICET7yY3voUI(>av0t
BEOUNRELDEZCEST.

LD AFOEFIERICE-> TV RO T
EY =R, B2TYIVBEDOREDENH
3. BEPMMOTTAVEERZTSIE A
ATHCZELB>RILER, XoEDT
YA VEZBV 32L KRTAHED)
ETUHBVETONMEI, RAZERTS
B zfen.

ITHAYOR¥ETHBBTROIC, KT
MRMEERN BT, 2RO ZKAR
RlEPahoTaUELLR LRVES,

AFUZNSREL LR, FFIERP
KEQETHBETIHEZBUT, FEB
ROBAERALLSBBRERDFELE]

Zoft. WHBESAEEADT 7y avH
Bl TWhat) 2R&2}, BADEXZTY
1) IAavBBERBLLSEUEE
[F1zdhi coconogacco BO T2,

rhoRLE3 MG hoLENS
RREFIEHT

MMM E, TrvvavaN\vIF5oY
RETBEBENS D T coconogacco 2
M REF Ty avERALZENDHED
BRBESED, 35, FHUALNKER

ET. 7-MPRE SoCR#R%. 8%

DEFEEPIETIEED. RUEDPERE
W3, ERORELBFLETRERIIBS

. BRBMPBENSEIRBLEESE,

ZOHHRSFELELTVS,
BRHOUEOH, LRBAEICT7YyYaYy
PTNALIEVSTRBELRITLESEWS

EANBBIE, WHE, T7yiavEE
BEEVTHRLTARORENRE ),
PP VR E OZ AL VYN a2l
TBCLIERETD, RAFEREPYE
FEEVSLT7yvva REMARERNET
BHAOEENSEZORBMESINNZS.
SHICILFER. TBEF0BZ0IEZEN
[P TRBADEALRABIVET ) &
%, ThlFcoconogacco, FHEFN
TNOREEZERLLEEZITTVBLD
£33, 2CTOTHAUI)IA42 308
ERBOR TAF>THEBS? ) EVSFHE
WRRWATE, WkEShEz, TDORE
ARG RT3,
[77yvayOEEERTE, £HizEl
LETH1F—RBIENSHLVWTH A %
£d, ZNHIRSPHERFAELEHRLTY
7. BA0IVTLyd ALY, IES
NEEOE-EYICATE- T ®EPYY

W RA (B H+R) / coconogacco H& U writtenafterwardstt &, 1980 REBEF N, 2005F Mo b I—F U ZEMAE T 7930 THA/ERD4X
YADITA-REEFTEE, BEPLY3Y - AVT—/OTFIVTYRIY Mt s, 07, BHEDT 5K Twrittenafterwards ) 1z, M52 LDEBLIEER
B0 TN BRBRCESH BV I 7y s RRBERS B, 09F (AT 04 T —RA E— R ELVF—LICTH-T20 977y arva—% Bl 1558%
AELTHHTLYMH Prize /32— b, THAF—ELTOBEHOA DG, T7yavRRORBEFVDHELT coconogacco) & EE,

Yoshikazu Yamagata (center of the photo), born in Tottori in 1980, is the founder of coconagacco and writtenafterwards. In 2005, he graduated with top honors from
Central Saint Martins with a Ba in Fashion Design Womenswear. After working as a design assistant to John Galliano while still a student, he established his own
brand writtenafterwards in 2007. With the concept ofsharing the wonders of dressing up’, he experiments with fashion expression free from the constraints of pre-
conceived ideas. In 2009, he presented an opening fashion show at the Arnhem Mode Biennale, followed by being the first Japanese designer to be nominated for
the LvMH Prize in 2015, Currently, he organizes coconogacco as a place for experimentation and learning of fashion expression, in addition to his work as a designer.
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Experimental clothing made of construction ma-
terials (left) and a work made with pieces of nee-
dle punch carpet stitched together (right), both
created by a student who usually works in spa-
tial design.

77yyavBENLEERNSYURER
WED, HRITERNOT IV EER L
FLMEBTRELERABOAL YT 1,
BESVA LI THRITRER IAEEh
INET, EHBZE. ADOPEERCT
70-FLTWZENAET, DORHRA
EMGEWEEZBCERTFEITVLE
HBYUETIEFD,

SEE T77yvavoT(vavid A
BOBEEEESD, ST7PF1TEV2TAT
REEDHHTVET, BHOEFRMERH
F LO3AE] CMNBL AT — (FE)
THdEVWS—RICBVT, coconogaccolc
513779 3avT AU OUREEORR L,
RE, BHEELEELZOREKICNTES
TO—REELVOIETNh TV S NYEEHR
Rl SECHELBEREADBBENT 7
O—-FELTERBINBLS - 47
Y FATO-F I BER BEERELLAN
BELTWBESICRATHYF AL LR
1%,

B —Y RSBV, FEL, RRT
BILICBEEHBL, F5TBLTHHEER
AT, APHER CERRAITEEETREST,
77y¥avET—XICLERBEOAEDE
[C. BSEMERV. PAT T4 T4 %ML
TRBMESRTER VS, Tryyavo
HERRENRATS, @

Unraveling the roots of fashion

Coconogacco is a private school established in
2008 by Yoshikazu Yamagata, who launched
his own fashion label, writtenafterwards, in
2007. With its focus on fashion-themed ex-
perimentation and leaming, the school gives
prominence to the cultivation of expression
and ideas behind it, rather than knowledge
or skills. There were Yamagata's thoughts
and experiences behind the establishment
of the school.

The first thing he had in mind was a de-
sire to create a space where one could un-
derstand the concepts originating in Asia and
Japan as deeply as the Western concepts in
fashion creation.

Since the Meiji era, Japanese fashion ed-
ucation has esteemed highly the acquisition
of knowledge and skills based on Western
fashion and values, as can be seen in current
technology-dominated education, centered
on knowledge and skill to make clothes like
Aline skirts, for example. In contrast, cocono-
gacco attaches much value to the importance
of questioning the very concept, "What is a skirt
in the first place?" Yamagata stresses the need
to objectively understand the Japanese cloth-
ing culture, which has gone through drastic
changes since the Meiji era.

“Since the Meiji era, the Japanese people
have been trying to westernize themselves
physically, mentally, and even spatially, dis-
avowing our own culture and values that our
ancestors have developed for centuries. As a
result, we have a strong sense of inferiority
and longing for the Western culture, deep-
ly rooted in our minds—particularly evident
in fashion design and creation. In the class-
es at coconogacco, we first try to objectively
grasp things we are unknowingly influenced
by. Creation with high intensity and purity is
amust when going global. Instead of imitat-
ing the Western culture, we need to compre-
hensively understand the history and context
of fashion, and to more or less embrace the
concepts and feelings associated with our
roots,"he continues.

This explains why Yamagata encourages
students to unravel the origins of their own
ethnic backgrounds and values. "The students
will learn about Western mythology and the
0ld Testament; the monotheistic concepts
of Judaism, Christianity, and Islam; as well as
the fundamental differences in Asian religious
cancepts and cultures, including polytheism
or Buddhism, for example. The understand-
ing of the roots gives depth to creations and
expands the possibilities, without being con-
strained only by indigenous or contemporary
values,”he remarks.
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Students reflect upon their own identity and personal expression through feedback
from the instructors. One of the distinctive features of coconogacco is its excellent
list of guest lecturers, including Hirofumi Kurino, Senior Adviser at United Arrows, and
Sarah Mower, a professor at Central Saint Martins.
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The classroom, filled with unique works,
is a place that encourages out-of-the-
box creation.

A place to cultivate Japanese design creation

Having had difficulty adjusting to the Japa-
nese educational system, Yamagata dropped
out of a technical college and studied at Cen-
tral Saint Martins in the Uk—another reason
for the establishment of coconogacco. After
encountering a completely different educa-
tion and set of values in the uk, he came to
believe that Japan also needed a foundation
for fashion creation.

Here is a story from his personal experi-
ence in a design class at the technical school
in Japan. After tracing the design drawn by a
teacher, Yamagata drew a fat figure in his own
design, which was given an F grade, meaning
a fail—though only grades A to D were sup-
posed to be given.

Yamagata recalls, “The educational envi-
ronment had somewhat conservative values,
to the extent that uniformity was required
even in design classes.”

As he lectured at technical schools and
universities after returning from the uk, Ya-
magata encountered many students who felt
the same way as he did when he was a stu-
dent. Coconogacco was a way for Yamagata
to putinto practice the design creation educa-
tion that he had been questioning as to how
it should be in Japanese fashion education.

Drawing out expression from the human
image that reflects the inner soul

In the early days of coconogacco’s opening,
the majority of students had backgrounds in
fashion. Currently, only 20-30% of the students
have studied fashion, and more than half have
no prior fashion-related experience; they are
students specializing in art, architecture, so-
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The students'works are not limited to fashion, but include diverse expressions that reflect individual backgrounds
and their awareness of issues. The instructor and other students also reach outand engage in a dialogue.

ciology, philosophy, and psychology, as well as
office workers and housewives. The youngest
student so far has been a junior high school
student, and the oldest has been 84 years old.
The diversity of the students is increasing year
by year, with some coming from across Japan
and South Korea.

One reason for this is Yamagata’s idea of
expanding the framework of fashion and ap-
parel. He defines fashion not as just a way of
dressing, but as an essential human activity,
and fashion design as the creation of a new
human image. The diversity of the expertise
of the lecturers, who come from fields other
than fashion, such as cognitive linguistics and
physics, also gives an insight into Yamaga-
ta's thinking.

Yamagata adds, "l have the impression
that more and more people are coming to this
school to expand their harizons."This is prob-
ably a reflection of the school's approach to
teaching, which values the inner self of each
student. The core of design creation at coco-
nogacco is the fundamental act of knowing
oneself, as Yamagata describes as ‘a human
image that reflects the inner soul”.

"It is evident from the history of fashion
that designers who have brought about in-
novation have created new designs out of
oppression, and that these designs are also
related to society and social issues. Connect-

ing one’s sense of inferiority or suppressed
emotions to expression or creation can po-
tentially allow one to approach those with
similar issues.”

Inthe advanced course at coconogacco,
which lays weight on presentations and dis-
cussions, students verbalize the things that
have influenced them, the things that interest
them, and their sense of aesthetics. The stu-
dents will then present their work based on
the outcome, followed by feedback from the
lecturers, including Yamagata. This is when
the discussion begins.

In order to avoid narrowing the scope of
ideas and output, Yamagata takes a non-judg-
mental approach to all works, never giving
direct answers. "Our role as instructors is to
objectively look at the relationship between
background and output. We try to uncover the
inner self that has been suppressed by society.”

Understanding sustainability
beyond materiality

Yamagata has always focused on a deep ex-
ploration of one’s roots and essence, rather
than staying on the surface level. Therefore,
his discussions of the sustainability issues con-
fronting the fashion industry in recent years
do not limit their scope to materials and the
environment alone. Yamagata says, ‘| don't

think issues of sustainability should be solved
solely with a focus on material aspect. Fash-
ion is something inseparable from a sense
of longing and inferiority. In considering the
design of sustainable products, sustainability
is greatly influenced not only by the product
itself, but also by the mentality and mindset
ofthe user. That is why we need to approach
people’s emotions and values, focusing on
the sustainability of the inner soul."

"The fashion creation is also connect-
ed to the spiritual aspects of human beings,
in terms of caring and curing. To me, there
seems to be a common awareness of issues
and approach between coconogaccos explo-
ration of the possibilities of fashion design,
and the Self-Directed Research, the recent care
for the mentally ill and their families, or the
Open Dialogue, the therapeutic approach for
schizaphrenic patients—all of which are rem-
edies that touch people’s innermost feelings'
through opening up the relationship between
selfand others.”

Givingimportance to understanding, re-
specting, and expressing roots of the self leads
to sustainability not limited to the material
aspect, but also in the mind and values. The
new role of fashion in terms of self-reflection,
identity establishment, and spiritual sustain-
ability starts to become clear when we look
at the very essence of fashion expression. &
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Innovations in artistic education by
a dyeing and weaving artist:

Ars Shimura’s reverence

and ideology on natural beauty
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d weaving artist and essayist, Fukumi Shimura, established Ars Shimura in 2013 at the age of 88, along with
ughter Yoko and grandson Shoji. More than just a place to acquire technical skills, Ars Shimura is a place to ex-
the deep connection between nature and humans, the artistry of handcrafts, and the philosophies and ideologies
underpin them. Through the words of these three visionaries, we catch a glimpse of craftsmanship that transcends
ainability.
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Ahandwoven pongee Shoji Shimura was wearing on
the day of the interview. Crafted himself, it is made
from Tsunagl-ito (connected threads). In Shiga, the
spirit of ‘shimatsu’ (cherishing and using things to
their fullest) is deeply ingrained among merchants
and locals. This tradition transpires to repurposing
short leftover threads from weaving, carefully recon-
necting them to create usable yarn.
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*| used to think it took 10 years to get one color right,

but these days, | think it takes a lifetime.”
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Fukumis 1961 work Mist. Lake Biwa always held

a profound presence in Fukumi's inner land-

scapes. This piece draws inspiration from an

old fabric owned by her mother, evoking the

image of rising mist and dewy air.
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All photos are from the Shiga Museum of Art's
4oth Anniversary exhibition, The 100th Anniver-
sary of Her Birth: The Woven Colors and Words of
Living National Treasure Shimura Fukumi, held
from October 8 to November 17, 2024. A recent
portrait of Fukumi Shimura was displayed by
the entrance alongside the phrase 'lsshoku Is-
sho (One Color, One Life).’
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The silk threads dyed using plants vary in color depending on location and season. ‘Because
they are living things, natural dyes are sensitive to their environment. Beautiful colors in par-
ticularare often fleeting and delicate. | suppose this is the destiny of beautiful things, yet | find
myself continually pursuing these stunning colors’ (Isshoku Issho, p.59).
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Threat to nature’s survival

The origins of Fukumi Shimura are deeply
rooted in the philosophy of Soetsu Yanagi on
“Mingei” (folk craft). During the early Showa
period, Fukumi's parents engaged with Soet-
su and other Mingei artists in Omihachiman,
Shiga Prefecture, drawing inspiration from
their new philosophy of beauty. In 1927, the
Kamigamo Mingei Kyodan (Kamigamo Folk
Crafts Association) was founded in Kamiga-
mo, Kyoto. The year prior, Fukumi's parents
had also contributed to the establishment of
the first private elementary school in Shiga
Prefecture, Showa Gakuen Institute. It was a
school that encouraged creativity and inde-
pendence, resembling a modern free school
with a focus on art education. Unfortunately,
the association and school eventually ceased
operations due to interpersonal conflicts and
financial pressures.

Even so, the seeds of portraying beauty
through craftsmanship were passed down
from Goro Aota, one of the association’s mem-
bers, to Fukumi’s mother, Toyo Ono. These
seeds embodied the art of dyeing and weav-
ing: spinning thread, using plants for natural
dyes, and weaving on a handloom. The beauty
of the natural colors extracted from the plants
captivated Fukumi, just as it had her mother.
At a challenging turning point in her life af-
ter age 30, Fukumi chose to pursue the art of
dyeing and weaving—a path her mother had
once reluctantly abandoned—despite facing
objections from those around her.

“My grandmother must have certainly
been ready to bumn bridges when push comes
to shove," reckans Fukumi's grandson, Shoji,
imagining her mindset at the time. “Up until
the beginning of the Meiji era, silk was mainly
dyed using plants in Japan. But with synthetic
dyes being introduced as a symbol of modern-
ization, natural dyes were entirely overlooked.
My grandmother made the bold decision to
embrace natural dyes in such a backdrop. Her
choice to bring artistic sensibility into the world
of pongee weaving was rooted in her unwav-
ering determination and belief”
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The design sketches are created with colored pencils
visualize the piece, with detailed calculations of the
ber of threads needed to weave the patterns. ‘| alw.
with color whenever | want to weave somet
as they are dyed sufficiently, it is better not to overcompli-
cate things. For me, color is form. | weave with color much
like writing a line of poetry on a blank sheet 8f paper” (/s-
shoku Issho, p.40).
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Fifty-seven years later, Fukumi, together
with her daughter Yoko and grandson Shoji,
founded Ars Shimura, an art school in Kyoto, in
April 2013."Having experienced the Great East
Japan Earthquake, we acutely felt the threat
to the survival of nature. We asked ourselves
what we could do to pass down traditianal
craftsmanship to the next generation, which
is deeply rooted in the belief thatnature and
humans are connected, and beauty exists
within nature. Honoring the aspirations of
Fukumi's parents, we opened Ars Shimura as
a place for art education that is open to soci-
ety," Shoji explains.

True character shaped through hardship

The majority of students decided to enroll in
Ars Shimura because of their admiration for
Fukumi's artworks or writings, rather than out
of interestin kimono or dyeing and weaving.
‘My grandmother's works portray imagined
landscapes and are not what you would call
traditional patterns. Some of her creations are
spontaneous, driven by her emotions on the
day," describes Shoji. While Soetsu rejected the
notion of individuality in art, Fukumi weaved
her heartfelt emotions and sensibilities into
the imagined scenery. Shoji notes that Fuku-
mialso made significant contributions by re-
purposing materials into beautiful works of
art, such as Tsunagi-ito (connecting thread),
which is carefully made from leftover yarns,
and Tsumugi-ito, spun from leftover cocoon
remnants that were used to spin silk thread.

Fukumi's works crafted from such threads

embody the beauty of broken harmony. This
traditional aesthetic is deeply rooted in the
Japanese perception of nature, often celebrat-
ed in forms like haiku and craftwork. Shoji ex-
plains, "This aesthetic embraces imperfection
and irregularity over symmetry and perfection;
itis literally a sense of beauty that breaks con-
ventional harmony:. If you look closely at my
grandmother’s gradient weaving, you will
notice various specks of color throughout.
But from a distance, it is incredibly harmoni-
ous. This kind of beauty can only be achieved
through handmade craftsmanship, reflecting
an incomplete beauty that resonates with the
beauty of nature. It stands in stark contrast to
the highly uniform and calculated accuracy
of machine-crafted items.”

However, seeking the beauty of broken
harmony is not an easy task within capitalist
principles that emphasize efficiency. Chemi-
cal dyes are less labor-intensive than natural
dyes, and weaving, which takes at least two
or three months by hand, would only take a
single day on an automatic loom.

Fukumi's daughter, Yoko, also points out
the difficulty of maintaining both handmade
craftsmanship and a unique artistic identity
in modern society. ‘The challenge for an art-
ist like Fukumi to engage in sacially relevant
ventures is that the artist must navigate both
the artistic pursuit of inner truth alongside a
capitalism-based economic framework. It is
incredibly difficult to convert things that can-
not be measured in economic value, or are
the outcomes of a spiritual life, into the eco-
nomic realm. Naturally, this becomes a dilem-
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Fukumi is also well-known as an essayist, having published over 20 books, including Katarikakeru Hana (Flowers
that Talk to You), which won the Japanese Essayist Club Award, Chiyou, Hatari (Loom Sounds), Orito Fumi (Weav-
ings and Writings), Kagaribi, Zoku Ori to Fumi (Sequel: Weavings and Writings, Bonfires), and Tsumugi-ori (Tsumugi
Textiles). Among these, Isshoku fssho (1982) has been widely read, having received the 1oth Jiro Osaragi Prize.

ma. People living today inevitably struggle
between the spiritual and economic aspects
of life. But | believe that a well-balanced char-
acter is shaped through struggle, and those
who overcome such conflicts form their own
firm spiritual foundation.”

Anyone can create beauty

Ithas been 12 years since its establishment. In
2025, Ars Shimura will be relocating from Saga-
no, Kyoto to Soshigaya, Tokyo. What lies behind
the continued support towards Ars Shimura?

“Yanagi said, Anyone can create beauty
ifthey follow the criterion of beauty’ (Kogei no
Michi: The Way of Crafts). Ars Shimura also em-
braces the belief that anyone can be an artists,
regardless of whether they have exceptional
talent," explains Shoji. Many people are inun-
dated with vast amounts of information and
knowledge in our modern society. But very
few take the time to reflect internally on them-
selves and present it as a form of expression.
Shoji expresses concern over the lack of op-
portunity for education that nurtures beauty
in the Japanese educational system outside
of art universities. Consequently, people may
regard ‘beauty’ as something special, some-
thing outside their reach.

“My grandmother says she experiences
moments of incredible happiness when she
senses the life of the plants aligning with her
own life during the process of dyeing with
natural dyes. | think that the students at Ars
Shimura similarly experience the beauty of
nature when they go through the process of

dyeing threads with colors offered by plants
and weaving them on a handloom, which
seems to be a place for them to naturally ex-
press their inner selves," notes Shoji.
Another foundational philosophy at Ars
Shimura is Soetsu's concept of “Bishin Ichin-
y0."This notion holds that the worlds of beau-
ty and faith are inherently one and the same,
originating from the same place. Before the
Industrial Revolution, there were creators like
those of pure faith, or Myokonin in Edo peri-
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Shoji Shimura, born in Kyoto in 1972. Director of
the dyeing and weaving brand Atelier Shimura,
which inherits the artistic spirit of the living na-
tional treasure, Fukumi Shimura. Special lecturer
at the art school Ars Shimura. Shoji completed his
doctoral studies at the Graduate School of Law,
Kyoto University. In 2018 and 2021, he produced
the New Noh Play Okinomiya (originally written
by Michiko Ishimure). In 2022, Shoji received the
Good Design Award for their original handloom,
hatari. His published works include Kusaki no Koe
(Voices of Plants), Yume mo mata Aoshi (Dreams
are also Blue), Bungei Bessatsu: Shimura Fukumi
(Literary Arts Special Issue: Shimura Fukumi), and
supervised Bessatsu Taiyo: Shimura Fukumi (Spe-
cial Edition Taiyo: Shimura Fukumi).

od Japan, and craftsmen who were a part of
the Art Workers' Guild like William Morris in
the West, who created with a deep respect
for the greater forces of life, expressing joy in
their craftsmanship. ‘In the modern age and
society lacking in faith and empirically driven,
| believe that it is necessary to connect with
the life of nature and plants, and experience
moments of reverence for the unseen greater
forces, in order to create with a Bishin Ichinyo
mindset,” articulates Shoji.

When Ars Shimura was founded, the
waorld of kimono was already falling behind
the times. Would students enroll if we estab-
lish the school? At the 3oth Kyoto Prize Com-
memorative Lecture, Fukumi shared the mo-
ment when this concern turned into a happy
surprise."Students who knew nothing about
kimono or dyeing and weaving created beau-
tiful kimonos and obis in less than a yearand
proudly wore them to their graduation. It was
truly something unexpected, a joy beyond
imagination.”

Ars Shimura was founded with an unprec-
edented challenge of blending the artist’s life
of traditional craftwork with a social frame-
work. At the heart of this initiative was Fuku-
mi's deep reverence for pure natural beauty. A
small community was built through intricate,
labor-intensive craftsmanship, guided by the
philosophies and ideologies that resonated
with like-minded individuals. Economic sys-
tems do not change overnight. An unwavering
philosophy, however, carries great resilience
and sustainability. With around 600 students
having immersed themselves in this philoso-
phy, Ars Shimura will be entering a new phase
next year with the opening of its new cam-
pus in Tokyo. @
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Environmental issues such as global warming, frequent disasters, and marine plastic pollution are not far-removed problems for people

today. The global population is said to reach 10 billion in a few decades, raising serious concern on the risk of food and water shortages.

Cultural anthropologist Shinichi Takemura offers a unique perspective, noting “Historically, planet Earth has always turned crises into
opportunities. We are the first generation given the chance to write a new chapter in the Earth’s evolution—now is the time to leap towards
this new chapter.” He emphasizes that “design” is crucial to making this leap.
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Humankind as the catalyst for the Earth’s next leap forward
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“Windows onto the Future to Update the
Social o', curated by Takemura are on dis-
play atthe venue lobby. It showcases new
technologies and research such as the ef-
fort of Ishizaka Inc., which repurposes 98%
of industrial waste from the construction
industry; the design of intestines that trans-
form poop into a useful health certificate
tool called Brown Gem; FOOD TEXTILE, which
repurposes food waste into dye; and the
hand-wash stand from woTa, which circu-
lates and reuses over g8% of used water.

Lack of accessible information on environmental issues

Approximately 50 years ago, Al Gore, who would later be-
come the Vice President of the United States, alerted the
public about global warming, warning that environmental
issues caused by human activity will worsen. This eventually
became a global concern. While decarbonization initiatives
have been implemented, the crisis persists. Himalayan gla-
ciers, often referred to as the Third Pole following the Arctic
and Antarctic, are rapidly melting away due to global warm-
ing. This threatens the water sources of major rivers that sus-
tain the lives of over three billion people in China, India, and
Southeast Asia. In the coming decades, the impact on agri-
culture will lead to food shortages, with conflict over water
resources, potentially escalating into wars.

“We have foreseen these risks about 20 years ago. But
if the time really comes where water is no longer available,
then we need to create a society that can function on min-
imal water. Japan has already begun that preparation. | be-
lieve it's time for humankind as a collective to take a hopeful
leap forward,” mentions Shinichi Takemura.

“Ecology in the 20th century viewed the world as having
a dualistic nature that separated humankind from the Earth,
where humans were consuming massive amounts of energy
while irresponsibly deviating from the natural order. How-
ever, over the past few decades since the late 20th century,
advancements in the fields of life science and earth science
have led to a better understanding of the Earth's history that
life has evolved through various deviations, each time up-
dating the planet’s operating system (0s). Humankind is also
part of this ongoing history of ‘co-evolution of life and earth”

Takemura describes humankind as a species with the
intelligence to mitigate crises while confronting them. Cri-
ses were only seen as problems in the past, with little to no
solutions. Today, however, the potential to create an entire-
ly different future is beginning to take shape through the
sharing of solutions.

Having developed the digital globe "The Tangible Earth
(Sphere),” Takemura has succeeded in visualizing environ-
mental issues and presenting information in a tangible form.

With a note of self-reflection, he states, "We live in an age of
both information overload and scarcity. Important issues,
like the ones being discussed here, are hardly being shared."

The Earth’s history of transforming crises into opportunities

The fundamental view of the Earth is one such example. There
is atendency to believe that humankind is the first and only
species with the power to alter the Earth's ‘os, but Takemura
argues that this is an illusion. "pooploop’ (now being exhib-
ited until February 16, 2025), which Takemura co-directed
alongside 21_21 DESIGN SIGHT Director Taku Satoh, is an exhi-
bition that highlights the Earth's history as one of upcycling
“waste and excrement.”

“In nature, neither waste nor excrement exist. However,
the circulation wasnt perfect from the outset. New waste and
excrement appeared each time new lifeforms evolved through
the process of co-evolution of life and Earth. The Earth’s his-
tory can be said to be also a history that battled with this."

Around 2.7 billion years ago, microorganisms known
as cyanobacteria underwent a revolutionary evolution, har-
vesting solar energy through the process of ‘photosynthesis."
The oxygen as a by-product was initially toxic waste. How-
ever, a creative adaptation to this accumulating waste in the
environment was followed by the innovation that upcycles
it: "aerobic respiration.” Compared to previous microbial fer-
mentation processes, aerobic respiration produced nearly 20
times greater energy efficiency. By the time billions of years
had passed, oxygen (0,) had formed the ozone layer (03),
which protects life from ultraviolet radiation. This develop-
ment allowed plants to move fram the water to land, further
updating the circulation 0s.

As plants competed for sunlight, tall trees began to grow
around 300 million years ago. The structural components that
support such trees with their resilient and flexible properties
are cellulose, hemicellulose, and lignin. What would have re-
mained as waste, equivalent to today’s plastic waste, trans-
formed into something recyclable over the course of several
tens of millions of years through the emergence of molds
and fungi that could decompose it.
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“The Earth is a rare planet that has nurtured life, and at
the same time is a planet nurtured by life. Its important to
acknowledge this perspective. In other words, we, too, can
be the ‘catalysts' that steer the earth forward. Throughout
Earth's history, crises have often been opportunities. Even in
human history, when climate change affected food shortag-
es, agricultural revolutions and urban revolutions took place.
We become innovative in times of crisis. It's not an easy task,
but now, as we approach a new stage for both human and
Earth histaries, we are in a position to once again turn a cri-
sis into an opportunity,” states Takemura.

The Japanese tradition of creating nature
through succumbing to nature

Takemura is passionate about Japan’s unique position to
contribute to the evolution of the Earth-life system. "Histor-
ically, Japan has developed remarkably unique solutions to
the ‘waste and excrement problem’. Back when Edo was a
metropolis with a population of over one million people,
waste and excrement was collected and repurposed as re-
source and fertilizer. Our modern society, in comparison, may

appear clean and hygienic, but in reality, fails to return vast
amounts of resources to nature and repurpose them effec-
tively, resulting in a downgraded design. Since a city of one
million could achieve this, there’s no reason why cities with
ten million or more cannot do the same,” asserts Takemura.

The flawed designs of modern society extend beyond
"waste and excrement problems." While it is often assumed
that advancements in civilization are responsible for plac-
ing a burden on the environment, this is far from the truth.
Takemura emphasizes that it is in fact the underdevelopment
of civilization that has triggered today's environmental crises.

For gas cars, for instance, 80-90% of the energy input
derived from petroleum is lost as engine heat and tire fric-
tion, while the remaining 10% becomes the driving force to
move the heavy car itself. Only 1% is effectively utilized for
the original purpose of transporting people. Similar ineffi-
ciency is also seen in domestic water use, where flushing
200 ml of urine has required 20 liters of water, 100 times that
amount. Japan has reduced this to as little as 3-4 liters with
water-saving toilets, further developing a self-cleaning sys-
tem for showers and toilets that purify wastewater onsite,
showcasing how Japan is beginning to design a society that
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“pooploop’ will be exhibited until February 16, 2025 at 2121 DESIGN SIGHT. Gallery 1 (photos on the left) features the ‘pooploop room,” exhibiting a range of perspectives
on "waste and excrement," including a diagram of the circulation of human waste in the Edo period, products made from excrement, and the life cycle of earthworms.
This exhibition offers a deeper understanding of waste and excrement. Gallery 2 (photos on the right) displays works by Koro Ihara, Yuma Kano, Shuta Hasunuma and
other creators. The art direction of this exhibition was organized by Tomohiro Okazaki. The works explore the new concept of ‘pooploop (i.e. waste and excrement),"re-
defining waste and reexamining the relationships between humanity and nature.







operates with minimal water consumption. The fact that
groundbreaking innovations of ‘reducing water and elec-
tricity consumption by 9o%" have originated from Japan de-
serves greater recognition.

Takemura further argues that humankind cannot inher-
ently be a negative presence on Earth that only destroys the
environment. The outlook that humans should be as absent
as possible and that untouched nature is superior is a some-
what westernized bias. Countries in Asia including Japan tra-
ditionally suggest the possibility of a symbiotic relationship
between humanity and nature.

“The statement that Japan is a country with a rich wa-
ter supply is half a lie," cantinues Takemura. "While we have
plenty of rainfall, the steep terrain causes the water to rush
down and quickly dissipate in floods. By using rice paddies
to store water and designing slow-moving water systems, Ja-
pan has prevented flash floods while increasing the amount
of usable water. As a result, insects and fish have been able
to breed without their eggs washing away in floods, nurtur-
ing a biodiverse ecosystem. The nature in Japan has been
mostly intervened by humans, and is the result of creative
terraformation.”

Takemura states that this is a far more creative and pow-
erful philosophy than simply about living harmoniously or
coexisting with nature.

Updating the Earth’s 0s through the power of design

Takemura raises the question that the theme of "pooploop”
challenges the very core of our perspective on life. For ex-
ample, it has recently been discovered that eukaryotes go
through a process called autophagy, where old cells are bro-
ken down and devoured to be recycled. "They are constantly
breaking down and rebuilding themselves. It's an incredible
system. Our own poop is made up of a third of the cells that
shed off the intestinal walls, and a third of gut bacteria, mean-
ing that our metabolism is constantly active. Before we are
impressed by Al, we should take a look at ourselves—| feel
that our existence deserves more respect.”

As the human genome was decoded, it revealed that
much of what was once considered divine—much like the
Bible—consisted of “Junk DNA." However, further research has
shown that what initially appeared to be junk can be "trea-
sure DNA"that activates in response to environmental chang-
es. Lifeforms do not carry futile waste. What seems like vast
amounts of waste actually prepares us for every possible
scenario and is essential for resilience.

"The reason why diversity is important is not just ideal-
istic; whether a gene is considered good or bad depends on
the enviranment. From the perspective of life’s design princi-
ples, the only correct approach is to embrace diversity—even
at the expense of carrying waste. As the new generation of
Earth's inhabitants, everything from autophagy to Junk DNA
provides us with important insights for design when con-
sidering the future,”

Applying the principles of life's design to designing of
society. Updating our civilization and social structures is also
a process of rediscovering the value of humanity and life.
Designers and artists play a crucial role in this process. This

stems from the fact that scientists and engineers have been
purely focused on updating their findings amidst fierce com-
petition, leaving little room for communicating it in a way
that is easily understood by the general public. As a result,
while there are groundbreaking innovations, the gap be-
tween these advancements and society continues to widen.
“Design bridges that gap, connecting a cornucopia of know!-
edge,"comments Takemura. The power of design is vital for
the update of Earth's 0S. @
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Shinichi Takemura was born in 1959. Prof. Takemura is a cultural anthropologist
and a professor at Kyoto University of the Arts. He obtained his undergraduate
degree in philosophy from the Department of Philosophy, Faculty of Letters,
University of Tokyo, and his Ph.D. in Cultural Anthropology at the University
of Tokyo Graduate School. After serving as the Senior Researcher at the Asia
Club Foundation and Professor at Tohoku University of Art & Design, Takemu-
ra founded the non-profit Earth Literacy Program. Winner of the Good Design
Gold Award in 2005 for the development of a digital globe ‘The Tangible Earth’
(SPHERE) . Takemura also supervised the digital edition of the un Global Assess-
ment Report on Disaster Risk Reduction as a communication design consultant
for UN Headquarters, He was also involved in planning exhibitions at 21_21 DE-
SIGN SIGHT such as water and KOME: The Art of Rice. His published works include
Chikyu no Mesen (The Planet’s Perspective) (PHP SHINSHO) and cosmic tree (Keio
University Press). "If resources can be recycled and reused, there will be no need
for oil. Japan currently pays more than 3o trillion yen to oil-producing countries
for fossil fuels, but that can be changed as well, states Takemura. “We need to
take initiatives in shaping our future—not be a bystander.
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Storytelling to convey the potential
of biotechnology
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Text by Kyoko Nakajima

£ | Title

FYANAAT7=02
Ginkgo Bioworks

&% | Respresentative
CEO¥ (YYo=
CEO Jason Kelly
FitEd | Location
KERR

Boston, us

1L | Established
2008

EHASE | Main Work
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Provides R&D and cell programming services for food, agriculture,
pharmaceutical and related companies

*>/5=| Number of Members

#8004
800 approx.

A2 N—OHE#E M | Member's Skills and Traits

¥ IVYZT T=T(AN THAF— 519-, FOF2-4—
Scientists, engineers, artists, designers, writers, producers
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The Reconfigurable Automation Carts unveiled in September 2024.
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The conventional labs in use by scientists at Ginkgo. Shown in the photo is Natsai Audrey Chieza of the
Gingko Creative Residency.

Al&UAYE 0 (3 DNA

BAIY 2TV CT3THAFT—0%< (3. BEECHLTERD RS
D08, RERESFEAREEEIVIAT47THAVEVSHIREELTV
32EHBV, TRV IA9—H, REEOREREBIBLSL7170
ST IHBAFOTA AN TR AR E BN ZEOAETHEAZE LT i
SL—AERULBCENTEREEA TV, INE2010ERICHRAICH
Ao ARF 1571 TTHA Y OBRCHKTS .

ZHICHLT, 7Yy RV ERET 3. TRROREER. ROV TA
TA7HBERFRBATVBERVET ), VYFTH/09DI-A99FT
(3. 19FLWHEE [Grow) ZTI1TT 3, 2T TR BORSOERNMRCS
ZBULH, HRK, BENHEEEETS, fZE £PEONSNLBE
SOREFHEVSEABCEEST, N F Ty U DR EEERETD
BEICRYERLVO BB RALREEHS, 75 71v7EELV Grow [f.
—MRERY ATV REER—FEBLTRRS,

Fle. AZARBZARFAZTFAITHFAVEENEPPRRELEHEDES T
ETRIADEDERDEEITV S, [EH. BERBLVSBRELOHED
CREOBEFEEAL, BROY Y\ BEMEY(CERSERRERIRIC
BILELR, hZEY, PZIN7)-RIOS N/ EETHETEEL
SEBYELE, NMFFTvIRS. A DBBEEBAZLOBBERTRERLCL
TVET, THAF—ISHOMETENTERNEE2EBRTINETY,
Fhld, 2)IM9—CHEDBEOLDHCHAEDAN)—%ERHET (ZIR),

HEFYIATREAMNEAYTPLYRELT I 77— A0 M HE) | 2FRT
3. [77=AVNEARDNDONOY—EREFALEVALCEAT IRV
TIH, BRENZCEROHZABLHETESMARETT, RyrhT—F247
N=T4=DARYMELTEELOHET I (RIR),

BREBIC7VyRY 1L, BREMFEOBOATHTREREH V. THRE Al
HREEORLZ DRy TR, SHEDTOFFIVICEVTREEERR
OV E1—9THEBYESTA, DNATT, £9FZH, BSLICEITER
BoLWEETHAHZLEMLTIELL, BEAL, BESRERL, BEL, £2
TVWBHEEEVWSREITRHL SPIEEEFDNAOTOIS5IVIETTES
DTING Y,

Fyt A F—R)—FIFFTRBETOYIIMN TI9E( Y TvIR-7
O/ NeRE, HREF 7+ -SLDOAVN—LERETN, F—F215-T
J/3-CEBRENFEMAZEOOFEHERALE. 2380712F7 LT
V- LEBRERTHARCNITUTORE BT LBRETERE, &
REBLAFTI/Z-0)—F —FEILB Tz, BEOLSHEFNLY
AIVR- A== BUBBTAZLEREBELRBEICLTVS, @

L eeeeerss - o “'l'
: .|mnllIllHlIlli“"l“‘“" "’ "”l \ -l’
‘ -4-nullll\ll-lm“"““””: 17

‘qw W‘W

20198% 0 0)I15747 - 70V LOFNELZTYRE RO BF oY1
F—KU—FIY. FLITREHBERLE TBRE 7OV B 235F0%
efife BV xRz REL CERL G-

The first resident of the 2019 Gingko Creative Residency, Natsai Audrey Chieza,
developed the Project Coelicolor at Gingko, presenting textiles dyed with pig-
ment-producing bacteria, which stole a spotlight in 2023.
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The theme for 2022 was Play. Playing and experimenting
freely gives us the opportunity to learn not only what is
useful butalso whatis possible. The project by Honolu-
luartist Corinne Okada Takara has now been translated
into four languages, including Hawaiian.
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Ayana Zaire Cotton, from Virginia, us, explored ways
inwhich language interacts with technology and how
the knowledge gained can be applied to synthetic bi-
ology research.
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The Ginkgo Sociotechnical Studio supervises and pub-
lishes a print and digital magazine Grow, designed to
convey the infinite possibilities of synthetic biology
through creative stories. The latest issue explores the
theme of Networks.

This series will dig deeper into the leading designers, architects, artists, and scientists whose pioneering work is breaking
new ground. In this instalment, we place the spotlight on Ginkgo Bioworks, a company founded in 2008 by five scientists
from miT, led by ceo Jason Kelly, known for their innovative research and study of cells and genomes. Users of Ginkgo's
services include designers and artists in Europe and the United States who pursue their research in synthetic biology.

Biology is a creative medium

Ginkgo Bioworks (in this article, ‘Ginkga") specializes in producing mi-
crobes, such as bacteria, for industrial applications using genetic engineer-
ing. What sets them apart from other biotech companies, which focus on
developing their own products, is their business model which is to pro-
duce bacteria to match designs or requirements provided by their clients.

We cannot live without biotech products such as pharmaceuticals,
food, and industrial products, but many people don't recognise how bio-
tech is involved in their production. Ginkgo is putting great effort into
producing creative stories to raise wider awareness of the impact that
biotech has on the environment, saciety, and politics.

The Ginkgo Sociotechnical Studio—an interdisciplinary department
made up of scientists, engineers, artists, designers, writers, and produc-
ers—takes the lead in this development.

“The obsession that many children have with plants, insects, and di-
nosaurs gradually fades as they grow up. With the desire to rekindle that
passion, we are developing a technology platform that allows anyone
to easily design biology.”
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Here is the narration for the video produced when the company was
listed on the New York Stock Exchange in 2021.

“This one-minute video shows how we see biology as a creative
medium,”explains Cas Smith, the director of the department.“Given that
there is still a widespread suspicion of genetic engineering against safe
food production, it is one of our roles as scientists to find ways to effec-
tively convey the safety and benefits of genetically modified crops to the
public,” says Smith.

The Ginkgo Sociotechnical Studio undertook a campaign, | Heart
6.M.0, aimed at making the term Genetically Modified Organism (6.M.0.)
more familiar amongst the general public. Constructing a positive sto-
ry—how to convey a message to people with different views on the latest
biology—poses challenges for companies and organizations involved in
the latest science, not just those who work with Ginkgo.

Alaboratory that caters to the individual needs

ABritish designer from Zimbabwe, Natsai Audrey Chieza, has brought the
significance of the latest biology to a wide audience; she was also fea-
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Ferment, held in Boston, usin April 2024, is an open conference offering the oppor-
tunity to expand networks freely, regardless of background or position.
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tured in this magazines issue 228. Developed in Ginkgo’s‘lab, the Project
Coelicolor explores textile dyeing with bacteria

The Ginkgo Creative Residency began in 2017 as a program for cre-
ators with interests in science, including artists, designers, and architects.
A resident is chosen from among the applicants whose work is in line
with each theme set by Ginkgo, and is granted the use of its facilities for
three months for research, as well as a monthly salary of $5,000. Chieza
was the first resident.

Joseph Fridman, who supports creators as the director of the Ginkgo
Sociotechnical Studio, says there is no set pattern for how residents
use the lab,

‘Soon after Chieza arrived at Ginkgo, she was able to freely draw on
her extensive experience in the science lab.

Ayana Zaire Cotton, 2021 Creative Resident, engaged in dialogues
with many researchers to explore the relationship between synthetic bi-
ology and language.

Corinne Okada Takara, 2022 Creative Resident, developed a LE-
GO-based toy kit that allows everyone—regardless of race, age, or back-
ground—to use synthetic biology as a conversation starter. She had col-
laborated with various organizations for workshops,” notes Fridman.

The creators' activities fuel Ginkgo's creative story-making. Their
willingness to meet the various needs of these creators and customers
is also reflected in the Reconfigurable Automation Carts, a modular lab
announced in September 2024. Al-based foundries (integrated techno-
logical packages with automation of equipment groups necessary for
development) enable automation and modularization of all processes.
A customer can build a dedicated laboratory equipped with the neces-
sary instruments with minimum space and expense. These technological
developments are changing at an astonishing pace, drastically altering
the old-fashioned perception of the lab.

DNA of greater potential than Al

Many designers of science-inspired works aften have respect for scientists
but underestimate their creativity. It is this tendency that leads creators to
believe that they can provoke a social upheaval through fictional new the-
ories and dystopian futures surpassing the scientific consensus—an idea
related to that of speculative design, flourishing worldwide in the 2010s.

‘I believe that modern scientists have a sufficiently creative mindset,”
Fridman says in response. Grow magazine by the Ginkgo Sociotechnical
Studio since 2019, publishes reflections on the cultural, social, and eco-
nomic impact their industry exerts on the world. The magazine not only
includes content such as the neglected histories of biology and future
predictions, but also highlights in-depth discussions of biotech’s poten-
tial to redress social inequalities. Combined with beautiful graphics, Grow
seems to set itself apart from typical science magazines.

.

>’

>

-,

»’

v aTaleTer

Smith acknowledges the potential of speculative design, he thinks it
is most useful when coupled with an understanding of the fundamentals
of biology/physics or materials. "We have recently succeeded in afermen-
tation technique called precision fermentation, which involves inserting
specific genes into microorganisms such as yeast to produce target pro-
teins. The technique even allows us to develop non-animal-derived egg
protein. Biotech is opening up possibilities that go beyond even people’s
wildest imaginations, designers should understand what science today
cando. | call on creators to come up with true stories that benefit society
and the environment,” explains Smith.

In recent years, Ginkgo has organized several sessions of the Ferment
conference. “Ferment was originally designed for users of our services,
but anyone interested in synthetic biology is welcome to attend. It can
also be a good networking party or cultural event, adds Smith

Fridman concluded by explaining the great potential of synthetic
hiology: “Today, we talk about Al, but the most important aspect of pro-
gramming in this century is DNA, not computers. | want people to know
that biology is a wonderful part of our lives—not only can living things
grow, repair themselves and have life, but the technology to program
DNA is now a reality.”

Natsai Audrey Chieza won the 2019 Index Project Award for the Proj-
ect Coelicolor. Appointed a member of the World Economic Forum, she
has been working to bring synthetic biology into the circular economy.
At the 2023 Biennale International Architecture Exhibition, she present-
ed an exhibition on the symbiosis of humans and bacteria, which firmly
established her as a leader in the bioeconomy. After these achievements
we anticipate the next innovative science story like hers. @
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Cas Smith (left) and Joseph Fridman (right), directors of the Ginkgo Socio-
technical Studio. Smith received a Bsc in Biological Engineering from Lou-
isiana State University and a master’s in Engineering Science and Mechan-
ics from Penn State University. Friedman majored in Cognitive Science at
Cornell University, and earned a master's from the media, arts, and law
schools at Northeastern
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What effect does venom have? What is it good for?

Parasitoid wasp venom explored from the molecular level

amada
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The parasitoid Asobara japonica and its host Drosoph-
ifa melanogaster, The body length of the parasitic
wasp is approximately 2 mm. The photo shows the
moment Asobara a sticks its ovipositor into
Drosophifa melanogaster.
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The words “bee,” or “wasp” evoke images of social insects such as the honey bee or Vespinae.
However, most types are non-gregarious, and within this group, the number of species of par-
asitoid wasps is extremely high. Parasitoid wasps occupy 20% of all insect species, demonstrat-
ing a diversity of parasitism. The one introduced here is Asobara japonica which parasitizes fruit
flies (Drosophila). When researchers dissected a fly larva onto which a parasitoid wasp laid eggs,
they discovered an unexpected fact. We visited assistant professor Yuko Shimada and profes-
sor Ryusuke Niwa who unravel the molecular mechanisms of parasitism based on this finding
at the Life Science Center for Survival Dynamics, Tsukuba Advanced Research Alliance (TARA),

University of Tsukuba.
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Dissecting aninfected fly larva on
the display screen. Seen atthe tip
of the tweezers is the larva of the
parasitoid wasp.
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Assistant professor Shimada's
favorite dissecting scissors. Her
supervisor bought her this pair
when she was working on her
graduation thesis in her senior
year 24.years ago.
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Dissecting Drosophila larva while
looking through a stereomicro-
scope
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Almost 20 students belong to the Niwa lab. Seen in the fore-
ground is assistant professor Shimada.
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Asobara japonica has Drosophila melanogaster as its host. This parasitoid wasp is known to have many other Drosophila as
its host in addition to D. melanogaster.

Simply keeping it alive

The AxIs interview team: "It's impossible to
tell they are wasps, isn't it?” The body length
is about 2 mm. If somebody said they're fruit
flies, you would probably believe it. This par-
asitoid wasp, kept in a cylindrical plastic vial,
is called Asobara japonica belonging to the
family Braconindae. Asobara japonica is one
of 200 wasp species that parasitize Drosoph-
ila species that have been described so far.

We were shown a video of this wasp lay-
ing an egg into a fly larva. The wasp rides on
the semitransparent rubber-like larva and sticks
its ovipositor into it. The larva twists its body
and resists furiously, but soon becomes immo-
bile. That is because the wasp anesthetized it
by injecting venom from its ovipositor. When
the wasp finishes laying an egg into the larva,
it pulls out its ovipositor, retracts it into a thin
black sheath on its abdomen and moves away
from the larva. All of this takes just 20 seconds.
Although the wasp doesn't say, “You're already
dead!," the fate of the larva that just woke up
is sealed. The larva starts moving as if nothing
had happened and keeps growing normally
thereafter. When it becomes a pupa, however,
itis eaten by the wasp larva that grew with it
inside its body, and an adult parasitoid wasp
emerges from the pupa shell.

Researchers call the egg-laying by the
parasite an ‘infection.”The one being “infected”
is called the host. The type that lives in symbi-
osis with the host while taking nutrition fram
it like Asobara japonica and then kills it when
itis no longer necessary is called koinabiont.

New discoveries through
dissections as a hobby

In the laboratory of Prof. Ryusuke Niwa at the
University of Tsukuba, the mechanism of in-
ter-organ communication via the neuroendo-
crine system is being studied using the fruit fly
Drosophila melanogaster. Niwa came to know
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Inside a fly larva
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Inside a host fly larva after 24 hours of infection
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Eye-antennal disc

After 24 hours from the time of infection, only the imaginal disc is degenerated within the fly larva. The pink parts are organs that produce molting hormones. This one is not degenerated.

Photo by Yuko Simada

about Asobara japonica by chance when he
attended an academic research conference.
“When I just happened to hang around in the
hall after we finished listening to the presen-
tations | was interested in, a certain researcher
started talking about the wasps. As we keep
a bunch of fly stock in our lab, | thought we
could also manage to keep some Asobara ja-
ponica. | wasnt thinking about using it for any
purpose; | just thought itd be fun.”

This nonchalant, spontaneous thought
by Prof. Niwa brought the parasitoid wasps to
his lab, but assistant professor Yuko Shimada
wanted see whether it affected hormone syn-
thesis in the host Drosophila larvae.

In the holometabolous insects such as
flies, bees, and butterflies, hormones control
metamorphosis, whereby a larva turns into
a pupa. As a larva infected by the parasitoid
wasp turns into a pupa with a slight delay,
they expected it would have some effect on
its hormone synthesis. However, no abnor-
mality was found in its hormone synthesis
organ. "As it didn't seem there would be any
new findings related to hormones, the mood
in the lab went towards giving up on keeping
the wasps. But one day Shimada started saying
there was something strange,”Niwa explained.

"It's kind of my habit, when | perform a
dissection, to not only take the organs we

233N IPHENFEREEELTHELTVAS Y FaRk—y—0RE. & EN-KLTYNZIVINF, AHF
103037\ I0NR, EOREBIY
Left: Inside a temperature-controlled incubator where Drosophila and parasitoid wasps are being reared.Right: Asobara japon-
ica on the left and Drosophila melanogaster larva on the right. The lump at the bottom of the bottle is the feed for Drosophila.
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need, but to also take apart all the tissues
around it as well. I easily found the hor-
mone-producing tissue of the host larva, but
I couldn't find the tissues called ‘the imaginal
discs' that should have been around it. | was
disappointed to fail as | had over 20 years of
experience in dissections, so | tried again and
again, but | still couldnt find it," Shimada said.

Tissues called “the imaginal discs,” for
making an adult insect body, are present in-
side the larval bodies of holometabolous in-
sects, which dramatically change their shapes
in metamorphosis. When the insect turns into
a pupa, the imaginal discs grow rapidly and
form the adult body. The imaginal discs com-
prise such parts as wing discs, leg discs, and
eye-antennal discs. Shimada noticed that cell
deaths are induced in those tissues, leading
to tissue degradation.

"As the imaginal discs are important tis-
sues that form the adult body, it doesn't die
so easily. The only report | have heard is that
they die when exposed to strong X-rays. It
was an unexpected finding that a small wasp
can cause cell death in its own host, just like
X-rays do," Niwa explained.

Revealing the nature of the venom

Is it a substance from the ovaries of the par-
asitoid wasp or a substance from its venom
gland that's causing the cells to die? After the
ovaries and the venom glands were extracted
from the wasps, ground up, separately injected
into fly larvae and then compared, it became
clear that cell death is induced by the venom.
What are its components then?

“"We spent four years trying to extract
the venom and its components while dis-
secting thousands of wasps, but we failed,”






Shimada explained.

“That has been an orthodox method, and
some prominent researchers who are consid-
ered gods in the field have identified various
hormones after dissecting a total of 30 million
silkworms over 30 years. You find that kind
of success story here and there in Japan. So,
if wed tried for another 26 years,... (laughs),
but fortunately we had another strategy," Niwa
said. Speed and cost reduction of genome
analysis technologies have been quite amaz-
ing in the past10-odd years. Shimada and her
team tried to approach this from the genetic
information of parasitoid wasps. “It's difficult
even with today’s technology to identify the
genome sequence of small living things like
the parasitoid wasp by taking bNA from a sin-
gle sample. Luckily however, there is a parthe-
nogenesis type among this wasp,” Shimada ex-
plained. In the case of ‘parthenogenesis’, the
offsprings are born from virgin females with-
out matings. As a result, sufficient amounts
of uniform DNA was successfully extracted
from 200 siblings derived from a single fe-
male wasp, making it possible to determine
the whole genome sequences.

Through this process, we were able to
find that Asobara japonica has 12,508 genes,
and among them as many as approximate-
ly 200 genes were expressed in the venom
glands. Then how is it possible to identify the
genes that generate venom proteins from
among them? Just around the time Shimada
and others were struggling, a research group
in China published a paper on the venom pro-
tein and genes of another type of koinobiont
parasitoid wasps. As the venom of that wasp
does not cause cell death, Shimada’s team
decided to compare that wasp with theirs to
identify the genes that the other wasp lacks.
Then, they narrowed it down to 63 genes.

In the end, they spent half a year re-
searching which genes among the 63 are in-
volved in cell death by using a gene-knock-

down method that inhibits each gene function.
The cell death would be suppressed when
any target gene functions were inhibited. Fi-
nally, Niwa and Shimada succeeded in iden-
tifying two genes, and named them “IDDF-1"
and "IDDF-2."

Toxic and cruel?

The venom made by this gene may end up sav-
ing human lives. “The venom only attacks the
imaginal discs and does not affect the nervous
tissues. If we find out how the venom specifies
its target tissues to cause cell death, we can
apply the findings to humans and may be able
to make some effective medical reagents act-
ing only on the target tissues, Shimada said.

Inan experiment in which a cancer-bear-
ing fly was infected by Asobara japonica, it
was confirmed that the number of cancer
cells was reduced drastically in the host fly.
However, even though that phenomenon has
been observed inside the animals, it has not
been reproduced in the test tube. If the par-
asitoid wasp-derived recombinant proteins
were made in Escherichiacoli or other cell cul-
ture system, various things can be done, but
as it's not yet possible, we're struggling quite
a bit,"Shimada said. “The only thing we know
atthis stage is that if this venom is required for
inducing cell death”Niwa explained. Shimada
and her team group are continuing their re-
search with that possibility in mind.

Opinions such as "it's venomous or cruel
are from only a human perspective, but even
if the parasitoid wasp devours the fly larvae,
the host species will never become extinct.
It may seem cruel when one looks at it as an
individual event, but balance is being main-
tained between species.

Niwa says, “Being involved in this re-
search, I really think that parasitoid wasps are
taking amazingly diverse strategies towards a
single goal. They may or may not kil the ima-
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Left: The Niwa lab cooks 30 liters of fly
food every week. Food medium contains
cornmeal, yeast, sugar and agar.
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Right: Awing discimaged using confocal
laser scanning microscopy.

ginal discs, and they may or may not suppress
theirimmune system. While taking various op-
tions, they reach the single goal of ultimate-
ly taking over. | don't want to consideritin a
personified manner, but | cant help thinking
its somewhat similar to a human life. There is
more than one way to reach a goal. That's what
I think when | see parasitoid wasps.”

Come to think of it, having diverse means
to reach a single goal is exactly what design
isabout, isn't it?

BEBT(G). 1978F0MUREEN. RHAZEFS 1T
IOAMAL LI —BH. 20005 TBALELE L, 065
RPAEALREGHLARMETRIBET. BL (EHN
#), 06FETI—LARBEBEERT 1 7ELVEE.
AREN (K), 1974ERRPLEN, ARAPEFT (T2
JRARFE I —B0R. ITERBAFELEEHE, 2002FR
BAFBERANGLRERT, B (B2). 08FLVIR
KERMPRERET 19FLYRH, SYRAFOREZD
SRELRETIRR.

Yuko Shimada (right), assistant professor at the Life Science
Center for Survival Dynamics, Tsukuba Advanced Research
Alliance (TARA), University of Tsukuba, was born in Wakayama
Prefecture, Japan in 1978. She graduated from the Graduate
School of Biostudies, Faculty of Science, Kyoto University
with a Ph.D (Life Sciences) in 2006. After studying abroad
at Yale University in 2006 and other institutions, Shimada
assumed her current position in 2017.

Ryusuke Niwa (left), professor at the Life Science Center for
Survival Dynamics, Tsukuba Advanced Research Alliance
(TARA), was born in Tokyo in 1974. He graduated from the
Graduate School of Sciences, Kyoto University in 2002 with
aPh.Din science. Niwa worked as an assistant professorat
Tsukuba University from 2008 and assumed his present
position in 2019. The two are senior and junior at the uni-
versity lab and are married.
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Pak Awang Sofa (1960s
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Design history has developed primarily around Europe and the
United States. Over the past decade, however, a shift in historical
perspectives—aimed at moving beyond colonialism and Eurocen-
trism—has led to a noticeable increase in academic papers and
magazine articles focusing on Asian design. With its long history
of promoting design, extensive prior research, and regularly held
historical exhibitions, Japan boasts no shortage of iconic design
examples representing various eras. Yet, when asked to name cel-
ebrated design pieces from other parts of Asia, it can be surpris-
ingly difficult to come up with works. With that in mind, | would
like to introduce a piece | recently came across while researching
Singapore’s design histary.

The "Pak Awang Sofa" was a staple in Singaporean house-
holds during the 1960s and continues to enjoy lasting popularity
today as a nostalgic vintage furniture item. However, it was nei-
ther created by a renowned designer nor produced by any spe-
cific manufacturer. The name is just a nickname, and any piece
that shares its defining characteristics can claim the title. It has a
simple frame made of solid wood, a low and compact seat that
feels light and unintrusive, and separate cushions for the backrest
and seat, with removable covers for easy washing or redecorat-
ing. Armrests are another essential feature. Interestingly, despite
being called a sofa, it is often part of a set that includes a single
armchair and a coffee table.

The unigue nickname of the sofa comes from Pak Awang
Temberang, the title of the first Malay-language family drama pro-
duced and aired in Singapore. This hugely popular drama, which
premiered in 1966, often featured living room scenes, and the sofa
setused during family momentsin the show came to be called the
"Pak Awang Sofa." Singapore’s design culture began to emerge in
the 1970s. When the Pak Awang Sofa became a household staple in
the 1960s, the profession of design was not yet widely recognized.
The sofa set wasn't exclusively produced by a particular furniture
manufacturer or workshop. Instead, similar products were made
and sold across the country to meet demand.

Itsalso important to consider the housing conditions in 1960s
Singapore, the period when the Pak Awang Sofa gained popular-
ity. Just before Singapore’s separation from Malaysia in 1965, the
country faced severe overcrowding and a housing crisis caused
by a rapid increase in immigration. Many people lived in unsani-
tary slums or overcrowded squatter settlements, In response, the
government launched an ambitious housing initiative with the
goal of providing every citizen with a home. This led to the con-
struction of large-scale public housing managed by the Housing
Development Board (HDB). Today, HoB flats house over 8o% of Sin-
gapore’s population. The sight of the large apartment buildings
lined up is impressive, and it has even come to be called a land-

scape that is typical in Singapore. The earliest HDB buildings were
designed to accommodate as many people as possible within a
short timeframe. As a result, the layouts of individual flats focused
on optimizing limited space while avoiding complex structures to
simplify construction and reduce costs. Photographs of interiors
from that time often show sofa sets that match the characteristics
of the Pak Awang Sofa, fitting perfectly into compact spaces. These
images, likely taken to simulate a lived-in feel for promotional pur-
poses, must have made the sofa set appear modern and essen-
tial to those longing for a better living environment. Interestingly,
the family drama that inspired the sofa’s nickname was also set
in an HDB flat. The depiction of a happy family living in a similar
environment likely resonated with viewers, offering a relatable
role model and contributing to the drama'’s immense popularity.
To draw a parallel with Japan, one might think of Yasujird Ozu's
films, which often feature scenes of families gathering around a
chabudai table. Imagining audiences in the Showa era enjoying
such films in cinema may help evoke a sense of the connection
and aspiration associated with the Pak Awang Sofa in Singapore.

For a design to be widely recognized as a masterpiece, it is
often expected to have a unique appearance, utilize new materials
orinnovative techniques, and, in many cases, be inseparable from
the presence of arenowned designer. Additionally, such designs
typically require the passage of time before they are fully appreci-
ated and celebrated. However, ordinary, everyday items—like the
Pak Awang Sofa—that are deeply connected to social phenomena
and popular culture, and closely integrated into people’s daily lives,
are far from uncommon. For instance, browsing the design collec-
tion on the website of Hong Kong's M+ Museum reveals mass-pro-
duced plastic products made by local manufacturers. This reflects
a conscious effort to expand the scope of what is included under
the umbrella of “visual culture,” encompassing items that might
traditionally have been excluded from the concept of “design” as
defined by conventional art museums.

Evenif the designer is unknown, objects that represent their
society and era, and that continue to be cherished over time, de-
serve to be preserved in history. In fact, if we aim to build a history
of design in Asia, itis precisely these anonymous, mass-produced
items that demand our attention. They offer critical insights into
the unique cultures and societal structures of each country. @
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Sakura Nomiyama is a design historian and Director of the Igarashi Takenobu Archive
at Kanazawa Institute of Technology. Born in 1985 in Fukuoka prefecture, Nomiyama
earned a master's degree from Parsons School of Design. After working at the Na-
tional Museum of Modern Art, Tokyo, she currently engages in exhibition planning,
writing, and translation.
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The writing of this article was supported by insights from Justin Zhuang, a researcher specializing in Singaporean design.
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The Kundung Pembe Chair marks Tariku's first exploration into using
bronze for his work. Bronze, one of the oldest materials used across Africa,
has historical significance, the most notable example being the Bronze
Head of Ife in Nigeria. The cattle horn, used as the motif of the legs of the
chair, has also been utilized across Africa for various tools and abjects.

©Wexler Gallery
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The Duca Stool was inspired by outward-curved three-legged stools, one
of typical stool styles in Ethiopia.

©Wexler Gallery
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ATrailblazer in Contemporary African Furniture Design

"My design language is based on anything and everything from the con-
tinent of Africa, says Jomo Tariku. His furniture, particularly his chairs,
features sculptural shapes inspired by African crafts and fauna—such as
animal horns and water vessels—and has been acquired by museums
throughout the United States. Born in Kenya and raised in Ethiopia,
Tariku pursued industrial design at the University of Kansas, where he
completed his thesis on the potential of contemporary African furni-
ture in the global market, and founded his studio shortly after. At uni-
versity, he spent countless hours flipping through design books in the
library, only to feel the stark absence of African designers in the field.

At that time, opportunities for African designers were scarce, and
pursuing ‘contemporary African furniture design” meant creating an
entirely new space. Recognition came slowly—he once worked full-
time as a data scientist at the World Bank—but Tariku kept designing
between job and family commitments, gradually earning the recog-
nition he deserved. In 2021, one of his works was first acquired by
New York's Metropolitan Museum of Art. Since then, his pieces have
been acquired by ten museums across the U.s. and showcased in
over twenty exhibitions.

“This October has been the strangest month—having my work
in five museums simultaneously is unprecedented,” Tariku humbly
shares. His acclaim is undeniable: his designs have graced the set of
Black Panther: Wakanda Forever (2022) and furnished the official resi-
dence of Vice President Kamala Harris.

Crafting Furniture from Africa’s Rich Visual Language

Tariku's 2024 solo show “Juxtaposed” at the Wexler Gallery in Philadel-
phia displayed his pieces alongside the African artifacts that inspired
them. Subtitled"A Portal to African Design,"the show used custom-made
exhibition fixtures with window-like cutouts to symbolize this entry-
way. ‘It was designed more like a museum show, with an educational
intent,” Tariku shares. His goal was to deepen visitors' understanding
of the cultural significance behind the traditional objects crafted by
African artisans.

Tariku's sources of inspiration are broad: traditional furniture, Af-
rican wildlife, folk crafts, and daily objects. He moves beyond mere
replication, using repeated sketching to achieve refined, sophisticat-
ed shapes. The Nyala Chair, inspired by the spiral horns of Ethiopia’s
mountain antelope, is one of his most recognized works and has been
acquired by seven museums. Other notable pieces include the Mee-
do Chair, inspired by the Afro comb, and the Mukecha Stoal, modeled
after a traditional African mortar.
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Installation view of Juxtaposed at Wexler Gallery. The African artifacts,
placed on the cut-out windows evoking a ‘portal to African design,"are po-
sitioned higher than Tariku's works as a gesture of respect to predecessors.

©Wexler Gallery







“Designers from this generation like me can create something new
and actually give back credit to the African artifacts where craft people
in Africa have contributed—their uniqueness, approach, and design,”
Tariku explains. His words reflect a hope to highlight the creativity of
the often-anonymous designers behind traditional African crafts and
promote diversity within the global design sphere.

Redefining ‘Global’ Design Beyond Eurocentrism

Tariku is also vocal about the industry's underrepresentation of African
and Black designers, an issue that resonates with many Black design-
ers calling for fair reflection of societal diversity. Drawing on his data
science background, he highlighted a statistic: only 0.32% of major fur-
niture brands’ collections involved Black designers, which was shared
through prominent design publications such as Business of Home and
Architectural Digest. To address these challenges, he co-founded the
Black Artists + Designers Guild (BADG) with others including textile de-
signer Malene Barnett who initiated the project. BADG advocates for
Black designers by organizing exhibitions, museum events, and indus-
try networking, creating opportunities for them to connect with cura-
tors, buyers, and media professionals. For example, Tariku recently par-
ticipated as a curator for an ongoing exhibition at New York's Cooper
Hewitt, Smithsonian Design Museum displaying works by designers
from the BADG community.

Tariku, who has observed the design industry for three decades,
remarks that progress toward fair representation has been slow.” He
hopes that key industry gatekeepers—museums, publishers, and ed-
ucational institutions—will broaden their attention to include African
designers consistently. He advocates for regular inclusion of African
design in museum collections, rather than sporadic, one-off exhibi-
tions that bundle everything under "African Design” once a decade. He

also points out the limited representation of African designers in de-
sign media. While Tariku is grateful for the attention he has received,
he stresses that many other talented African designers deserve indus-
try recognition.

Reshaping Global Design with African Representation

Having achieved the dream of seeing his work acquired by museums,
Tariku now plans to expand beyond chair design to diversify his prod-
uct range. He is launching wallpapers and T-shirts, which have been
highly requested by the fans of his wark, featuring the illustrated motif
of the Afro comb, an iconic cultural object symbolizing Black power.
Interms of furniture design, he plans to enhance manufacturing
flexibility through licensing and develop an entry-level collection with
lower price points. He also aims to foster collaborations with African
artists and designers through his Qwanta Totem Chair, designed with
interchangeable backrests that double as decorative totems. By expand-
ing the global reach of his products, Tariku seeks to raise awareness of
African culture, crafts, and creators past and present. Through his designs,
he continues advocating for true diversity in the design world, empha-
sizing the essential role of African voices in shaping global design. @
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Jomo Tariku, an Ethiopian-American furniture designer, is the founder of Jomo Furniture
based in Virginia, usa. He redefines modern African design by drawing inspiration from
the continents art, culture, and landscapes. His iconic works, including the Nyala and Mee-
do chairs, are showcased in major museurns such as The Met and LACMA. A co-founder of
BADG (Black Artists + Designers Guild), Tariku champions Black representation in design.
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Left: The Mead Bench was inspired by two different double-sided combs
foundin Egypt and Rwanda. The thickness and curves were achieved by
layering 16 layers of veneer.

©Wexler Gallery
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Right: The Mukecha Stool draws inspiration from traditional African mor-
tars, used for grinding grains across the continent. Its ribbed design is in-
spired by the neck rings of the Dogon of Mali and Nigeria, while the hole
in the center of the seat subtly references the mortar's functional purpose.

©Jomo Tariku
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The Qwanta Totem Chair is a lounge chair that has
evolved from the traditional African birthing chair and
the Saurer chair from Ethiopia. The combination of eb-
onized ash and acrylic creates a unique futuristic design.

Photo by Bemnet-Yimesgen
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Asection of the solo exhibition venue is designated as
the Afrofuturist Room. This space highlights collabora-
tions with other artists and showcases works that lean
more toward artistic expression compared to his other
pieces, which feature stronger industrial design elements,

©Wexler Gallery
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The MeQuamya Chairis inspired by the T-shaped prayer
staff, or mequamia, used in Ethiopian Orthodox Churches.
Its six-sided legs and seven-sided backrest add unique
characteristics to the chair.

©Wexler Gallery
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The Ensera Stool is inspired by the traditional Ethiopi-
an clay water jug, which is used for brewing local beer
or storing water. The stool has concealed storage and
can also be used as an end table. Handcrafted func-
tional beauty runs as a common thread throughout
Tariku's pieces.

©Wexler Gallery
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Korean culture, led by k-PoP and other forms of entertainment, has gained global popularity. As evidenced by various
products ranging from food to cosmetics lining the shelves of convenience stores, Korean design holds a much greater
presence than ever before. And yet, despite being a neighboring country, the background and latest developments in
Korean design are unfamiliar to many of us. Journalist Yoo Seoung-joo embarks on a journey to unveil the captivating
world of Korean design.
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Afuturistic vision takes shape

Autumn in Korea is a brilliant season filled
with festivals. Seoul Design stands out asan
essential event showcasing the forefront of
innovative design grounded in both a cultur-
al and industrial context.

Seoul Design 2024, which revealed its vi-
brant spectacle from October 17th for 11 days,
centered around the iconic bbp (Dongdaemun
Design Plaza)—a landmark mICE facility—at-
tracted over 1.33 million visitors from around
the world through omnichannel. Hosted by
the Seoul Metropolitan Government and or-
ganized by the Seoul Design Foundation, the
13th edition was themed"/Imagine Tomorrow’,
offering a futuristic perspective that embraced
the transformative power of Aland the emer-

gence of new aesthetic paradigms.

Newly appointed ceo of the Seoul De-
sign Foundation, Cha Gang-heui stressed, “This
event provides a great opportunity to directly
experience how Al and design are reshaping
future industries in our rapidly evolving era,
and to collectively explore emerging values.”
With virtual artist Naevis, the festival's ambas-
sador, gracing the opening ceremony, the dy-
namic pop seamlessly blended the virtual and
real worlds. It featured a diverse array o
grams including exhibitions by leading cor-
porations; insightful conferences with indus-
try luminaries; and the Seoul Design Award.

The only design-launching platform

A particular highlight among multiple show-
cases was the DDP Design Launching Fair, a
special platform fostering collaborations be-
tween talented designers and renowned man-
ufacturers, at DDP Art Hall 1. Since its inception
in 2019, this initiative has developed over 790
new products and discovered 144 new de-
sign studios.

This year's curators were names enough
to raise expectations for the Fair. Sohn Dong-
hoon, the creative force behind Atelier SOHN, a
proven name in various creative fields, focused
on simplicity’ and ‘empathy’ “Non-rhetorical
design is key,” he asserted. “Designs should
resonate with people on a deeper level. This
approach is crucial for building long-lasting
brands.”In line with the main theme, Imag-
ine Tomorrow, Sohn placed a strong empha-
sis on innovation and potential, saying "It
should spark new ideas and challenge con-
ventional thinking even though they might
not be perfect.”

Song Bong-gyu, founder of BKID, a sea-
soned designer with a storied career since
he burst onto the global design scene in the
20005, returned for his second year. Song's
selection criteria prioritized ‘marketability’
and ‘originality’ "I'm drawn to designs that
seamlessly integrate into everyday life," he
explained. A good design should have appro-
priate forms, finishes, materials, and colors for
its intended use. Ultimately, the design should
be refined and sustainable, free from unneces-
sary embellishments."When asked about the
distinctive characteristics of the contemporary
Korean industrial design scene, he identified
three trends: a shift from product-centricto a
broader scope encompassing crafts and high-
tech; new synergies emerging from partner-
ships with young manufacturing companies;
a transition from purely functional design to
cultural expressions.

Young Designer + Corporate Exhibition

Among the myriad fresh ideas in the bbp De-
sign Launching Fair, the Young Designer +
Corporate Exhibition emerged as a unique
stage advancing new frontiers in design. From
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partnerships between 14 prestigious design
universities and industry leaders, the follow-
ing 3 projects were selected as outstanding
achievements.

Team IKONIK, a collaborative effort be-
tween Hongik University's Textile Art & Fash-
ion Design and Industrial Design departments,
presented a visianary project titled ‘Pave. IKON-
IK envisioned a future where vehicles tran-
scend mere transportation and become al-
luring living spaces in the new era of fully
autonomous driving. It was inspired by the
fact that the Geonic, a proprietary polymer
polyurethane lamination technology devel-
oped by Kolon Glotech, is primarily used for
automotive interiors. The resulting collection
showcased three significant pieces: a leather
jacket, a mini speaker bag, and a refrigerated
bag designed for multi-purpose use, not just
in the car. Han Joon, majoring in Textile Art
Fashion Design, mentioned, "Unlike suede or
synthetic leather, printing patterns on natural
leather was quite challenging, but we success-
fully achieved a three-dimensional tactility on
the surfaces." This forward-thinking approach
earned IKONIK the first-place honor at Young
Designer + Corporate Exhibition.

Team DAV, in their project 'Fever Time'in-
spired by the keywords, ESG, Imagination, and
Future, delved into the pressing issue of en-
ergy consumption pleasantly. “Contemplating
spaces that could rapidly absorb and release

DAIV (BKID-+HONGIK UNIV
Fever Time

©Team DAIV
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sented thei
ence into

energy, we drew inspiration from the energetic
atmosphere of music festivals,” Park Mee-sol,
amember of DAIV, enthusiastically explained.
"Fever Time embodies the concept of energy
harvesting, transforming kinetic energy gen-
erated by waving hands, spinning flags, and
collecting sounds into usable electricit

tor Sohn highly praised the project by saying,
"By encouraging the use of sustainable prod-
ucts while enjoying cultural experiences using
familiar celebration tools, Fever Time sparks a
shiftin consciousness.”

Team EDGE, in a project tackling accessi-
bility in everyday spaces, focused on a ques-
tion critical for inclusivity, ‘Is the ubiquitous
Korean convenience store truly convenient for
everyone? Their answer camein the form of a
virtual Gs25 private brand called dot.dot. This

innovative concept centering around pack-
aging upgrades for beverages, snacks, and
lunchboxes, featuring thoughtful integration
of Braille encoding. This seemingly simple yet
impactful change eliminates the frustration of
product identification for visually impaired in-
dividuals, allowing them to navigate the store
independently. Sohn stated, “The project tells
a story about a sustainable life of 'sharing'to-
gether rather than ‘care.”

Meanwhile, nobody can yet be 100% cer-
tain about the future design scenario in Seoul,
a city in perpetual flux. However, one thing
is for sure, ‘Seoul Design 2025’ will return. In
particular, next season, numerous events cov-
ering high-tech, art, design, and crafts will be
held more intensively, offering a compelling
reason to revisit this dynamic metropalis. &
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Ota Ward.in Tokyo. In aspace where various powders
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he WONDER POWDER in OTA Exhibition: Aluminum powder used
etics such as eyeliners and glitters, provided by jo Cosmetics,
conducts QEM business for domestic and international cosmetic
anufacturers. e ultra-fine particles, measuring 20 micrometers, are
Jcoated with snlfallowing themto blend with water and flawwith light
like ripples onthe sea surface

Photo by Kenichi Murase
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At the venue, transparent fixtures designed by we+ for displaying pow-
ders are lined up. Some of the fixtures can be freely moved by visitors,
allowing them to enjoy the movement of the powders dancing like pet-
als, driven by the gravity of the rotating fixture

Phota by Kenichi Murase

Just as paint was created from minerals and bread from
wheat, humanity has long expanded the potential of
materials by pulverizing solids into powders. we+ and
Shimadzu Design focused on the power of such pow-
ders. Through extensive research and experimentation,
they visualized the rich expressions and dynamic behav-
iors of powders unimaginable in their solid states in the
installation WONDER POWDER, which was showcased at
Milan Design Week in April 2024 and later as a travel-
ing exhibition at AXIS Gallery in October. At the venue,
powdered metals, minerals, wood, bamboo charcoal,
acrylic, and more were displayed in movable transpar-
ent fixtures filled with water. Analysis results such as
elemental composition and particle size distribution,
obtained using Shimadzu's analytical instruments, were
also exhibited. The powders released into the fixtures
roamed freely inside the cases like living creatures with
wills of their own. Many visitors were captivated by their
movements, creating a significant buzz. From November
15t t0 3rd, WONDER POWDER in OTA was held at HANEDA
INNOVATION CITY as a spin-off project. Materials related
to various symbalic places in Ota Ward—such as alumi-
num, glass beads, wild oats, Masking Color, Styrofoam,
and nori (seaweed)—were selected, powdered, and dis-
played. These materials were chosen in connection with
local factories, the food produce section of Ota Market,
the Tama River, and other iconic locations in the ward.
Visitors experienced the charm of Ota Ward firsthand.
This research project not only reexamined the relation-
ship between humans and materials but also posed the
question “What is beauty?" to visitors.
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Asa Ito is an Aesthetician, Professor at the In
stitute of Innovative Research and the Institute
for Liberal Arts, Institute of Science Tokyo, spe-
cializing in aesthetics and contemporary art.
Her major publications include Valery’s Phi-
losophy of Art, or the Anatomy of the Body (Su
iseisha), Theory an Blind Athlete’s Body (Ushio
Publishing), The Stuttering Body (lgaku-shoin),
The Remembering Body (Shunjusha), and Ethics
of the Hand (Kodansha). Recipient of the 42nd
Suntory Prize for Social Sciences and Human-
ities, the 19th Japan Society for the Promotion
of Science Prize, and the Japan Academy Medal.
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A dialogue with aesthetician Asa lto (center)
wasrealized at the request of we+

Photos by Sayuki Inoue
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we+ is a contemporary design studio founded in 2013 by Toshiya Hayashi and Hokuto Ando. Com:
prising members with diverse backgrounds and skills such as designers, engineers, researchers,
and writers, the studio presents self-initiated projects born from daily research domestically and
internationally. It handles projects for diverse companies and organizations, including commis-
sioned work such as R&D and installations, as well as branding, product development, spatial
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Black mica mineral powder exhibited at Milan Design Week
2024, Pulverizing it allows visitors to enjoy a diversity of col-
ors, such as dark brown and dark green, and experience the
profound world of natural objects. To analyze the powder,
Shimadzu Corporation’s energy-dispersive X-ray fluores-
cence spectrometer (EDX), particle-size distribution ana-
lyzer (SALD), and scanning probe microscope (SPM) were
utilized to scientifically analyze the particles' composition,
size, and shape.

Photo by Kenichi Murase
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Aesthetics as the Study of Sensibility

HAYASHI We engage in activities that suggest
the possibility of approaching various things—
physical objects and events, stories, or ideas—
through design by adding branches and leaves
to the design trunk. We call this ‘contemporary
design”as our proprigtary concept. In WONDER
POWDER, we've been pursuing phenomena that
we intuitively and sensibly find beautiful. We
thought that by logically verbalizing this, we
could move to the next phase, so we wanted
to get opinions from experts. Ive been interest-
ed in aesthetician Asa Ito for some time, and
I'm glad this conversation became a reality.
You just saw the works; what did you think?

1o | found the feeling of “being drawn to
watch” very interesting. Its like when youre
gazing at clouds in the sky—you just keep look:
ing. That was the mostimpressive experience.
Watching is an active act, but ‘being drawn to
watch’is different. Of course, I'm actively see-
ing it, but before | knowit; Ifeellike I'm being
captivated by the work;as if caught in a trap.
ANDO You mentioned a trap, but the master-
minds who created thattrap are definitely not
us. We designed the fixtures and selected the
materials, but beyond that, the powders wan-
der freely without ourintention. Iftheres a trap
element, it might belinherent in the materials
themselves. Our studio has various members
besides Hayashiand me. This time, we pulver-
ized diverse materials, placed them in small
bottles, conducted repeated experiments,
and ultimately selected and displayed those
that everyone felt were beautiful in terms of
how the powders danced. When considering
the criterion for beauty, | think it might be the
empathy that should exist between people.

HAYASHI What we're aiming for, as Ando said, is
toinvolve people and get them to empathize
with us. Especially in Japan, there's a strong no-
tion that designers are people who "organize
elements."We think it's important for people
to empathize with our way of life, including







the beauty and aesthetics of how we, as de-
signers, operate differently.

ITo Since the word "aesthetics” has come up,
let me touch on that. Aesthetics is a discipline
that originated in Europe in the mid-18th cen-
tury. Until then, cognitive abilities meant "in-
tellect,” but some proposed that "sensibility"
might also be part of cognition. The aesthetics
conceptwas born from suchideas. Intellect al-
lows for judgments with clear reasoning—for
example, identifying a stationary insect as a
moth rather than a butterfly based on behav-
joral information. On the other hand, sensi-
bility is when you clearly recognize that “this
waork is good"through feeling, butit's hard to
explain why in words. This recognition of 'not
knowing why" is sensibility, and aesthetics is
the discipline that deals with it.

Aesthetics has both very conservative

aspects and elements of “discovering some-
thing new that no one has found yet." In the
past, on the European continent, mountains
were considered God’s failures and thought
unattractive. In the 19th century, people from
England, which lacks high mountains, came
to the continent and praised the Alps. This
changed perceptions of mountains. At that
time, the new term “sublime” emerged and
became popular. Such words can serve as
hints for fostering empathy.
HAYASHI The story about mountains is intrigu-
ing. Indeed, beauty may spread and become
a cultural concept through sharing and em-
pathy conveyed in words.

Prioritizing the Feeling of
Finding Something Beautiful

1o | chose aesthetics as my specialty because
| find sensibility more interesting than intellect.
I'm researching the bodily sensations of peo-
ple with disabilities from an aesthetic stand-
point. For example, people with disabilities
might deviate from societal norms of bodily
movements, but those movements are ratio-

nal for them. Sometimes, in response to such
movements, | experience the phenomenon
of “being drawn to watch,” which relates to
WONDER POWDER. For instance, | have a stutter,
and some have it more severely, taking about
aminute to say a word. Stuttering might seem
like continuously uttering the same sound,
but there's subtle wavering or distortion. Fac-
es might contort, body balance might shift,
or one might experience convulsions. Hu-
mans unconsciously control their bodies to
maintain form, but deviations are labeled as
disabilities. I'm deeply attracted to the move-
ments of people with such disabilities. While
it's human behavior, | feel something tran-
scendent and find it beautiful. It's hard to say
that directly to them, though.

Onthe otherhand, | don't often experience
the"being drawn to watch’ phenomenon with
art pieces. Recent art tends to heavily incorpo-
rate social elements, so viewing them can feel
like being lectured. Of course, | believe WON-
DER POWDER in OTA also has social significance,
butas something more immediate, it offers an
experience of simply finding it beautiful. That's
incredibly valuable, and perhaps, paradoxically,
it holds even greater social value.

HAYASHI In design today, we're often expected
to include social elements. While using recy-
cled materials is essential, it can sometimes
feel preachy, diminishing the work's inherent
interest. We also use recycled materials, but
we prioritize giving people feeling of finding
it beautiful or captivating first.

110 | value that approach as well. Regarding
disabilities, while we can intellectually address
them by changing laws, systems, or eliminat-
ing barriers, my research is focused on how
to make everyone sensibly attracted to bodies
with disabilities. For example, would you be
happier being told, “We'e hiring you because
the law requires 10% of employees to be peo-
ple with disabilities” or “We want to work with
you because youte incredibly charming"? De-
spite the Americans with Disabilities Act being

HYOREGFETUSTHRL, TANARMAPT UL~
ACANTESZNBER LRI NOREERAL.
They pulverized black mica minerals using a mortar, placed
them in test bottles and acrylic cases, and selected the par-
ticle conditions that made their dancing appearance look
the most beautiful.

Photo by Kenichi Murase

enacted in 1990, discrimination persists over
30 years later. | believe a different approach
is necessary and that truly changing society
hinges on the power of sensibility in aesthetics.
ANDO In the design field, there's a tendency
to prioritize intellectual understanding, which
can be tedious. Embracing sensibility might be-
come a crucial key in design moving forward.

Enhancing the Resolution of Beauty

ANDO Beauty is one of the essential elements
of our design, so wed like to clarify it further.
However, the word “beautiful” is quite unsta-
ble; | sometimes feel hesitant to use it because
interpretations can vary widely.

110 | strive to use simple language that anyone
can understand because simplifying words al-
lows listeners or readers to expand their in-
terpretations freely. | find it more engaging
when everyone can easily relate or express
themselves. Thats something | care a lot about
and aim to differ from previous generations.
ANDO We share the sentiment of not wanting
to replicate past approaches. Earlier, | boldly
stated, "Beauty is empathy,” but by limiting
waords, some nuances might be lost. Perhaps
the concept of beauty includes even what slips
through when you scoop with your hands. Af-
tertalking with you today, my initial uncertain-
ties have grown even more (laughs).
HAYASHI Through our discussion with you,
[to-san, | hoped to construct the concept of
beauty more logically. However, as you men-
tioned, aesthetics involves the recognition
of "not knowing why," making it clear it's not
that straightforward. | agree that not being
definitive broadens the scope. Yet, we still
wish to enhance the resolution of beauty a
bit more. Engaging in dialogues with people
from various fields and gathering diverse per-
spectives might be beneficial. While an exact
answer may remain elusive, | hope that grad-
ually, a more three-dimensional understand-
ing will emerge. &
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WOHA, a Singapore-based architectural firm, continues to present sustainable plans addressing modern societal challenges such as

climate change and urbanization. Known for their designs integrating vertical greenery into high-rise buildings and envisioning

cities coexisting with nature, WOHA now aims to create architecture t s human control—a “living system” connecting
society, economy, and environment. We intervi two directors of WOHA in Singapore.
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Kampung Admiralty (2018) is an integrated public housing development designed to provide a comprehensive living environment where all aspects of daily life—housing, healthcare, childcare,
dining, and shopping—are integrated into a single location. The facility features specialized healthcare and daycare services for seniors, along with a rooftop garden designed for leisure and
spending time in fresh air. As a forward-thinking model for senior public housing (HDB), it has garnered significant attention. The building also incorporates amenities such as a childcare center

and dining spaces for young people, fostering intergenerational interaction and a vibrant community environment
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The 21 Carpenter, completed in 2023, is a boutique hotel with 48 rooms, developed by preserving the historical charm of four shop houses built in 1936 while adding a modern central structure.
The facade features perforated panels that allow natural light to enter while shielding the interior from Singapore’s strong tropical sun. The vertical and horizontal perforation patterns symbolize
the cultural intersection of Western (horizontal writing) and Eastern (vertical writing) traditions.
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The Oasia Hotel Downtown (2016) is a striking 27-story tower with a red latticed fagade,
with WoHA's signature vertical gardens. Over time, the greenery covers the facade,
continuing to grow and thrive. The building is divided into several staggered blocks,
allowing for multiple sky gardens. This design creates an open, well-ventilated atmo-
sphere within the building and provides a hospitable environment for wildlife such
as birds. The result is a high-rise that feels airy and welcoming, even for urban fauna.

Photo by Darren Soh
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The Punggol Digital District (2025) is a pioneering district that aims to integrate 10T, Al, and other cutting-edge digital technologies into elements of urban life, such as residential environment,
mobility solutions, healthcare, and public services. Covering 50 hectares in Singapore’s North-East Region, the district constitutes a bold challenge to encompass a business park, university, com-
munity space, and residential buildings, all treated as continuous, integrated elements that are designed with equal emphasis. The project incorporates extensive greenery, renewable energy

systems, and circular resource management, with plans to reduce annual co; emissions by 1,500 tons.

(OWOHA

Architecture That Benefits Society

Singapore, though a young and small nation founded in 1965, com-
mands a remarkable global presence. The dense cityscape of high-rise
buildings symbolizes its growth, but what sets Singapore apart from
other global metropolises is its abundance of greenery. Parks and
squares are scattered throughout the city, and major buildings and
roads are surrounded by lush trees; it even gives the impression of a
city nestled within a vast forest.

“Ensuring that people can access greenery within ten minutes of
theirhomes or workplaces is a top priority for urban planning in Singa-
pore. As the government’s current vision of a City in Nature suggests,
we are not content with superficial greening. Instead, we are serious
about reintegrating nature into the urban environment,” says Darren
Chen, director at WOHA.

WOHA, which celebrates its 30th anniversary this year, has been
pioneering vertical greening and envisioning a new form of urban
environment that coexists with nature. Darren credits WOHA'S success
in realizing these innovative architectural ideas not only to their belief
and expertise but also to the rational and forward-looking approach
of the Singapore government.

The Singapore government’s policies are rooted in pragmatism
rather than just ideology. Urban planning and landscape design are
seen not only as directly improving citizens quality of life and propel-
ling national economic growth but also as contributing to a brighter
future for all living beings on Earth. Richard Hassell, one of WOHA' co-
founders, passionately emphasizes this point:

“The climate and biodiversity crises are real and urgent, these
are systems that are breaking and will lead to have larger and larger
catastrophic failures, We can't go on in a way that sustains the status
quo but have to work towards repairing the damage we have already
done. This means we need to move away from the mindset of ‘do less
harm” or even "do no harm”to "doing good" and repairing these sys-
tems that sustain us."

Listening to the Coexisting Nature's Voice

WOHA approaches architecture from a broader perspective, asking how
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buildings can become productive entities within urban ecosystems and
how they can drive the city as part of a system. With this in mind, woHA
developed metrics that are used during the design process, such as the
green plot ratio (the proportion of greenery relative to the site area)
and the community plot ratio (the ratio of community spaces). These
indicators aim to clarify how much a building contributes to the eco-
system, engages with people, and achieves self-sufficiency.

Singapore, with a land area of approximately 720 square kilo-
meters—similar to Tokyo's 23 wards—and the world's second-highest
population density, is a hyper-dense city. This makes it crucial to adopt
proactive strategies in high-rise architecture to achieve broader ben-
efits, such as a new way of setting boundaries between indoor and
outdoor spaces, as well as promoting the crossing over of functions
and roles in innovative ways.

"Architects are uniquely positioned to develop integrated solutions
for the future because we're generalists not specialists, and are trained
to operate across many fields of knowledge, and operate with incom-
plete data and complex outcomes. We can take on a holistic view ofthe
project and work with talented specialists to find productive strategies
for each project to ensure it has a positive impact on people, nature
and the city. Even if we are never able to prove it's the best solution, it
doesn't matter, we need cumulative actions that are in the right direc-
tion," says Richard Hassell.

Darren Chen expands on this:

“At WoHA, we are involved in designing not only high-rise residenc-
es and luxury hotels but also a large number of public institutions. For
me, working on public projects has been a significant learning experi-
ence. These projects involve many stakeholders, long design periods,
and a substantial burden on designers. However, after completion, it
becomes visibly clear how the project impacts society and how it op-
erates. Even on a global level, only a few opportunities exist to work
on public projects of this scale.”

As the scale of planning increases, the design becomes more
complex and requires meticulous precision in management. It is all
the more so for woHa, who frequently uses vertical greenery. Interact-
ing with nature is never simple and easy, Darren notes the following:

“Nature cannot be controlled. It operates according to its own
rules and mechanisms, often differing entirely from the frameworks
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WOHA is also responsible for the design of Plot 1 of
the Singapore Institute of Technology, a national
university currently under construction within the
Punggol Digital District. The campus is planned to
integrate harmaniously with a large preserved for-
est, with buildings strategically dispersed to create a
balanced and natural environment. This layout fosters
a relaxed atmosphere where students can unwind
and freely interact between classes. The design elim-
inates fences and completely separates pedestrian
level from vehicular traffic, ensuring that nearby res-
idents can safely traverse the campus year-round

©WOHA

we create. For us, nature is less of an element to be integrated into de-
sign systems and more akin to a client. Just as we consult with clients
about how they wish to live or spend time in a space, we strive to lis-
ten to the voice of nature, creating environments where it can thrive
and be pleased to coexist.”

Continuing to Observe Earth and Environment

WOHA actively adopts new technologies for environmental sustainabil-
ity, such as water recycling, solar energy, urban farming, and biodigest-
ers. Additionally, they conduct regular social surveys after construction
to assess the biodiversity and living conditions associated with their
buildings. For instance, a study on Kampung Admiralty, completed in
2018, revealed that diverse planting scheme has created an attractive
habitat for various animals, contributing to high biodiversity. Similar-
ly, at the Oasia Hotel Downtown, a 27-story, 314-room hotel located in
Singapore’s Central Business District, the vertical garden on the fagade
has naturally become a habitat various creatures.

"At the outdoor rooftop pool, you can enjoy encounters with urban
fauna, such as honeybees, butterflies, geckos, squirrels, and birds. For
us, it's most gratifying to see nature returning to and thriving in such
a high-rise urban core, creating its own cycle.”

"Having continued observing the Earth and environment, it makes
you wonder; perhaps humans know far less than we think we do,"
Darren muses.

"From another perspective, humans might be the most peculiar
and aggressive species on Earth. Maybe we still don't fully understand
how to live properly on this planet. It's time to trace back to where we
came once again.’

Architecture as Nothing but Living Organism

WOHAS latest and one of the largest projects to date is the Punggol Digital
District in Singapore's North-East Region. This ambitious development
combines a business park, university, public services, and residential
areas within a car-lite district, where all public transportation is consol-
idated underground. The ground level is designed as a lush, walkable
environment where people can live and move surrounded by greenery.

This concept was influenced substantially by the transformations seen
in urban areas during the covip-19 pandemic. Once-bustling districts,
previously dominated by offices and shopping centers, turned into
ghost towns when people stopped visiting for extended periods. In
response to such circumstances, WOHA envisions 21st-century urban
systems like Punggol Digital District that integrate diverse function-
alities flexibly, rather than separating neighborhoods by specific pur-
poses such as business and commerce.

WOHA remains committed to creating optimistic, forward-looking
architecture, butas Darren Chen notes, projects of this scale come with
significant responsibilities:

“Even after the design is complete and the building is handed over,
it continues to exist and evolve. It interacts with people, plants, and the
surrounding environment, constantly changing every time you look at
it. Architecture is not an inanimate object; itis truly a living organism.
That's precisely why, instead of controlling it, we must think of systems
that allow it to live freely." @
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Founded in1994in Singapore by Richard Hassell (left) and Wong Mun Summ, who had pre-

viously worked under Kerry Hill, woHA rose to global prominence after winning the Aga

Khan Award for Architecture in 2007. Their notable publications include Garden City Mega

City and New Forms of Sustainable Architecture. Darren Chen (right), a WOHA director, joined

the firm after obtaining a master’s degree in Architecture from the National University of

Singapore in 2013. He now leads projects in China and Singapore.
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With the Cultural and Creative Industries Development Agency (CCIDA) as the lead sponsor, Hong Kong
Design Centre has launched the DFA Awards to underpin the role of designersin society, celebrate design
leadership and recognise exemplary design projects with impact in Asia.

The DFA Awards has attracted widespread attention from Asia and the international community, aiming
to promote design concepts and honour extraordinary individuals and projects through its six major

DESlGNS OR ASI A award programmes: DFA Lifetime Achievement Award, DFA Design Leadership Award, DFA World's
Outstanding Chinese Designer, DFA Designer of the Year, DFA Design for Asia Awards, and DFA Hong Kong
Young Design Talent Award.,

©Designhouse

DFA DESIGN LEADERSHIP AWARD 2024

KENGO KUMA KIKUO IBE
FOUNDER FORMER TIMEPIECE BUSINESS UNIT SENIOR FELLOW
KENGO KUMA & ASSOCIATES CASIO COMPUTER CO. LTD

/

DFA WORLD’S OUTSTANDING CHINESE DESIGNER 2024 DFA DESIGNER OF THE YEAR 2024

TINO KWAN EISUKE TACHIKAWA
PRINCIPAL CONSULTANT FOUNDER AND CEO
TINO KWAN LIGHTING CONSULTANTS NOSIGNER
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Think the Water

SMOKETHA >V ERERS
Water and Design in the Reiwa Era (Since 2019)
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Water is available almost everywhere in our daily living.

The fact this is taken for granted may be depriving us of

the opportunity to think closely about water.

In this respect, design has developed unique approaches,

such as foregrounding “invisible water" on a daily basis

and reexamining aspects its relationship with the locals and people
from the perspective of water.

The effects of climate change have already reached our daily living.
Thinking about water from the perspective of design

is a big step toward discovering new aesthetic values

as well as confronting the unpredictability of the global environment.
In this special feature, we would like to take a broad look

at the value of water and design, from the latest products

to new proposals for green infrastructure. &

Photo by HONOKA (AMATSUYU WALL) AXIS 129
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Water

+POOL

“1—3-UmROFIC
NEDNZERYRT +POOL

+POOL—-Bringing back public rivers
to New York citizens
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At the foot of a group of skyscrapers in Manhattan, children and adults swim free-
ly.... A project that will soon change the landscape of the great city of New York
is about to be realized. +POOL, a swimming pool conceived by a single architect,
allows people to swim in rivers running through urban areas. As the innovative
relationship between water and the city depicted in the plan attracted so many
people, it was finally announced in 2024, fourteen years after its conception, as a
public project funded also by New York State and New York City. We interviewed
architect Dong-Ping Wong, who proposed the idea and watches over the project's
development, about the endeavor and the progress in realizing it.

X/ EOEF
Text by Noriko Takiguchi
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Aconceptual drawing of +POOL. |

floating on E

s. Scheduled to open in
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Right: A water purification test conducted in 2011, Murky wa-
ter from the East Riverin a tank is being used in a filtration
test using various types of geotextile materials.
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Left: Afloating dock called “Float Lab® was used for the pu-
rification test in 2014. Blue filtration tubs covered with ge-
otextile materials on their sides are lowered into the wa-
ter. Three tubs can be loaded on the dock to conduct three
types of filtration tests.
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The cross is a shape that combines four different purposes:
a pool for kids, lap swimming, sports, and relaxation. The
sportsand lap pools can be connected to provide a 50-me-
ter length for competitions.

AXIS 133






Anidea floated up from the Manhattan scenery

It was in 2010 when Dong-Ping Wong came up
with an idea for a cross-shaped pool floating
on the river, while drinking beer with a friend
and seeing the Manhattan landscape from
the Brooklyn riverfront. Wong, who grew up
by the sea in San Diego, California while do-
ing a lot surfing, came to realize that he had
forgotten the fact people in New York think
water is something dirty, and that Manhattan
is actually an island sandwiched by two riv-
ers.Wong says, “People in big cities anywhere
think water is something that exists in industri-
al zones and not in the natural environment.”

It did not take long to come up with the
idea for +pPooL. While finalizing the design
for about a month, he launched a website
with some help from his friends involved in
engineering and graphic design. This pool
is also characterized by the fact it functions
as an aquatic filtering facility so that people
can swim safely even in the New York City
river. The walls of the pool filter remove bac-
teria and contaminants and eliminate odors
to a degree that satisfies water quality stan-

dards. The pool also functions as a device to
discharge water after people swimming in it
back into the river.

It was the time just after the housing bub-
ble collapsed. Wong had no big work at hand,
thus could spend some time on projects that
were not commissioned by anyone. What was
surprising was the considerable attention from
the general public and the media. Fourteen
years later, in August 2024, the Governor of
New York State and the Mayor of New York City
announced a plan for constructing +PooL that
isto float in the East River near Pier 35, which
is close to China Town, for the citizens. Wong's
idea was announced as a real public project.

Towards crowdfunding
and a grassroots movement

The eye-catching cross design and the engi-
neering for floating the device surely caught
attention, and seems to have led to its approv-
al as a public service. There were, however,
complex processes that can't be summarized
simply within its form and technology to reach
that state. Wong explains it in three stages.

T=IHARCEVAFNEEBRE. 7115~
PIITHRENCRMS B BED HB.

Filtration systems mounted on the poolside.
The filters and pipes have to be fitted efficiently.
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The first was the conceptual stage de-
scribed above. He says he had the cross-
shaped image from the very beginning, and
it has not changed to present day. It is an
easy-to-understand symbolic image, but the
four wings of cross are also designed to com-
bine different types of pools for children, for
lap swimming, for sports, and for relaxation.
Additionally, the sports and lap wings can be
connected to provide an Olympic level so-me-
ter length pool for competitions.

Wong, who isnt much of a swimmer him-
self, was thinking of a social pool venue that
various people could appreciate, for example,
by non-swimmers like himself who want to
sunbathe or observe from the poolside their
children swimming. Although the cross shape
stands out, Wong says, “Itis also a form that is
neutral and has a common meaning.”

As the second stage was fundraising,
Wong first started from crowdfunding. Near-
ly 3,200 people donated more than $233,000,
exceeding his goal, in the name of purchas-
ing tiles for the pool and poolside. In 2015,
the +pooL team, originally just a few people,
was restarted as a non-profit organization
called Friends of +PoOL."They reorganized the
group, initiated a verification process in terms
of engineering, and simultaneously launched
a grassroots movement with the residents to
realize that citizens could swim in the river.

The grassroots mavement included sev-
eral hundred people writing letters to the New
York City Government, an online signature-col-
lecting campaign participated by over 10,000
individuals, and swimming classes and envi-
ronmental study classes for the community.

Ownership of the river and other legal issues

In 2019, the New York City Economic Develop-
ment Corporation showed its interest officially,
and in 2021, they gave their official approval.
Thereafter, a review of aspects regarding the
environment and public health started to seek
permits to construct the pools and for the res-
idents to have access to the water.

Wong explains, "Regarding design and
engineering, there is not much difference
between this pool and a regular architectur-
al project. Nevertheless, deciding on the site
and amending the law took the longest time.
In that sense, it was a project with a political
aspect in which the project would not have
been realized unless the local government
agreed with us."

Although the site, the East River, is a sin-
gleriver, its ownership and jurisdiction are di-
vided in a complex manner. In addition, the
important point was ta which community in
Manhattan access to the pool would be given.
In Wong's mind initially, the important point
was that the pool should be open to the dis-
advantaged community as well. However, in
the increasingly gentrified Manhattan, the eco-
nomic incentives to incorporate this facility are






strong. Also, many local government projects
are promoted in cooperation with developers.
It was, therefore, a new challenge that the ar-
chitect had never experienced previously to
navigate the project under such circumstances.

The +POOL project is presently in its final
third stage. With the announcement that funds
will also be provided by the City of New York,
and what is being examined now is how the
pool will be operated and managed, and how
to control the users.

At the same time, from an engineering
perspective, the water-filtering device is cur-
rently being tested using a floating dock on
the river. According to Wong, the filtering sys-
tem will be the same as that used generally
at purification sites, but how it is put together
requires some design and engineering inge-
nuity. The layers of filters and pipes should be
installed effectively on the inner wall of the
pool approximately 8 feet (approximately
244 cm) in width, and that they be accessible
for maintenance. If the verification test using
the dockis a success, it seems feasible to con-
struct a life-size model. They are aiming for the
+POOL with atotal surface area of 9,000 square
feet (approximately 836 m) to open in 2027.

Changing the relationship
between the citizens and water

An example where a piece of land once un-
reachable for the citizens being returned to
them was also seen in the High Line in Man-
hattan. This project reused a once-abandoned
1.45 mil (2.33 km) elevated railroad that was
constructed for freight trains and transformed
itinto a park. It became open to the public

gradually from 2009, and is considered a
great success.

The project started by an NPO and later
supported by the city of New York. The area
around the High Line is now lined with fash-
jonable shops and the streetscape has been
greatly upgraded. Land prices have also risen
allowing the city to increase its tax revenue,
and according to Wong is an example of ‘de-
sign that stimulated public interest.”

Nevertheless, Wong thinks it is important
for +POOL to continually be a place where the
locals can visit anytime they want. To that end,
he believes it is necessary to have thorough
discussions with the adjacent communities
from the outset and develop a management
model that will not interfere with that goal
due to investment from commercial enter-
prises. Choice of words to express it is also
an important point that cannot be ignored.

+POOL is neither a pool that is attached
to a hotel nor one that s planned for a private
home, and it is also not a public pool perma-
nently set up at a fixed location. Precisely be-
cause it is an unprecedented attempt using
river, it ended up requiring rearrangement of
many elements including nature, the public,
local government, regulations, citizens, de-
sign, and engineering. In addition, the state of
New York ended up establishing a legal foun-
dation for approving construction of +POOL in
any river within the state.

Moreover, the mechanism of +pooL as a
water purification device that can be installed
anywhere, and eventually a package of the
design and engineering, while in different
forms, may appear in the future somewhere
in the world. This single unprecedented proj-

tor in attracting great attention.

ect may change the relationship of citizens all
over the world with water.

Currently, +PooL keeps providing swim-
ming lessons will also be provided at +POOL.
The purpose is to teach children how to swim,
and to train adults as lifeguards. It is not just
about the hardware, but also about chang-
ing the consciousness and skills of people.
The meaning and the world associated with
water is immense. @
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Dong-Ping Wongis a Founding Director
of Food Architect based in China Town
in New York. Wong's works include the
boutique forthe fashion brand Off-White
residences for celebrities and hotels as
well as venues for art events. He also
holds "Food New York Mahjong Club
to bring people back into China Town
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Rainscape—Putting rainwater to good use
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“Green infrastructure” attempts to solve social issues by utilizing the functions of nature and is gradually taking root in Japan. One
of these is a type of planting space called “Rain Garden” that's used for rainwater infiltration, storage, and improvement of water
quality. It is attracting attention as a measure against flood risks such as guerrilla rainstorms and torrential downpours caused

by climate change, and is being implemented in the city and in our immediate living environments. An advanced version of this
kind of rain garden is Rainscape by Takenaka Corporation, which takes attractive landscaping and biodiversity into consideration.

EFTHEO (BORSH-RA-BE) OL1> 27 —7. H#2019FOFRARM T, KEH RN TERBE—thL A>T, £12,500m O%AKEEC1 285/ T548n 0 HE- 12
On the leftis Rainscape at SHIRABE Forest on an ordinary day. On the right is Rainscape in which the water rose to the surface and was integrated with the ecological
pond due to the Chiba Torrential Rain in 2019. 548 i of rain fell in 12 hours in the approximately 2,500 m catchment area.
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Ecological pond
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A cross section of Rainscape at SHIRABE Forest. When the amount exceeds the storable level and permeation level of the
planted area, water appears on the surface in Rainscape. Safety measures are also taken securely as the amount of rainwa-
ter exceeding the capacity of the Rainscape flows to the public sewage system from the overflow drain, and water will not

overflow onto such areas as the stroll paths,
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An actual example of Rainscape being used in a garden of a hospital facility, which is visi-
ble from the waiting lobby. The valley-shaped roof collects rainwater, and the scene of rain
falling from the gargoyle onto the rain catch basins is visualized, so that viewers can enjoy
watching the movement of rainwater in design.
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Changing public awareness through
visualizing rainwater

The concept of ‘green infrastructure”has been
spreading for more than a decade in countries
including the Us. Green infrastructure makes
use of the functions of the natural environ-
ment to solve social issues, and Rain Garden,
a greenbelt designed to efficiently infiltrate
rainwater and reduce stormwater runoff, is
one of them.

Expectations are growing for the func-
tionality of this system against the backdrop
of the increasing risk of flooding, which has
intensified in recent years, as well as the seri-
ousness of flooding and inundation damage
in urban areas caused by torrential rains and
guerrilla rains. Rain gardens are gradually be-
ing set up in public spaces and on the sites
of private enterprises in Japan as well, and
a financial support system has been started
by the government and local municipalities.

At Takenaka Research & Development In-
stitute, which is the research base of Takenaka

LEENSRADFKSHIRABE, £FitDAECETFERLB VT 0 ABRTN, BiD
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W,
An aerial view of SHIRABE Forest. A topological model of the of the Northern area in Chiba
Prefecture is reproduced around the ecological pond. Using the surrounding ecosystem as
amodel, tree species and water plants are selected to make up the planting area. The eco-
system will regenerate naturally with time.

Group, in Inzai City, Chiba Prefecture, they have
obtained much information and knowledge
through various demonstration experiments
related to implementation of the green in-
frastructure and preservation of biodiversity.
In 2019, moreover, they established SHIRABE
Forest, a research and development field im-
plementing green infrastructure. There, the
rain garden, Rainscape proposed by Takenaka
Corporation was born.

In a regular rain garden, rainwater sim-
ply infiltrates through to underground strata.
Rainscape by Takenaka, however, removes sus-
pended solids, organic matter, nitrogen, and
phosphorus from rainwater in the process of
storing a portion of it,improving water qual-
ity and reusing it in landscape ponds and for
watering, thereby reproducing the "flow of
water" that connects the sky and earth in the
urban environment and promoting harmo-
ny with nature.

In SHIRABE Forest, where water accumu-
lates after a lot of rain, we designed an artificial
pond next to Rainscape, ensuring that when
the water level rises, the water flows into the
Rainscape and integrates with the adjacent
pond. In fact, during Typhoon No. 21, water
accumulated on the surface of Rainscape in
about five hours. We think itis also an import-
ant role of Rainscape to visualize the flow of
rain through various methods to raise aware-
ness and interestamong as many people as
possible."These are the words of Kouhei Suzuki
who was in charge of the landscape design of
Rainscape at Takenaka Research & Develop-
ment Institute. They designed it so that the
flow of water from higher areas to the lower






area isvisible, using the elevation difference,
and accumulates little by little. Gargoyles (rain
gutters) on the roof and rain catchers on the
ground allow visitors to enjoy the sight of fall-
ing rainwater, and the movement of rainwater
is expressed as a design according to the loca-
tion where the Rainscape is installed. In fact,
during the torrential rain in Chiba Prefecture
caused by Typhoon No. 21in October 2019, the
year when Rainscape was installed at SHIRA-
BE Forest, an amount of rainfall equivalent to
an average amount for the entire month of
October was recorded. Thanks to the Rain-
scape, however, it was possible to reduce the
volume entering the sewage system by ap-
proximately 43%.

Restoring local ecology through planting

In the landscape design of Rainscape, it is also
important to restore the scenery and ecology
unique to the area in a natural manner. As na-
tive species adapt easily to the local climate,
soil, and other animals and plants, it is easier to
maintain the balance of the local ecology. Itis
also possible to provide an environment suit-
able to native insects, birds, and wild animals.
Asthey grow withoutany human involvement,
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While locally native trees and aquatic plants are used at
Rainscape, its arrangements of pebbles and stones, taking
clues from traditional Japanese dry gardens Karesansui, are
also important elements in the landscape design.

they also reduce the need for sprinkling and
conserving water.

“We've been conducting fieldwork sur-
veys and planting such local varieties as
Carpinus tschonoskii that exist in abundance
in surrounding wooded areas, and also tree
species that bear the types of nuts the local
birds feed on. After approximately five years
since we started, trees have grown and birds
and dragonflies started coming back, so we
feel the ecology is being restored little by little.”

As Inzai City, Chiba Prefecture was once
a breeding area of military horses operated
directly under the Shogunate in the Edo Pe-
riod, there are many historic landmarks called
Nomadote, or ranches for keeping horses, and
this Nomadote is used as the motif for the
embankment of SHIRABE Forest, A landscape
design harmonizes more easily with the local
scenery and culture if the contexts of its local
history are waven in.

In cases of rain garden landscapes over-
seas, plants are used in abundance in gener-
al, but Takenaka Corporation consciously ad-
opted a design that makes use of fine gravel.
This is derived from the concept of traditional
Japanese dry gardens Karesansui, which is de-
signed to evoke the presence of water even

if there isntany. Suzuki says it is easier to cre-
ate scenes with originality, that the clients can
also be associated with, and using gravel that
is associated with the image of Japan.

"Japanese gardens are landscapes de-
signed with particular care given to the flow
of water. There may have been a similar ‘rain
garden wisdom"in Japan traditionally, as Jap-
anese gardens provide such effects as infil-
trating rainwater underground through trees
and plants and create such effects as keeping
a certain amount of water in the garden by
storing rainwater in small streams or ponds.’

Other than the SHIRABE Forest, the con-
cept of Rainscape has started to become
adopted in office buildings and hospitals
throughout Japan. This ‘green infrastructure”
can be termed as a new design concept that
has the flexibility to suit various local scener-
ies and facilities, functionality, and beauty, as
well as contributing to sustainability and the
environment. As architects who are conscious
of designing buildings that give consideration
to the environment are also highly interest-
ed in green infrastructures, it is expected to
spread even further in various municipalities.
We look forward to seeing more opportunities
of rainwater being used in design. @
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HONOKA pursues the beauty
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Trace of Water, announced at DESIGNART TOKYO 2024 in
October, is a collaborative project by Aqua Clara, which
manufactures, sells, and delivers water bottles, and the
design lab HONOKA. In the quest to achieve a sustain-
able society, they are exploring the potential of bottle

upcycling (creative re-use). We asked about the new
roles and the value of bottles with water as the theme.

X/RENEE EH/HONOKA
Text by Aia Urakawa Photos by HONOKA







REERZLVT—FILRNMETIH L, 20
BHzERTHABLIZEO. RUA—RR-h
ORUENS, BELTKORIERDZENTSE
3. BALSI L, TAES<ECALTEHL
BANRELT, T CRWEAEZND,

Pieces are cut from a returnable bottle that has
completed its role and stacked and heated to
stick together. The characteristics of polycar-
bonate allow traces of absorbed water to be
visible. Expressions are created in the mate-
rial by mixing transparent areas with white,
opaque areas that contain many air bubbles.
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Building materials with various expressions
were created through repeated research and
experiments. Nine items were produced us-
ing building materials carefully selected from
these and exhibited
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The beautiful blue color of the Aqua Clara bot-
tle impresses with its delicious water.
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Trace of Water exhibition at DESIGNART TOKYO 2024 was held at Hibiya 0kuRrOJ1 in Octo-
ber. The beauty and comfort of water were expressed in spatial design using items,
such as the AMATSUYU WALL, a tategu (fixture) made of tiles to look like a shojiscreen,
and a partition made of building materials that can be painted like plastering. Vis-
itors were heard to say "beautiful,’ ‘clean,”and "comfortable. In front of the installa-
tion of droplets falling into the water basin, some children were watching intently.
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AMATSUYU WALL production process. Bottles are granulated and heated in a kiln to
express the traces of raindrops that fell on the surface of water. HonokA adjusted the

granule sizes, temperatures, and times to create this through trial and error.
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Usable products
in a familiar living environment

Aqua Clara, Inc. began its service in the 2000s
and s currently used by approximately 480,000
households across Japan from Hokkaido to
Okinawa. This company is using polycarbonate
returnable water bottles that can be washed
and re-used with the aim of reducing environ-
mental burden. They have diverse functions,
such as transparency, impact resistance, heat
resistance, weather resistance, moisture ab-
sorption and dimensional stability. The blue
color, evoking the delicious taste of water, is
also an attractive feature. As the company is
working on environmental issues with the aim
of achieving 100% recycling of bottles that have
finished their role by 2030, they approached
HONOKA to participate in the joint project as
a first attempt in order to explore the possi-
bilities of upcycling.

HONOKA comprises six designers in their
20s and 30s. In 2023, they created a furniture
project titled "TATAMI ReFAB PROJECT” to pass
on the charm of tatami to the future, which
was highly acclaimed and won the Grand Prix
at the SaloneSatellite Awards in Italy. For HO-
NOKA, “Trace of Water" became a project they
approached with a renewed spirit after their
incorporation this spring.

Nobuhiro Fujio, Director of Aqua Clara
and General Manager of the Franchise Plan-
ning Division and Sales Planning Division, said,
"We thought our customers would feel closer
to our water if they had an upcycled version
of the usual Aqua Clara bottle that they al-
ways use in their immediate living environ-
ment. Therefore, we inquired if we could cre-
ate something like that for them.” In response
to this request, HONOKA proposed that these
bottles be re-used as building materials.

“We thought it would be greatif we could
create a better life where people felt close to
Aqua Clara water. Consequently, we conceived
of the idea of using polycarbonate’s character-
istics of durability and weather resistance to
remake it as a long-lasting building material
and apply it to a wide range of applications
from space creation to products,” HONOKA'S
Kazuki Fujiwara says.

Different individuality
and expression leading to sustainability

Waste water bottles have the characteristic of
having been in contact with water for a long
time, resulting in the resin containing alarge
amount of water. The starting point for this
project was the discovery of numerous bub-
bles in the resin, which evaporated all at once
when the resin was heated. "We named the
bubbles “Trace of Water" as a unique charac-
teristic of the bottle. While taking advantage
of the air bubbles, we achieved variations in
texture by reprocessing the bottles using a
unique technique, allowing us to imbue in

the products a charm that seemed to syn-
chronize with the various states of water, from
the rippling surface of water, thinice, and a
delicate impression like sleet,” Shinnosuke
Harada explains.

In the previous TATAMI ReFAB PROJECT,
the members of HONOKA created their own
works individually. In this project, however,
they decided who would be in charge of each
work and worked together ateam to develop
textures and finalize details while bouncing
ideas off each other. Using equipment such
as 3D printers and drying ovens employed for
resin molding, color shades and burrs were
created spontaneously through repeated re-
search and experimentation. Moreover, they
also actively incorporated warm textures that
show the traces of human hands. ‘Just as with
natural objects, we thought that if you could
feel the individuality and expression of each
piece, you would become more attached to it
and want to use it over along period of time.
We believe that this will promote sustainabil-
ity," HONOKA'S James Kaoru Bury says.

Memories and feelings about water

Each member of HONOKA took on water, which
supports the Earth and the fundamentals of
life, and pursued the beauty and comfort that
they felt individually. As a result, a variety of
building materials with emotional expressions
such as HAKUHYO, ARARE, AMATSUYU, NAMIMA,
UROKO, SHIRANAMI and MIZORE were created.
We asked them about their thoughts looking
back on the project. “I'm from Yamagata, so
thin ice, snow, and sleet were always a very
familiar presence for me. This is why, in the
process of creating the HAKUHYO and MIZORE
waorks, these images spread out before me in
my memory, and | felt nostalgic and at peace.
I hope that looking at these works will awaken
the viewers own experiences and memories.”
(Ryo Suzuki, HONOKA)

"Water is important to humans and to
the planet, and without it none of us would
have been born. In this project, we explored
what exactly makes water attractive in the first
place, and at the same time utilized the bottle
asaresource. | hope that this initiative, which
was based on a designer’s perspective and
approach-different to that of a scientist-will
provide an opportunity to connect with the
future of the Earth.” (Moritaka Tochigi, HONOKA)

"The wisdom and beauty of the natural
world which has developed over its long his-
tory can be called the actual memories of the
Earth. Itisimpossible for us to completely un-
derstand and express them these only being
here for a few decades. With this in mind, we
visualize nature inspired by parts of our own
memories of it, such as the refraction of light
on the surface of water and splashes from
raindrops, which we find beautiful. | believe
the mission of designers is to build these kinds
of new relationships between people and na-

ture." (Shoichi Yokoyama, HONOKA)
Leading to the future beyond

Trace of Water goes one step further and con-
siders the future beyond upcycled tiles and
blocks as building materials that have com-
pleted their physical roles. For example, the
MISORE WALL and ARARE WALL were produced
as paintable building materials by pulverizing
and mixing with other resins and plastering
materials to propose a building material for
permanent use. Aqua Clara’s Fujio looks to
future prospects. "We believe recycling water
bottles is an issue on a global scale, and we
would like to present our works at overseas
exhibitions in the future to find out how peo-
ple react to them.”

HONOKA, on the other hand, is keen to
commercialize these building materials and
link them to social implementation. They say
this project has been a fruitful one for them,
as they have further improved the solidarity
of their team and greatly expanded the pos-
sibilities of their design.

"I got the feeling that the personality of
HONOKA, the way we think as a company and
the way each of us wants to do things were
being refined. As there are several other proj-
ectsunderway at the same time, we hope you
will look forward to more projects that we will
be announcing in the future,” Harada says.

HONOKA's strength lies in its ability to
draw out the potential power of materials
and breathe new life into them for the future.
Working towards a sustainable society, the
power of design like theirs will be increasing-
ly in demand, and we can expect great things
from them in the future. @
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HONOKA is a design |ab aiming for a sustain-
able system of materials, technology, and cul-
ture. Weaving together inherited history with
modern technology, they create products that
subtly showcase the attractive, soft nuances of
the materials. HONOKA has won many awards,
such as the Grand Prix at the Salone Satellite
Awards 2023 and the gold award at the 2024
iF Design Awards with their TATAMI ReFAB PROJ-
ECT. From the left, Ryo Suzuki, Kazuki Fujiwara,
Shoichi Yokoyama, James Kaoru Bury, Moritaka
Tochigi, Shinnosuke Harada.
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Yuko Mohri's artworks and water
—Uncertainty and fluidity evoked
by invisible water

ENEFR2024FE0TXFT EIVF - LEREMRTAFBRRICEM- . 5. BRRICEX
SHFEEROTV IR, REOBFABTOETR. ERAOEERATAThoE<EHbE N,
HUERROT—7 1V U EWET. BRTEOOTOARRBE Y rA -ty a3y ARMEILY
Zay XEHEF-Ea2 2OV T ARES (2552R98FT)E, CORBRBREMENBER
ELTVWBPvh-tysay  BOSERICHY. ARUBORERLEROFEO RN HHET
BRENBEVSEATHS, TOELIM BRAE EMEAOBRVGEERVAARENGO
R, ZTTRIK 0FEERL24D0ERERV LT, ERERICSHIEKICOVTEITHEL,

Yuko Mobhri is an artist currently attracting a great deal of international attention. She was selected as
the representative of the Japanese Pavilion at the 2024 International Art Exhibition, La Biennale di Vene-
zia, and her exhibition at the Japan Pavilion was highly praised by major media both inside and outside
Japan. Coincidentally, in Japan, her first large-scale solo exhibition, Jam Session: The Ishibashi Foundation
Collection x MOHRI Yuko—On Physis, is being held at the Artizon Museum in Tokyo until February 9. This is
the fifth in the museum’s annual Jam Session exhibition, which combines the Ishibashi Foundation's col-
lection with the artist's old and new works. The selection, display method, and the attention given to art
history are all very stimulating, but here we would like to focus on Mohri's four works that make feel the
presence of “‘water"and think about water in her works.

X/ hINER
Text by Mari Nakayama
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Decomposition

—Moisture in fruits generating
sounds and lights

fREEANHEBOILY —LF =T IETLINT—ZHE-TWE, ZORICHEPY YT LE
YBESEDRMN BB, TNETNORYICEBNFIN, WBOKFCL-TELIBTIERZFIB
LTHEPRCERINTVS, B, T—7I OB CEMEERY —2071 7Y RE=H—
HEWHMICEVWTLZA LAV OLSLEEBE LED ARILOTYDEEEE RS,

—RIBECZITKBRW, FhE TOINTF—AORBICS>TEEDVTVEKEERTNED
B2, BYORBLCHZKDPEERTTVAOEERDIL 41 MLO 'Decomposition] 7 B0E
WERKT 2. PHATEPABIHETVLICONT, FEHETLTVLESS,

There isan acrylic case on a claw-footed console table placed in the center. Inside it are five fruits including
a pear, an apple, and a lemon. An electrode is inserted into each fruit, and the electrical resistance gener-
ated by the moisture inside is used to convert the moisture into sounds and lights. The viewer listens to
the intermittent organ-like sounds from the vintage Bozak speakers on both sides of the table and watch-
es the flickering lights on the LED panels.

At first glance, you would think there was no water there, but as you look at the faint droplets on
the inside of the acrylic case, you realize that the moisture inside the fruits was making the sounds. As the
fruits will decompose as expressed in the title, the sounds and lights will change.

EF|#&F TDecomposition) 20214 -

[Svlotryyay ABMEILYY 3y XEMEF-Eay
ROV TYBTRER, 2024%, 7TV V&N

Yuko Mohri, Decomposition, 2021~

Installation view ofJam Session: The Ishibashi Foundation
Collection x MOHRI Yuko—0n Physis,” 2024, Artizon Museum

Photo by kugeyasuhide
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TPiano Solo: Belle-ile)
Piano Solo: Belle-lle

—New waves created by the rain,
the sea, and the waves

IPiano Solo: Belle-lley (@, 40— K- EXD [AOAY—)L) (RAEREFE) (01 254 TENTHHE
SNHHER, TROAU—IL [E. EXOFIERITICVELAR 880K AN, TIVF—Za%
BEORCHZNTHBE, A—LO., T4 LWERERICAY, REB%E LT<TAOERERVEWD
5. BRUOTMDHEOUAZCI-THRTVBIELEFNTLFEIERERI DL SBBNRIRTH S,
ERRABONEHFIATE (50T IGIEEECAE0LW). COFEE DL, BROXEE
(CRESINZBORRIE. XL TREREIN - VHBENTWE, BRICEHETAE-D—D
SEYTNBHOBE VAUV, IV Ea—9 (L& TMIDIES CERSNTHEERL T /(CEX
5h3, BESNBECAOTAPYZLABEIDHTHBVA, BELEREREXFICRBASHNT
WaE, DHFNCEAZREBHP-HTLS. M. B BEWSKOEIHHHUVEBICE->TENRZ D,

Piano Solo: Belle-lle is a new piece of work inspired by Claude Monet's The Belle-lle, Rain Effect (Ishibashi
Foundation Collection), which was painted in the 1880s when Monet was on painting trips. He liked the
rugged scenery of Belle-lle, a small island off the coast of Brittany peninsula, and stayed there for a long
time to paint many works. The paintings are dynamic, making the viewer feel like they are getting wet
from the sideways rain and the splashes of the waves,

Mohri actually went to the place where Monet had painted these works (I heard that it is a very re-
mote place) and created this new work. The video of the sea projected on a large screen on the wall include
scenes shotin Belle-le. The microphone picks up the sounds of the waves played from the speakers to the
video, and the sounds are converted into MIDI signals by the computer and transmitted to the automatic
piano. There was no melody or rhythm in the sounds being played, but as | was listening to them while
watching the video and looking at Monet's paintings alternately, there came a moment when my heart
quietly trembled. The movements of the water in the rain, sea, and waves spread as new wave maotions.

EF&F TPiano Solo: Belle-lle] 20214 -/2024% v h-tyyay BREEILIY 3V X EREF—E1y

Yuko Mohri, Piano Solo: Belle-lle, 2021~/2024 ALDVWT BREAR, 20245, 7—T 1V EifE
Installation view of “Jam Session: The Ishibashi Foundation

20-K-EXHOAY=)L) 18864 Collection x MOHRI Yuko—On Physis," 2024, Artizon Museum

Claude Monet, Belle-ile, Rain Effect, 1886 Photo by kugeyasuhide
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Oni-bi (fen fire)
—With water in darkness

TRAHERBESNEEHEEV, 29y 7ICERSNZH. BHVBHAETRHTERZLV. TRTD
HBEOEEKOT-ILCH->TEVET .

T=I? ERBRICE-LTVWAIBILEBRAKORCHONERNEROBF N, BELT.
BRKDESWNSRKENEEND, TREZOBHCI>THERCOUANECL v IS ERD
F BNETEND, TUNSBERERNEENRIRLEF NS, 5002850,

RAEFENSEDRIEFRRAOADIET, HARNZREEEDN, KLTLICRENZRRT
H3EOE, BREVOIBLRABVAZETREL, FLBLTILICLT. BRAEEREOEENE
AZEROLOICBUETEBERLE.

The space where Oni-bi (fen fire) was installed was dark. The staff guided me, but | could not see anything
until my eyes got used to it. "There is a pool beyond the threshold at your feet.”

A pool? While | was wondering, threads being swept by the breeze from the small fan touched the
metal screen door, energized it, and small sparks like a sparkler appeared. Then, with that power, the mal-
lets connected to the conductive wires struck the metallophone, and sounds were played. A poetic dark-
ness in which very small frictions, ignitions and sounds were created repeatedly.

Oni-bi (Demon fire) is a fire of unknown origin from ancient times and is said to be the appearance
of a soul, and often seen around water. By visualizing the invisible force of electricity and turning it into
sound, this work makes one feel, like waves, the interaction between chance and the environment.

FREF TR 20135 -

M$wl-tyyay ABMEAILY Y3 X EREF-—Eay
REDVTYBRER, 20248, 7—74Y v XfiifE

Yuko Mohri, Oni-bi (fen fire), 2013~

Installation view of "Jam Session: The Ishibashi Foundation
Collection x MOHRI Yuko—0n Physis," 2024, Artizon Museum

Photo by kugeyasuhide
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Moré Moré
—Water circulating everywhere

TELEL 5x6NEHEK](2015-) 3. RROBTHRORTREKRNSREBZEMC. KOER
ERBUEHORRER, ERPORETIEIL-T1ory D MELORGELECL>TRICS
NETR, 26 (B TAAS211915-235F) EALYA X, BLBMTHORTOKFENS
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BEEESELTVBETZRDTER VD,

Moré Moré (Leaky) (2015-) is Mohri's signature work that depicts the circulation of water inspired based on
emergency responses to water leaks at subway stations in Tokyo. The wooden frame in the work is the
same size as Marcel Duchamp’s The Bride Stripped Bare by Her Bachelors, Even (The Large Glass) (1915-23).
Originally, she began with fieldwork to photograph water leaks and how they were urgently being fixed at
subway stations. She then found a bricolage-like creation method in the improvisational responses of the
station staff, who combined plastic materials, an umbrella, plastic bottles, etc,, to guide water into the drain.

Moré Moré was also exhibited at La Biennale di Venezia. Mohri intentionally triggered a water leak in
the venue, and in order to manage the leakage, created a circuit where the water was guided and circulat-
ed with a pump using everyday items she had collected locally, to showcase as a large-scale installation.
The water in the work is deeply related to the city of Venice, which has been hit by floods many times, and
is also connected to the issues of climate change confronting the world.

In the On Physis exhibition, Mohri, in addition, used the structure of The Large Glass and adapted
each part to her own works. Among them was a new piece titled Furui (More Moré). Seven white funnels
connect to luminescent white tubes were touching the floor. When | saw it, | felt that the water of Venice
secretly appeared as invisible water in the Artizon Museum and that image wouldn't go away. Would you
say | was overthinking it? However, wouldn't you agree that, just as water circulates everywhere on Earth,
and even inside humans and inanimate objects, Mohriis trying to circulate water in her own works as well?

EREF [Compose] 20244

FOOET T #FT7-ETVH—LERENRE. BAE(EE:
BRfEE) BRAR

Yuko Mohri, Compose, 2024

Installation view of the Japan Pavilion at the 6oth Interna-
tional Art Exhibition—La Biennale di Venezia (Organized by
The Japan Foundation).

Photos by kugeyasuhide

AMoOERELTOK Water as the origin of all things
READIIMNUCHS TE17R) ElFHRE) The word physis in the title of the exhibition is an
SPEET. TAR TR CRENS, RS viE% ancient Greek word that is translated as "nature.” It
g < i i rtant concept in Greek philosophy, and
“HL BESTEH. EED r isan impo

5 T;i;; &f :(ﬁfrf?f ;%{ig‘ﬁ the philosopher Thales thought that water was the
%mf’ﬁ 71;: :LTZ; LE’D =2 tl?iﬂ;y; origin of all things. Mohri said, "Physis, for me, is first
23O TWA, MACETEaYR 7

and foremost contingency and uncertainty, or cre-
BOTREETHY . 3VEBERIBRRE  ating a situation that is in motion and being pas-

<Y, ZZ[CFURENDHLVEAICHLTR
BV THEC L) (RERER p.021).
CORRERE, TEREELS, RBURITAE
ALBLOMR (AT) OEFREZBELTVENS
BEDRT—hA/RTEBZODELNIGL, B
LLESTKRZORABOLHOFEMTHY. [/
BICT8E2 522601 EVWSTTVROEARD
BHTOET1—7. DEVBWTHY, BAICSH
F2REPERERREEHRTXMBRBELLTOE
TA—I7TEHBLED, @

sively open to the new conditions that are brought
into it (Exhibition catalogue, p.021).

This exhibition may also be a statement that
she will explore the boundaries between nature
which will stay uncertain and in flux, and her own
man-made artworks. Water is a material for her
great work, and at the same time, it is a motif in the
original Latin sense of "something that gives move-
ment," as well as a motif as an art term that refers
to form and placement in sculpture. &
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Water Calling
—Perceiving the environment
through the senses Water

X
Water Calling
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Beneath the city of Kyoto exists twenty billion tons of water, nearly equivalent to the volume of Lake Biwa. There
is research that suggests the culture of the ancient capital Kyoto, which has continued since the Heian period,
was supported by its abundant underground water. Currently, French designer Isabelle Daéron and others are
tackling an art project titled “Water Calling," inspired by research revealing the existence of this underground
water called Kyoto Suibon (Kyoto water basin). They are visually expressing the relationship between the unique
water circulation system dormant underground the old capital and the relationship it creates with the people.

X/ BREEEE BE/BIEYTI
Text by Tomoro Ando Photos by Manami Takahashi
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The art project "Water Calling’ was
inspired by Kyoto suibon (Kyoto
Water Basin), which lies under-
neath Kyoto Basin. Research de-
signer Isabelle Daeron who is par-
ticipating is attracting attention as
an artist for her unique "thinking
by drawing" approach.

HEELFENZERA M T00m FEFTHRKICEH>TVIREAMN. MRME BREARSHRRE (S5 0T OnHE
BHSEREOKERITVAZLERPMCRBLL. FERNSHA<ERBOXERFZOER U TKICL>TRASNTES (B
#ig =),

The Kyoto Basin where a bedrock called the Paleozoic strata spreads in a bowl-shape extending 8oo meters underground
Chair Professor Harushige Kusumi of Kansai University scientifically elucidated that its sand and gravel layer in the ‘bowl”
still holds a massive amount of water. The culture of Kyoto that has continued since the Heian Period has been sustained
by this abundant underground water. (Photo provided by Harushige Kusumi)
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Daéron attaches illustrations, notes and references to the map. Such works
by Daéron, which are planned to be displayed at Murin-an soon, make
the viewer feel as if she is looking at “traces of Daéron's thoughts® and
inspire her to dynamically follow the story depicted by her.

2 COBRRXBLEYIOY (BRAR)HREEH0 EF) 20T &
BRXHARAXCEERORAET REWREER (BE) LTV
FET> TV
On this day, Daeron (center) who arrived in Japan did an interview with
Hiroko Edani (right) of the Nara National Research Institute for Cultural
Properties about Oguraike pond in southern Kyoto.

3 YIOVAFAHEE—2NOKEL—bTA 7/ RREODTBICAVS 7
I0-g-R709z0b. IKEAEOBRIES VT, NOEELNTEO
A2 DBLLICRERBHNEBEBVZERFRICHVERVET .
Daéron’s Aéro-Seine project in which water from the Seine is used to re-
duce heat island phenomena. *| think there's a lot for residents in Paris
to learn from the ways people in Kyoto live regarding the relationship
between people and water.” Photo credits: Pierre L'Excellent.
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Kyoto sits on a wet sponge

The Kyoto Basin spanning 12 km east to west
and 33 km north to south is surrounded by
mountains in the Tamba region (Kitayama
area) in the north, Mt. Hiei and Mt. Daimoniji
(Higashiyama area) in the east, and Mt. Atago
and Mt. Oshio (Nishiyama area) in the west.
The hardest stratum called the Paleozoic stra-
ta spreads in a bowl-like formation extending
800 meters underground, and it surrounds a
layer called the diluvium that accumulated
from 1.5 million to 5 million years ago, and the
alluvium that accumulated approximately 30
thousand years ago.

“Sand and gravel contained in the alluvi-
um and the diluvium hold an abundance of
water within this bow! and share good-quali-
ty underground water. It's no exaggeration to
say that Kyoto sits on a wet sponge,” explains
Chair Professor Harushige Kusumi (Dr. Eng.)
of Kansai University. Kusumi scientifically elu-
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cidated from seismic reflection surveys, grav-
ity surveys, and approximately 8,000 borings
that the strata around Mt. Tenndzan and Mt.
Otokoyama functioned as a natural dam un-
derground the Kyoto Basin, and as a result, the
area holds as much as 211 billion tons of water
thatis almost equivalent to the amountin Lake
Biwa. He showed this using a 30 simulation.
Inspired by the existence of this underground
water that chair professor Harushige Kusumi
calls Kyoto suibon, an art project titled "Water
Calling,” by French designer Isabelle Daéron
and Yoshiko Nagai, a producer and art cura-
tor who has long been in charge of cultural
events and design direction at a foreign-af-
filiated company, was started in 2022. This
project aims to make people more aware of
the environment in which we live with wa-
ter through an artistic representation of Kyo-
to's water-related landscape. "Water Calling”
is being planned and conducted as a project
approved by Arts Aid KyoTo (a Kyoto City col-
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ERTEH D,
Kyoto where the Biwako Lake Canal (left
photo) is laid out today has also beena
“water capitalsince ancient times. With
its abundant underground water, it is
thought thatin the Heian Period (8th to
12th century) ‘there were many places
where water that could be used for irri-
gation welled up if you dug just several
meters’ (Kusumi). Shinsen-en (Nakagyd
ward, Kyoto City; right photo) with the
spring-water pond was made about the
same time the capital was transferred
to Heian-kyo (today's Kyoto), and it is
also a sacred place where Kikai (post-
humously called ‘kobo Daishi’) made
prayers for rain.
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Art book Water Calling that outlines
Daéron's concept. Graphic designer
Hideyuki Saito did the book design. In
the book, Nagai says, ‘Today, we have
access to safe water from the tap any-
time. But on the ground level, hasn't it
become rare to hear its sound unless it's
raining outside? (snip) | think its become
difficult to sense the presence of water
in our daily living."

laborative culture and art supportive program),
and as a cultural project supported by IF Export
by Institut Francais, the official French govern-
ment center of language and culture in Japan.

Visualizing the relationship
between people and water

“When | learned about the existence of the
Kyoto suibon, I was really shocked to find out
we, the residents in Kyoto, are living on wa-
ter. Nagai, who serves as a lecturer at Kyoto
City University of Art, stresses that Kyota's long
and prosperous history as a political center
that is rare worldwide, as well as its tradition-
al food culture that has been loved since an-
cient times, such as tofu, yuba (tofu skin), sake
brewing, and Kyoto vegetables, and tradition-
al crafts such as dyeing and weaving, have all
been supported by the Kyoto Water Basin.
Daéron, on the other hand, who has been
conducting research into water circulation in






urban environments, such as designing public
cooling points using water from the seine in
Paris, joined this project in response to a re-
quest by Nagai. As a part of this project, she
visited Kyoto to conduct a fieldwork and pub-
lished an art book titled Water Calling last year
based on the drawings she made there, and
also held an exhibition in Paris.

Daéron says, “The main objective of this
project is to visualize the relationship between
people and water. The issue related to water
is important and serious in Europe including
France. It is an opportunity to reexamine our
relationship with nature and mother earth,
which we seem to have lost since the Indus-
trial Revolution, by depicting the relationship
between people and water in Kyoto as a story.”

Weaving in academic research
and mythology

Daéron, who heads the creative agency Studio
Idaé, plans and designs such projects as the
project Aero-Seine in which heat island phe-
nomena are reduced by sprinkling non-drink-
able water drawn from the Seine anto porous
materials spread out on streets, and a project
titled "Cleaning fountain”in which non-potable
water is used effectively for cleaning outdoor
areas. In addition to all this, she exhibits her
drawing works with a unique touch as an artist
while also conducting creative activities and re-
search design according to an interdisciplinary
approach based on research and education.
Nagai says that Daéron’s design approach is
characterized by her unique method of ‘think-
ing by drawing." This method does not sim-
ply involve creating objects based on what
she observes, but building scientific, histori-
cal, aesthetic, and political data as a project.
Daéron thinks design does not simply involve
making drawings and creating things, but it
is also a discourse (communication through
language) in a broad sense, and a part of ar-
tistic activities as well.

On this day again, Daéron was conduct-
ing an interview with Hiroko Edani, head of the
Cultural Landscape Section at the Department
of Cultural Heritage, Nara National Research
Institute for Cultural Properties about the story
of a dragon passed down at the Shinsen-en,
Shingon Japanese Buddhist temple (Nakagyo
ward) and the history of Oguraike pond in the
southern part of Kyoto, while gathering the
information she acquired through her field-
works in Kyoto City.

In this way, Daéron has drawn a large
map based on a bird's eye view of Kyoto with
various photos and diagrams and notes, As
drawings are being added here and there on
this map, Daéron says, “Itll grow bigger and
bigger."While some of the drawings are realis-
tic, others are rather abstract. In her drawings,
Daeron's horizontal and overhead perspectives
intersect in a cubist manner within the same
picture, explicit yet also soft. These drawings

by Daéron also seem to overlap with the Wa-
ter Calling philosophy of weaving together
academic research with myths and imaginary
stories, based on the concept of ‘perceiving
the environment through the senses.”

“It may be possible to convey it using
various technologies such as AR and VR, but
when representing a 'story’ about the rela-
tionship of the Kyoto suibon with the locals,
| sense such drawings are the most suitable
method,” Daéron explains.

The map Daéron is expanding almost ap-
pears as traces of her thoughts." As painter and
art theorist Paul Klee once said, “As animals eat
grass, the viewer's eye looking at a painting
follow the path prepared within that paint-
ing." A viewer dynamically follows the story
drawn by Daéron without being fixed optically.

Daily lives of human beings
cannot be depicted
with numerical values alone

Edani, who has also been involved in super-
vising the book Water Calling, says the every-
day lives of families that have been living in
the region for generations since ancient times
can be seen in daily scenes of Kyoto, such as
the river banks of Kamogawa (river) where nu-
merous measures have been taken for flood
control, and a pond where rain-making ritu-
als used to be held. Edani explains that each
and every one of these measures is a sign of
people’s daily living in which they lived while
feeling a sense of awe towards forces that hu-
mankind could not compete against.

"People in pre-modern times lived while
constantly and cleverly tuning their wisdom
to aptly use the limited resources available to
them. Modernization has made such subtle
tunings unnecessary, and succeeded in cutting
off nature from human living. Nevertheless,
on the other hand, we have been forced to
acutely realize the fact we are living in nature
and we are reminded of the need to leamn the
wisdom to live with nature, each time news
such as flood damage is reported, as torren-
tial rains are becoming more and more se-
vere,” Edani says.

Nagai and Daéron are also planning an
exhibition in January next year at one of the
famous Japanese gardens, Murin-an where
the water from Biwako Lake Canal is drawn.
Itis not possible to depict every aspect of hu-
man living with numerical data and graphs.
As such things as invisible prayers and wishes
are also a part of human living, we can deci-
pherwhat people are thinking and value from
such activities, The attempt of Water-calling
of perceiving the environment through the
senses” and the map drawn by Daéron visu-
alize what conventionally could not be visu-
alized. This might propose a completely new
and contemporary way of leading toward an
extremely important and obvious conclusion
to all that “water is vital." @

.
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Isabelle Dagron (Research designer
and Artist, left in photo) was born in
Pleemeur, France in 1983. She gradu-
ated from Ecole Nationale Supérieure
de Création Industrielle and Ecole
Supérieure d’Art et Design de Reims.
While creating works related to cycles
in nature, she established Studio Idaé
where she conducts activities integrat-
ing urban design, space design, and
research.
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Yoshiko Nagai (Curator and Producer)
graduated from the Department of Aes-
thetics and Science of Arts, the Faculty
of Letters, Keio University, and the Uni-
versity of London with an mAin Creative
Curating, Goldsmiths College. She brings
together artists, designers, and artisans,
and conducts numerous communication
projects in which they work collabora-
tively. She is the head of the curatorial
studio Materia Prima, and a part time
lecturer at Kyoto City University of Art

AXIS

155






KOEBHMNSRETHA L DFINIFT4TROLS

Exploring alternative forms of design through the workings of water
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A discussion on designs of sansuigo
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The blessings of water are inseparable from the blessings of mountains, and Japan has been graced with both. However, the consequenc-
es of human beings enjoying urban living while controlling nature are surfacing in the forms of frequent disasters and deterioration of
the environment. Those who quickly addressed this situation from the perspective of design are Takekazu Inoue, Chief Specialist, Cen-
ter for Creation and Strategy, and Keiichiro Fujisaki, Professor of Tokyo University of the Arts and Director of GOOD DESIGN Marunouchi.
They have been introducing designers and creators who travel away from urban environments into remote areas to find new narratives
through their Sansuigo Channel on YouTube since 2020. We had the two talks about what kind of a world of “water”they are pursuing.
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Daisuke Maki (above) founded the forestry school Nishiawakura Mori no
Gakko as a local venture in 2009 in Nishiawakura Village (population 1,500) in
Okayama Prefecture and then founded A Zero Group Inc. where he practices
a recycling-based business that starts from regenerating forests. He succeeded
in farming “forest eels" in the inland village and processes eels in the summer

and animal meat in the winter.
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Takekazu Inoue was born in Fujisawa City, Kanagawa Prefecture in 1969. He
graduated from the Faculty of Agriculture, The University of Tekyo, and Yale
University (with an MA in economics). After working for the Forest Agency and
CASSINA IXC. Ltd., he joined The Japan Research Institute, Limited in 2003. Cur-
rently, Inoue is co-director at Good Design Marunouchi, Sansuigo Channel, and
Design of the Sansuigo exhibition. He conducts incubation activities to com-
bine the blessings of mountains and water, human wisdom, and technology
to create a sustainable social system
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The digital “vyamap Watershed Maps” released in May 2024 covers all the river
basins throughout Japan. It expresses the river basins, which are expanses of
land, as units of the Earth's ecosystem. The map visualizes the flow of water,
and is considered useful for flood control, mountain climbing, and visualiz-
ing natural assets.

Resolution surrounding water

—— Mr.Inoue, you mentioned the word sansuigo (a region abun-
dant in the blessings of mountains and water) in your book Recov-
ery of the Japanese Archipelago: To Continue Living in This Country
published in 2019 and stated that Japan will change if its moun-
tains and water change, and the diversity generated by its islands
is its potential. Moreover, you and Mr. Fujisaki introduced people
working actively in local areas via video streaming under the theme
“the design of sansuigo.” When you hear the word “water,” what
comes to your mind?

INOUE Its the worldview of a horticulturist that Hiroomi Takada
presented in his book Dochu Kankyo (Underground Environ-
ment; Kenchiku Shiryo Kenkyusha co., LTD., 2020), right? Wa-
terand air pathways spread throughout like capillary vessels
underground, and if microscopic water veins extend there,
the soil will come alive and mountains will tighten up. Mr.
Takada, however, points out that as the ground is covered with
concrete today, soil decays and the mountains are losing their
strength. The behavior of water in the soil has never been
captured with such resolution before, and it reminded me
that the mountains, soil, water, and the sea are all connected.
FUlIsAKI Daisuke Maki (A Zero Group) in Nishiawakura Vil-
lage, Okayama Prefecture, introduced in the Design of San-
suigo exhibition in 2021, is also spoke about the importance
of the underground environment while rejuvenating forests
and promoting the use of small hydroelectric power gener-
ation and forest biomasses as his “100-year forestry project.’
INOUE The name of Maki’s company "A Zero’ comes from the
fact humus at the topmost layer of the ground is called Ao,
Ifthe Ao layer is rich, not only the forest ecology is enriched,
butalso the organic acid seeping out from it becomes a nu-
trient for the sea via rivers.

FUJISAKI Maki is also aquaculture business under the name
"Forest eels.” As there's an environment with water that can
be warmed with woody biomass, he’s able to farming eels.
In a beautiful forest, there is water that nurtures life, which
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is why high-quality eel farming becomes possible. This re-
minds me of the time | was impressed by the ideas the peo-
ple working for forests come up with.

INOUE Manazuru Town in Kanagawa Prefecture doesn't have
rivers because water seeps through its lava bed formed by
the eruption of Mt. Hakone. It, however, has an abundance
of underground water, so fresh water springs out from the
bottom of the sea. When there are submarine springs, fish
gather there and seaweed beds, which is vital to marine
ecology, are also formed. In Manazury, as a thick laurel for-
est covers the Manazuru Peninsula, submarine springs are
preserved. Nevertheless, as so many areas are covered with
concrete and asphalt these days, the amount of water per-
meating down to underground strata tends to be insufficient,
and as a result, marine springs dry up and the sea also starts
to become infertile.

This issue is finally starting to attract attention just re-
cently. The seaweed venture Sea Vegetable Company is a rare
company that dives into seas throughout Japan and can ex-
plain the state of its ecology in general from the situation of
seaweed, so thanks to them, we are finally becoming able
to realistically realize the ecological links among the moun-
tains, rivers, and seas.

FUJISAKI Seaweed beds are essential, aren't they?

INouE With climate change, the seawater temperature is ris-
ing, so aigo (rabbitfish) have started to move northward and
eating up the seaweed beds. Aigo is a southern hemisphere
fish that is used as an ingredient in the local Okinawan del-
icacy Sukugarasu. In Tohoku (northeastern Japan) and Hok-
kaido, as sea urchin are eating up seaweed, a phenomenon
called “rocky-shore denudation”in which seaweed beds start
to disappear leading to the desertification of seabeds is occur-
ring everywhere. Seaweed beds are the lifeline for the ocean.
Not only the direction of the sea currents is changing due to
the rise in seawater temperature, but also the seaweed beds
are disappearing due to rocky-shore denudation”and hence
the number of fish is decreasing rapidly. Its a major problem
that is occurring throughout Japan.
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Keiichiro Fujisaki was born in Yokohama City, Kanagawa Prefecture in1963. He
graduated from the Department of German Studies, Faculty of Foreign Studies,
Sophia University. After working as an editor in chief at Bijutsu Shuppan-Sha,
Ltd., he went freelance and does editing, reviewing, research, and education in
the field of design. He is currently a professor at the Faculty of Fine Arts, Depart-
ment of Design, Tokyo University of the Arts. He also serves as the director of
Sansuigo Channel. Fujisakiis the author of the series "Sci Tech File" in AxIs mag-
azine. Among the books he has written is Dont Design (DNP Ary Commissions)

Reassessing Japan's situation through water

Fuisaki The situation is quite difficult though. Even on San-
suigo Channel, they discuss more about undeveloped wood-
lands near populated areas because those attempts to link
mountains with human activities are easier to understand
and are more visible. With rivers, control projects to deal
with flooding are prioritized rather than their effective use.
In the daily lives of many, water has become a remote exis-
tence they come in contact only through faucets and plas-
tic water bottles.

INOUE The fact most rivers and waterways throughout Tokyo
were made into underground canduits for hosting the 1964
Olympics was perhaps another reason water has become
remote from daily living here. There are some initiatives to
bring back our relationship with water, such as architectural
historian Hidenobu Jinnai advocating a “Water City” plan, or
the Ministry of Land, Infrastructure, Transport and Tourism
conducting a project called “Mizbering” for more effective
uses of waterfronts. Nevertheless, there isn't yet a ministry
or agency that controls water itself. The Ministry of Health,
Labour and Welfare controls water quality, the Ministry of
Land, Infrastructure, Transport and Tourism controls rivers,
and the Forestry Agency controls water-source forests. There
is no ministry or agency that cross-sectionally or unitarily han-
dles water, which is the essence of life. This symbalizes the
current situation surrounding water in Japan.

The fact it can't be controlled unitarily seems to
indicate the difficulty in controlling water.

INOUE Japanese culture has always developed around water,
but our daily living today seems more distant to it. Ocean
routes are being terminated one after another and land and
sky transportation have become the main, but rivers and
ocean were once vital for transporting things and people.
The late folklorist Tsuneichi Miyamoto who was born on
the island Suo-Oshima focused on sea people. As | myself







have realized through traveling frequently to the Setouchi
area and Amakusa that maritime people and their culture is
different from mountain people and farmers, | feel that I've
been awakened to how fascinating their situation is. When
you see Japan from the perspective of the ocean, you start
to see a totally different Japan.

“YAMAP Watershed Maps" that received the gold award
in the 2024 Good Design Award is a map of Japan archipel-
ago rewritten from the viewpoint of its flow of water and
areas surrounding rivers rather than its administrative dis-
tricts (cities and prefectures). The "Watershed Thinking" ad-
vocated by professor Yuji Kishi of Keio University is recently
being rediscovered and reevaluated by younger generations
as well. This is another attempt to view this country from the
standpoint of water.

Facing the danger surrounding water as a creator

INOUE A human being can survive for three weeks without
eating, but will die without drinking water after three days.
Water is that essential for human beings to stay alive. When
you observe prehistoric Jomon Sites, you notice they lived
in areas that have access to water but little risk of flooding.
As long as one lives in the Japanese archipelago, she cannot
ignore the flow and movement of water. Downstream flat
plains prospered for the first time after military command-
ersduring Japan's Sengoku Period (Warring States in the 16th
century) emerged and started large-scale levee constructions
with their powerful leadership. Until then, flat plains were
not livable due to frequent floading of the rivers. In the last
part of an animated movie Weathering With You directed by
Makoto Shinkai, scenes of the center of Tokyo submerged in
water are depicted. In fact, until 400 years ago, the Hibiya area
was an inlet. Tokyo started prospering after river re-channel-

ing works and the reclamation of some sea areas. Original-
ly, in the Jomon era, the sea-surface was higher than today
due to climate change and most of the Kanto Plain was at
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While being a pioneering female architect and designer, Eileen Gray, born in
Ireland, has long been overlooked. The E-1027 she completed in 1929 is a mas-
terpiece in modern architecture. Due to the prejudice towards foreign wormen,
however, it was labeled as being designed by Le Corbusier, and Le Corbusier
himself pretended that to be true and behaved arrogantly in the villa. As later
on, their relationship was depicted in a film, the truth was revealed and her
reputation was reinstated. The building has recently been restored at a cost of
five million Euro, and is open to the public for viewing.

© Manuel Bougot

the bottom of the sea. If the sea surface once again rises be-
cause of climate change, people will not be able live there.
Fujisaki That history of fighting water is being forgotten. Be-
yond satoyama (mountains near populated areas), there are
mountains that people don't enter, and even today Matagi
hunters offer prayers to such areas as sacred realms of the
gods. But when water became controllable with flood con-
trol, such mountains were no longer objects of fear. As such
names of areas as Kappa Bashi suggest, there were once
dreaded rivers where people were said to be pulled in and
drowned by kappa (water sprites), but that is a story of the
past and nobody believes it today.

INOUE We've long forgotten the sense of fear of water as you
say, but won't we be forced to face the threat from water
once again soon? | think the film Weathering With You sort
of symbolized that. Hayao Miyazaki also depicted tsunamiin
Future Boy Conan and Ponyo. | think such creators intuitively
felt that water cannot be controlled so easily by people, and
were sending out warnings.

If design exists as a means of control, isn't it possible to
retrieve the fear of the uncontrollable power of nature and
mysterious phenomena through design? | think design in the
20th century was detached from mother earth and evolved
to aim for more lighter and brighter world, or towards light.
In contrast to that, more indigenous design that aims to re-
connect with mother earth like what Toshimitsu Yoshino or
Katsunobu Yoshida in Yamagata Prefecture is doing has started
to attract attention. Such designers who return to more na-
tive qualities design things that include more down-to-earth
or difficult aspects, and not just sleek and bright qualities. A
symbol of that difficult aspects is water, and if the 20th cen-
tury was an era of the design of light, the 21st century may
be an era of the design of water.

Fujisakl Design in the 2oth century including Bauhaus was
design of subtraction as they considered that aesthetics re-
sided in the pursuit of essence and functionality of things.
The approaches of those appearing in the Sansuigo Channel,
however, are all rather ‘down to earth”and different from the
western beauty based on truth and virtue. There might be
only one goal in the sense of improving human living, but
these people are aware of the interesting fact that there are
various strategies to achieve that goal.

INOUE What designers and creators who move to rural areas
face first is the problem of moisture, or humidity in Japan. Ev-
erybody cries when they see their favorite shoes and clothes
all covered in mold (laughs). Being neat and fashionable can
be maintained only in urban environments where humidity
can be controlled. Such factors as humidity that cause mold
and spoil things are what designers hate most. But design-
ers who take such conditions into account rather than re-
moving them, and pursue expressions that move people’s
hearts might be those who make unique indigenous design.
FUjisakI There's something rather lunatic about water. In his
later years, Le Corbusier spent his vacations at his cabanon
de vacances in Roguebrune-Cap-Martin in southern France.
The house next to his was architect Eileen Gray's debut work
Villa E-1027. There, Le Corbusier drew pictures throughout its
interior without her knowledge. He even painted and took
pictures of himself in the nude.

Although Le Corbusier was born in Switzerland, he con-
sidered his roots to be near the Mediterranean, and while he
was in contact with the sea, his roots, he gradually grew in-
sane. The person who established modern architecture was
liberated by touching his roots, the ocean. | feel water has
such a function. | also believe, as a creator, it is ok to have
such ways of relating to turbulent water. &
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Takayuki Fukatsu's
Back and Forth Chronicles
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Stepping out of the digital world, this series captures the
firsthand account of ul/ux designer Takayuki Fukatsu
exploring the real world. It will go back and forth be-
tween analog and digital, humans and Al, and the past

and the future—navigating the theme of creativity for
the future with a hands-on approach.
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In the previous feature, Fukatsu visited a manufacturing site for
one-off "Specialized Vehicles” and remarked, "Jobs that cover a
wide field of physical expertise, from design work to assembly,
are yet to be achieved by Al" This time, Fukatsu, a self-professed
"material enthusiast,” delves into 3D printing in construction—a
technology that has begun to be used not only for building sin-
gle houses, but also for larger civil engineering and construction
projects. This exploration takes place at Obayashi Corporation,
one of Japan's leading construction firms, to examine the current
advancements in the field.

Founded in Osaka in 1892, Obayashi Corporation became re-
nowned for building large-scale dams to support national recon-
struction and meet the energy demands of industrial recovery af-
ter World War 11. Among its notable achievements is the Nukabira
Dam in Hokkaido, completed in 1956 within a remarkably short pe-
riod, thanks to an innovative concrete curing method. Since then,
the company has dedicated itself to research and development in
construction technology and materials, The Technology Research
Institute in Kiyose, Tokyo, serves as the focal point of these efforts.

Today, the company’s Design Headquarters employs around
1,000 architects and engineers, with approximately 20 specialists
in BIM and computational design, according to Tatsuji Kimura,
manager of the Advanced Design Section within the Design Solu-
tions Department. Since 2014, this team has worked closely with
researchers at the Technical Research Institute to explore the po-
tential of 30 printing in architecture.

Why is the major corporation dedicating so much effort to
this field? The pressing need for automation and mechanization
to combat labor shortages is a significant factor. "Construction sites
in Japan are largely staffed by workers in their 50s, with very few
in their 20s. Within the next decade, we'll face serious challenges
in figuring out how to proceed with construction. To address this,
we need to advance technologies like automating tasks with 3p
printers and assembling precast components on-site," explains
Yoshikazu Ishizeki, chief engineer at the Production Technology
Research Department of the Technology Research Institute, draw-
ing from his extensive experience working at construction sites.

While addressing labor shartages is a practical necessity,
3D printing also offers strategic advantages for businesses. The
technology excels at creating a wide variety of custom shapes.
For instance, during the construction of six new breakwaters on
the Seisho Bypass in Kanagawa Prefecture (2023), 3D printers
were used to precast the intricate tip sections. “These sections
had complex, three-dimensional shapes that couldn't accommo-
date rebar or steel frames,” Ishizaki explains. "If youre producing
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Abench made of 'Slim-crete,” a concrete reinforced with ultra-high-strength steel
fibers. Fukatsu observed, ‘It's incredibly hard and heavy.” Although it has the ap-
pearance of carved stone, striking it with a hammer produces a metallic sound.
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The “3dpod,” Japan's first structure to use 30-printed components for all above-
ground elements, was constructed on the site of Obayashi Corporation Technol-
ogy Research Institute between 2022 and 2023,
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Interior view of the 3dpod. The ceiling features pre-printed floors placed atop the
walls. The intricate concave and convex design was carefully calculated to evenly
distribute the forces acting on the roof surface.
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“The layered, striped patterns reflect the accumulation of time. It fascinating to
deliberately highlight them as part of the design,” remarked Fukatsu.
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100 identical pieces, steel molds are more cost-effective. But for
smaller batches, costs rise significantly. 3p printing is ideal for
‘low-volume, high-mix’ production.”

Nodding contemplatively, Fukatsu remarks, “So, 30 print-
ing is ideal for creating unique, custom-made items—essentially
anything that isn't standardized.” Kimura agrees but adds, "At the
same time, it's also well-suited for ‘standardization. Once a com-
plex shape can be generated from data, production can proceed
without human intervention, driving costs down further.

Earthquake-resistant 3p-printed architecture

On construction sites utilizing 3D printers, materials are extruded
from a nozzle attached to a robotic arm, gradually layering com-
ponents to form the structure. At Obayashi Corporation’s Techni-
cal Research Institute, the focus isn't primarily on developing ma-
chinery like robotic arms but rather on the materials themselves.
The materials used must possess three key properties: flowabili-
ty, self-supporting ability, and rapid setting. Without these charac-
teristics, structures with complex shapes or angles could collapse
under their own weight. “In construction, cement-based materi-
als like mortar and concrete have traditionally been used for their
strength and durability. However, compared to materials like plas-
tic or steel, cement takes longer to set, making it challenging to
use in 3D printing applications,” explains Kimura.

Compared to Europe and the United States—leaders in tech-
nological development and adoption—Japan has faced challeng-
es with 3D-printed materials because of earthquake-resistance re-
quirements. One major obstacle is legal: mortar is not recognized
as a designated structural material under Japanese regulations. A
breakthrough came with the development of “Slim-crete," a new
mortar reinforced with ultra-high-strength steel fibers. Firstintro-
duced in practice in 2012, Slim-crete has been used in projects like
the aforementioned breakwater construction on the Seisho Bypass.

The possibility of constructing earthquake-resistant struc-
tures with 3D-printed cement-based materials has now become
a reality. To explore its potential applications further, Obayashi's
research team built a fully certified structure under Japan's strin-
gentregulations: a cylindrical building known as“3dpod,” approx-
imately eight meters in diameter. The process began with print-
ing a mortar called "Printal” directly onto a concrete foundation,
serving as the mold. Slim-crete was then poured into the mold to
form the outer structural walls. Additionally, the 3dpod incorpo-
rated an innovative approach to print a central “insulation layer”
and an interior "duct layer” for utilities and air conditioning as an
integrated system in the walls.

The completed building received a special certification from
the Minister of Land, Infrastructure, Transport and Tourism, mark-
ingitas Japan’s first fully 30-printed building. Despite Slim-crete’s
ability to harden at room temperature, on-site challenges required
additional measures, such as using stoves during winter construc-
tion and installing temporary roofs to protect against rain and
wind. The project is a testament to both technical expertise and
perseverance, featuring forward-looking elements like complex
curved slabs, multi-floor layouts integrated with staircases, and a
system for channeling rainwater into a backyard biotope. Running
his hand along the outer wall, Fukatsu observed, "I really like how
the texture and tactile qualities have been preserved."“The 3dpod
serves as a showcase for what can be achieved when construct-
ing an entire structure using 30 printing. Looking ahead, we want
to highlight the appeal of integrating 3D printing with traditional
materials like wood," says Marco Capitanio, deputy manager of
the Advanced Design Section.

After touring the 3dpod, Fukatsu remarked, "Seeing such
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Since 2017, Obayashi Corporation has been conducting proof-of-concept experi-
ments for remote construction using heavy machinery operated via 5 commu-
nication. By leveraging directional antennas and general-purpose remote-con-
trol systems, they have achieved low-latency operation. Fukatsu experienced a
demonstration of the immersive control cockpit.
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Established in 1965, Obayashi Corporation Technology Research Institute is a world-
class testing facility that includes various experimental buildings centered around
its main Techno-station. To commemorate the company’s 130th anniversary in
2021, they completed Keyaki Terrace, a structure featuring a wooden roof, Clean-
crete wall construction, expansive openings, and a warm, timber-rich interior.
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On the roof of the 3dpod. From right to left: Yoshikazu Ishizeki, chief engineer
at Obayashi Corporation Technology Research Institute; Fukatsu; Tatsuji Kimura,
manager of the Advanced Design Section; and Marco Capitanio, deputy manag-
er of the same section.
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Freshly mixed mortar is shaped according to Jis standards, subjected to a specif-
ic number of vibrations, and tested for its stability. "The jis standard for concrete,
JIS A 5308, was established in 1953 and became a cornerstone of post-war recon-
struction,” explained Ishizeki

a massive structure in person gives it an undeniable presence.
Outputs from Al essentially do not have materiality in the phys-
ical world, so there's a powerful sense of tangibility in seeing
them take shape.”

Construction methods for coexistence with the Earth
—and beyond to the moon

If the past decade has been about establishing and testing 3D
printing technology, Obayashi Corporation envisions the next
ten years as a phase of widespread adoption, driven by advance-
ments in material and construction techniques, shortened con-
struction periods, high-rise applications, and automated design.

While concrete was a material that underpinned 2oth-cen-
tury prosperity, it is inherently high in environmental impact. At
the Technology Research Institute, in addition to Slim-crete, the
team is also developing the "Clean-crete” series, a type of concrete
that reduces co, emissions by up to 8o%, as well as biodegrad-
able eco-materials.

When asked by Fukatsu about his ultimate goal or personal
dream, Kimura responded, "To use soil as a building material."He
elaborated, 'l think layered construction using soil will become a
trend in the coming years. Its essentially the concept of earthen
walls. Soil can be sourced directly from the site, and it has a min-
imal environmental footprint. In this area, companies like WASP
in Italy are leading the way, but we also aim to focus on material
development.” Obayashi Corporation envisions a future where
3D-printed architecture using such eco-materials becomes main-
stream. Beyond that, their sights are set on space. The company is
already collaborating with JAxa on research that considers lunar
regolith (moon dust) as a material for 30 printing. @
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Unlike conventional plastic 30 printers or laser layering meth-
ods, 3D printing with mortar requires delicate adjustments due
to its viscosity, curing time, and weight. | was impressed by
the cutting-edge techniques | witnessed, such as multi-lay-
ered walls designed to incorporate other materials and sim-
ulations enabling seamless, single-stroke extrusion of mortar.
Overcoming these challenges to achieve more organic and
unrestricted designs inspires great anticipation for the future
development of this technology.
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Takayuki Fukatsu is a ul/ux designer, cxo of note inc., and CE0 of THE GUILD.

He founded the creative alliance THE GUILD in 2013. Fukatsu assumed

the position of cxo at Piece of Cake, Inc. (current note inc.) in 2017. He

serves as director of the Ux Intelligence Association, Al strategy advisor
for Yokosuka City, and advisor to Stability Al Japan.
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A project where only the owner or leader has a clear vision

Are we sharing a common vision?

This time,  would like to explore qualitative research focused on
fostering better decision-making. A critical aspect of qualitative
research is the process of on-site visits to truly experience things,
even though it may seem inefficient. However, these research
methods are often highly abstract and lack established practices,
making it challenging to measure success. As a result, we frequent-
ly struggle to convince stakeholders, including clients and team
members, of its significance. You can uncover many insights by
walking around a town or engaging directly with its people. Some
of those insights emerge only through active participation in the
process. By spending time alongside community members, you
can develop empathy for how they feel. It is crucial to prioritize
understanding through physical experience rather than relying
solely on intellect. We believe these intermediate insights, such
as what people think, often hold untapped potential, ultimately
leading to meaningful outcomes,

Imagine a company launching a new project and forming a
team. Even if the project owner or leader has a clear vision for suc-
cess, it is essential to carefully observe whether other team mem-
bers genuinely resonate with that vision. When team members
fully understand the project’s objectives, both the speed and qual-
ity of their work can improve significantly. Conversely, if members
simply focus on executing their assigned tasks without alignment,
the desired outcomes are often not achieved. In large organiza-
tions, itis common to see a few highly skilled individuals driving
the project while the majority remain unclear about their roles
or contributions.! This approach might work for straightforward
goals, such as launching Product A. However, it is far less effective
when objectives are ambiguous, leading teams to move aimless-
ly, or when the project involves addressing complex social chal-
lenges. It is essential for team members to align with the project
owners or leaders vision, even if it doesn't perfectly match their
individual perspectives, and to collectively move in the same di-
rection as a self-driven team.2 The more complex the challenge,
the greater the need for solutions that integrate interconnected
perspectives rather than relying on a singular approach.

Just live there and hear their stories
How can project owners or leaders share their bold vision and

foster empathy among team members? One effective method is
qualitative or anthropological research, such as conducting field-

Vision
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Aproject where the vision is shared among team members
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work together. We call this approach exploratory research methods
among individuals bound by a common destiny, aiming to create a
shared experience where everyone feels like comrades living under
the same roof. The simplest approach is to visit the site with team
members and observe what local people feel and think. During
my time at IDEQ, | once spent a month living in Vietnam as part
of a three-manth research project to develop a health drink fora
major Vietnamese dairy company. While spending time in Viet-
nam with the team, we experienced firsthand the tremendous
sweetness of Vietnamese beverages. However, little by little, we
grew accustomed to the sweetness. After a few weeks, we began
to feel, "Actually, this level of sweetness is just right," gradually
aligning with the locals'sense of taste. Initially, we had planned
to create unsweetened tea. However, based on that experience,
we ultimately decided to go with a mildly sweetened version. De-
signing that delicate balance is absolutely crucial. If we had stuck
with unsweetened tea, it likely would have been ignored by peo-
ple inVietnam. On the other hand, if it had been too sweet or not
sweet enough, it also wouldn't have been well-received. Similar-
ly, whether in product development or policymaking, there are
countless examples where decision-makers, convinced that their
ideas are correct, failed by imposing their proposals without un-
derstanding the realities on the ground.

Our research combines quantitative approaches, including
surveys, with qualitative approaches, such as field observations.
Quantitative approaches alone often lean toward economic con-
siderations. By incorporating qualitative approaches, we bring
social and cultural perspectives into the research, enabling more
creative solutions. Qualitative research isn't always conducted
with specific objectives in mind. Instead, it often involves simply
spending time in local supermarkets, cafes, or municipal offices,
where community members gather, casually chatting and observ-
ing. This approach might be described as immersing oneself in
the environment. For example, in community-building research,
we employ the method called Wine & Dine, where we simply lis-
ten to local people as they chat over meals. It feels like joining a
social gathering, where we ask for details only when something
sparks our curiosity. Sometimes, we approach people at a conve-
nience store at night or on the roadside and ask, "What are you
up to right now?" More often than not, letting people talk freely
reveals more genuine opinions and realities about how they feel
about their community compared to a formal group interview. It
even uncovers entirely new insights we hadn't considered before.
There was even a time when the conversation became so live-
ly that we almost ended up going to karaoke together (laughs).

Redefining luxury

At KESIKI, we are currently engaged in various projects exploring
how to cultivate high-value brands and their collectives in Japan. In
essence, this could be seen as an attempt to redefine luxury with
a distinctly Japanese perspective. Of course, we ourselves are not
part of the affluent class, so we lack firsthand knowledge of their
world. To bridge this gap, we've embarked on global research to
better understand their mindset. For instance, we've visited the
homes of wealthy individuals to share meals with them and en-
gaged with overseas aristocrats to uncover why they chose cer-
tain brands. Through these encounters, we realized that our initial
assumptions about luxury, imagining it as a world of ostentatious
and conspicuous consumption, were incomplete, Instead, we dis-
covered that many wealthy individuals not only purchase products
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butalso commit to preserving value for future generations. Some
establish foundations to sustain the craftsmanship of watchmakers
or jewelers, while others purchase vineyards and actively partici-
pate in the winemaking process. In this context, luxury seems to
embody the recovery of true abundance and humanity. With this
realization, we sought insights from a Buddhist senior monk to
explore the concept of luxury through the lens of Buddhist phi-
losophy. This raised the question: could a lifestyle that embrac-
es spirituality and profound meaning ultimately be considered a
luxury? These discoveries have emerged through our research.
From a purely practical standpoint, one might assume the
solution lies in compiling a comprehensive list of brands available
in Japan. But where's the creative value in that? If we are to do this,
we want to go further: redefining luxury in a way that sustains Jap-
anese culture and creativity for the future. We aim to identify what
defines Japanese luxury and present it as a new lifestyle that can
be embraced globally. This concept stems entirely from qualitative
research. Regardless of the project, we make a deliberate effort
to resist the assumption that we already understand. We actively
challenge our biases and encourage our team to do the same. &
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[t is essential for team members to align with the project owner’s or leader’s vision,
even if it doesn't perfectly match their individual perspectives,
and to collectively move in the same direction as a self-driven team.
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This series is an attempt at time travel,
ing back at ancient eras when time flowed much more slowly than today.
%€ take a leisurely stance and expand our imagination of the forms to things
and the feelings and thoughts behind them.
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View of the exhibition hall

R77-T1RY
HETTHI 6006 E
Nebra Sky Disk
(about 1600 BCE)

3 kg
IbrRUAREOBUCLEL5(12,2018
Let Me Become the Universe’s Plaything (2018)
by Bingyi

FrkpbLe—=3 HEARBUEREAILT7777 — 1 #FAL.
TIVVERICIVAT - DEEEZRAULBCE, maxh I 7
DAL CHEFELT REOBT AV +y hDBHRENTZEVS,

ERERRNFHEAZEL THETZZHT. A CENNED
[ BHRIZ 7oty v hOENESNIEL)=7TH3. A
Ml ER2ETNa iy v M, BRTZEHTHL, RBHRO
BEELEHLINT ZINBAXFELEMSSCREVAER
AAz@ELTHEMNE, ZOYWELIAHEEFHBFOETH
W, 7771 DREEERTZREEFLINTVE, BREOES %
RH2BEEEOBD CENZHEL. MEDOHICHVSNBKE
VB &Mz LETEHEINS, ERNCHKERS LT A
NI TR ZAEEHE LT EJFESETERVD, HKDF
LBRTED>TLESASR%Z, EHCHBLERTERC L, THbE
BEEEEOT I oA mIcEI NV ECLE, FMEBRENT
Wb =7 DELENERELIDTHS,

EfiifE 3z 0EME. SETCHBPTIOTHAL, BHTHIC
SO TRLUSIELSELTW e, AFHATAREELT. BACED
NIRRT V9o T=hDRRECAZMEIC, torhaBEELEDE,
TNEZVRT—hDERELTELAONG, TATL-NATF =D
CEVEIR) T, ESHLZ40tEVSERBER, TOTHEENDL
SICEBOLICBVEAYRIL—2a v THD. IITIEHLT
SNERL)-TORACRZZEADRE. BLEZIVROLD
BT,

LACMAQBZEMICIEZ T LT 9—IEvYERENZXRT
A7 NOHAB S, RECERULEEERY 33— CRII%G
RULEMETHY, ZZLIEF—ILICHALASHS NIE DY
BRENTV3D, 8LZ9000FE/DZENEBERDN2TVS,
BABERIOY Y EAAREOEVIFFOALEATN S, REFHE
BFOEDOEMNE, VEFhHEAHZVENBVTVS, LOBRHIAH
DADIBELE—W, BE-ERHLE. @

AXIS 175







| saw the same moon twice in a row in different night skies. It was,
moreover, a full moon called the "super moon." | saw it from a plane
when I'took off from Tokyo, and then floating in the night sky over my
destination, Los Angeles. They were both the so-called 'super moons.”
Time, however, flows in one direction. | saw them on the same day sim-
ply because | flew over the International Date Line, but the night sky
is one from the celestial point of view. Nevertheless, | wondered what
it was like back in the days when there were no airplanes. | went to an
exhibition titled Mapping the Infinite: Cosmologies Across Cultures at the
Los Angeles County Museum of Art (LACMA), and felt a sense of wonder
in contemplating how ancient people perceived the sky and heavens.

At art museums throughout the world, collaborations between
scientists and artists have been conducted actively in recent years.
The exhibition mentioned above is an attempt to grasp the origin
and meaning of the universe within the perspective of human histo-
ry through collaborations between art museums and scientists at the
Carnegie Observatories and the Griffith Observatory. In ancient cul-
tures, the cosmic structure and the measurement of time were deep-
ly connected to the heavens. Accordingly, the first artwork on exhibit
was the world's oldest astronomical disk called the Nebra Sky Disk in
the Cosmology exhibition that covers the history of humankind, from
Neolithic Europe to Egypt, Greece, then to South Asia, East Asia, the Is-
lamic world, and even to the Americas.

The name is derived from its discovery in 1999 near Nebra in the
Federal State of Saxony-Anhalt, Germany. This bronze disk is approxi-
mately 32 cm in diameter, and from its association with the other rel-
ics dug up near Nebra at the same time, it is estimated to have been
made about 3,600 years ago. Thirty-two stars in addition to the sun
and moon are inlaid, and as seven of the stars are thought to be the
Pleiades constellation, there is a possibility it was used as an agricul-
tural almanac. The Pleiades indicated when to sow seed and harvest
in Europe, and on the Nebra Sky Disk are depicted in a position visi-
ble in the western sky between the crescent moon in March and the
full moon in October. As this angle can only be seen at the latitude
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in central Germany where the disk was discovered, it is thought this
may have indicated the beginning and end of the agricultural calen-
dar at that time. As the full moon in October happened to be around
the same time as the super moon | saw from the airplane, it made a
strong impression on me.

While a golden arc is visible on the right side of the Nebra Sky Disk,
asimilar arc also existed on the left when it was used back in those days.
As both arcs have functions, when the locations of the setting sun on
the spring and autumn equinoxes are aligned with the center of the
arc on the crescent moon side, it indicates the locations of the sunsets
on the winter and summer solstices. The sun sets at the left end of the
arc on the winter solstice and on the right end of the arc on the sum-
mer solstice. The location of sunrise is also indicated using the same
arc. The results of the research spanning many years indicate that the
Nebra Sky Disk is an amazing design that combines a solar and lunar
calendar to function as a calendar for that region.

The aim of this exhibition that portrays cosmology from the per-
spective of the history of humankind is evident in an installation by a
contemporary artist from California paired with the Nebra Sky Disk. A
diagram of the universe is drawn with various materials on the floor.
The visitor wonders whether the crystals hung with red strings from
the ceiling represent stars.

Mercedes Dorame, an artist from the indigenous Tongva tribe of
California, researches Tongva cosmology and creates mythological
spaces that include the principal deity and sky god. The names of the
principal deity Quaoar and the sky god Weywaot in Tongva mythology
still appear in today's astrology, and astrologists Michael E. Brown and
Chad Trujillo adopted as the name Quaoar for an astronomical body
they discovered. Mareover, it is said that when Brown later discovered
a satellite of ;0000 Quaoar, he asked the people of Tongva to name it,
and the name of the sky god Weywot was chosen.

In the space where dialogues between the ancient and contem-

porary unfold through cosmology, | was particularly attracted to a re-
lief carved out in the figure of the ancient Egyptian Goddess Seshat.
As Seshat is said to reign over knowledge and writing, she not only
records them, but is also deemed the custodian of records, and has
been portrayed as the goddess of astronomy and astrology, and even
architecture and surveying. The measure is a branch of a palm tree
notched with gauges, and she also has the role of recording the reign
of the Pharaohs. The Goddess who decides the allotment of time also
exerts power in allotting space, and is depicted as holding a knotted
rope used for measuring. It goes without saying the Nile River with
its regular floods gave birth to Egyptian civilization, but from beauty
of this relief on exhibit, | felt that the Goddess was entrusted with the
design of time and space that is the ability to accurately measure and
record the scenery that changes after each flood.

LACMA did not try to explain the meaning in words, but rather al-
lowed visitors to feel it through spatial design. The Seshat relief is placed
in a position where the public art installed outside is visible through
a large glass window. It is an installation piece with a very large rock
weighing approximately 340 tons, titled Levitated Mass by Michael Heizer
who is known as a landscape artist, placed over a path so that people
can pass under it. The silhouette of a massive rock seen far away from
the small relief brought from Egypt almost appears as a white pyramid.

A natural asphalt pond called the La Brea Tar Pits can be found
on the premises of LACMA. At the site, animals and plants trapped in
the tar are exhibited, and the remains of a woman from approximately
0,000 years ago have also been found. Additionally, there is a muse-
um commemorating businessman George C. Page who contributed
to the preservation.

Tall palm trees sway in the vicinity of LACMA, a characteristic of Los
Angeles. When | looked up, | saw a particularly bright star shining be-
tween the palm fronds. Fora moment, | felt as if my line of sight over-
lapped with the gaze of ancient people. &
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Chihiro Minato is a photographer and director of the Insti
tute for Anthropology of Art and Design, Tama Art University.
He creates works on the theme of images and memories.
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Exercises in Poetic Engineering
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Shohei Takei of an engineering collective "nomena” talks about the daily

discoveries that lead to ideas in engineering and design.
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In my engineering-based creative practice, one concept | focus on is lightness.
In the greater world of engineering, it is typical that the most efficient solution
is chosen for some predetermined goal. The resulting products strongly reflect
the maker's intent, leaving little room for alternate interpretations. While this is
essential for ensuring convenience and safety in industrial contexts, | believe
the realm of expression fundamentally requires ambiguity. | believe that great
projects have an element of lightness.” Lightness clouds the design intention,
creating room for interpretation.

In 2022, | presented a piece titled Watches That Forgot Their Role. This proj-
ect, a collaboration between Seiko Watch Corporation and nomena, aimed to
‘reinvent the perception of wristwatches," reflecting the contemporary trend
of declining watch use among younger generations.

To putit simply, the piece is a clock that floats and swims ina puddle. The
clock, however, does not tell time. As the two hands move, the fins attached to
their tips paddle the water, propelling the clock gently forward. The motion of
the hands and the shapes of the fins vary for each individual clock, giving each
its own character. Occasionally, one clock bumps into another, spinning slowly
as it drifts across the water's surface with a curious charm.

Several viewers remarked that the piece felt like a scene in nature. | was
delighted by this feedback, and it also gave me a realization. We do not question
the purpose behind a flower in a field ora duck in a lake. They are embraced as
part of the landscape, at times inspiring us to assign unique stories and mean-
ing to them. This, | realized, represents the ideal form of “lightnessthat | seek.

In our highly industrialized era, most human-made objects seem as though
they are born with predefined meanings. My aim is to create artifacts that re-
semble a natural landscape—objects that seem to wait for humans to discover
their meaning. Machines still uncertain. This is what is currently on my mind. &
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ERBUELEBIETHA T — DT —T1RNOERCBVTHELOT I AT LI YavEBY,

Shohei Takei is an engineer. Born in1984 in Gifu prefecture. Majored in electrical engineering in the National Institute of Technology and cognitive psychology in college. Joined Tanseisha in 2006.
Earned a masters degree from the Interfaculty Initiative in Information Studies, Graduate School of Interdisciplinary Information Studies at the University of Tokyo in 2012. Established nomena the
same year. In addition to producing his own work, Takei leads technical direction working with various designers and artists.
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Viewpoint Monologue #3
Compromise

ZBRE/O-4FH3
17 |

X/ B
Text by Naoki Ono
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| recently moved for the first time in a decade. Moving is such
a hassle. While house-hunting is stressful enough, | want to fo-
cus on the challenges that come after the move—especially how
you handle your belongings like furniture and household goods.

This time, beyond moving my belongings from the old place, there's
also a long list of items that need replacing—or entirely new pur-
chases. Tables, curtains, beds, chairs, Tvs, even kitchen supplies
and storage boxes—the list is overwhelmingly long.

Ideally, a quick trip to mass retailers or interior shops would sort
everything out. But finding something you truly like is rarely that
simple. You spend endless hours scouring the internet and vis-
iting stores to see things in person. It's a fun process, but also in-
credibly time-consuming.

Take, for instance, choosing a kitchen shelf. Finding one that checks
all the boxes—shape, material, color—is no easy feat. You finally
stumble across one that's almost perfect, only to realize the di-
mensions are slightly off. This happens all the time.

In the end, you settle for something that, while far from ideal, is the
best possible option within the constraints of time, budget, and
availability. Calling it the best option makes it sound positive, but it
isa sugar-coated way of saying it's the least disappointing option.

What is ideal and what is best are actually two different things.
When you find something close to ideal, it's a no-brainer. But that
is a rare find, and most times, we end up going through the ex-
hausting process of wondering if there is a better option, only to
arrive at a choice that still isn't perfect. It ends up being a last re-
sort type of choice.

This is what we often call compromise. Our homes gradually
come together through a series of compromises. My new home
is still a work in progress, but if you ask whether | can love a space
built on compromises, having lived in it for a while, the answer
is a resounding yes.

This move has prompted me to revisit the concept of compro-
mise. While compromise often carries a negative connotation, it
is actually an indispensable aspect of craftsmanship, and | would
argue, of many other pursuits as well. Especially when embark-
ing on something entirely new. The key is moving forward to-
ward accomplishment, and in that process, multiple compromis-
es are made along the way. | don't compromise on things within
my control, but the reality is that the scope of what can be con-
trolled is limited.

In fact, | believe that compromise is a given in this finite world. If
that's true, then what kind of compromises we make becomes im-
portant. Easy compromises, of course, are notan option. It's about
the process of second-guessing, persevering, making decisions,
stepping back for a day to reconsider, and then either starting fresh
or ultimately circling back to the original choice after exploring
alternatives. This type of compromise is tedious and painful, but
at the same time, it can be incredibly constructive.

The concept of ‘giving up (F%th3, read akirameru, in Japanese)”
shares similarities with compromise. The word is often perceived
negatively as well, but the kanji"#" originally means “to reveal." In
Buddhism, “giving up” refers to understanding why one’s desires
cannot be fulfilled, and accepting and letting go of such desires in
the process of unraveling the truth. Therefore, the ideal is an illusion.

Positive compromise is akin to this mindset of giving up, and as
these compromises accumulate, they leave behind footprints of de-
cisions made along the way. The choices made through grappling
with constraints can become meaningful, even if they turn out to
be ordinary. They carry sentiment. Creating something through re-
peated painful compromisesis like crafting a collective sentiment,
and | believe that these creations carry indescribable energy. &

INBER/IITAT17 T4 95— TOFIRTH1T—, 200855 1R%E
Adt, 15FCHATTOY 7 MHFEF—Lmonom (E/L) E&RIL. 1855
SER TAE (BT HEE) ORERZBOR. HATRRE, RABEDT
YAV eT57H1 2 295F YOY (31) 2 X ELTVB.

Naoki Ono is a creative director, product designer. Joined Hakuhodo in
2008. Created the in-house product development team ‘monom” ifi2015.
Editor-in-chief of Kohkoku Magazine (Published by Hakuhodo) 2018-2023.
Outside of the company, Ono leads Yoy, a design studio producing furni-
ture and lighting products.
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Adam Nathaniel Furman
Artist / Designer
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aving studied, worked, and taught within the fields of archi-

tecture and urbanism before moving into art and design, | am
very passionate about both creating projects that have a positive
and uplifting effect on spaces in cities that are used and shared by
many people, and designing beautiful surfaces and objects that
bring joy to people’s domestic environments. At both of these very
different scales of operating | am obsessed with combining the ex-
quisite perfection of traditional craftsmanship with the sensual de-
light of vivid colour and contemporary form.

My philosophy is essentially a union of British Arts & Crafts
ideas from the nineteenth century, which valued the decorative arts
as a profoundly meaningful way of reconciling the capitalist mass
demand for objects and interiors with the deep natural desire for
beauty, art and the human touch, and a deep interest in the com-
plex, problematic and ever-changing contemporary condition of
ourindividual and collective existence.

I have included here a selection of two of my works that op-
erate at the scale of the city, and two that are designed for intimate
environments, showing between them how | express the same
way of thinking about craft, sensuality, history and the contempo-
rary, through all of the often quite different projects that | am lucky
enough to design.

198280 F-EEN, BEONRER LT -7 AMRT A+ —. 8. £
T, MENSARBBARSIER, RE, (V77 BERELCERET, &
FTERRMENBLCOE->TEBLTV S, ELRELTEASN, HELC
TRevisiting Postmodernismy (201745) R EM %3,

Born in London, 1982. Trained in architecture, Furman now works across diverse
scales and disciplines, from painting, videos and prints to large public artworks,
furniture, interiors, architecture and beyond. He is also known as an authorand
co-authored books such as Revisiting Postmodernism (2017).
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New Town, collection of handmade ceramic tiles for the family-run company Botteganove, 2022.
Photo by Botteganove

UV

Princex, handmade ceramic vase for Nuoveforme,
Italy, 2023. Photo by Nuoveforme

Croydon Colonnade, a large public space made en-
tirely from three-dimensional handmade British
porcelain tiles, 2023. Photo by Gareth Gardner

InaRiveraThousand Streams, a 57-metre-long mosaic mural at London Bridge Station, handmade out of
250,000 tesserae, 2024. Photo by Gareth Gardner
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R EX | Atsuhiro Nakauchi

Associate Manager
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ARIMOKU RESEARCH is a project that explores and communicates

“what is necessary for future society” by combining the needs of
society with the technologies and materials of Karimoku Furniture
from a global perspective. As a base for this project, the KARIMOKU
RESEARCH CENTER opened in Nishi-Azabu, Tokyo. There, we aim to
initiate new projects spontaneously while unveiling the technolog-
ical research and prototypes of Karimoku Furniture to various peo-
ple. Brad Holdgrafer, who is participating as Creative Director, is a
reliable teammate with whom we can exchange opinions actively.

In the process of opening the KARIMOKU RESEARCH CENTER, we
had numerous communications with many architects and design-
ers, and integrated their ideas born from unique perspectives into
the knowledge of the in-house manufacturing team. Consequent-
ly, we were able to realize new methods, such as making wooden
fixtures within the facility and applying painting techniques that
had previously been limited to prototypes to products. Precisely
because we do not have any specialty, unlike those employed by
factories, | think we have been able to accept new ideas from out-
side the company, consult with the members within the company,
and overcome difficulties while sharing our knowledge. We will con-
tinue to value communication for further advancement to conduct
better explorations and further dissemination.

19895 BEREFN. 20125D 5IFN\VAOARLEBHRT, 7H1 PEEE
OBIEREBERR. 19FCHEI/RRCERL, FRIXOLEEREER

¥, Karimoku Commons Tokyo/Kyoto ® Fi&& #0 5 E & R Bl £ T F Hi 4,

KARIMOKU RESEARCH7 O x4 M CfEE T3,

Born in Saitama Prefecture, Japan in 1989. He had experiences in design and
asavice-store manager while working in the product planning department at
MIKI HOUSE Co., Ltd. from 2012. In 2019, Nakauchi moved to Karimoku Furniture
Inc. where he was in charge of new business planning and PR. He has been
involved in Karimoku Commons Tokyo/Kyoto from its establishment to oper-
ational planning, and has been in charge of the KARIMOKU RESEARCH project.
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#F 288 | Atsuro Miyako

Product designer / Producer
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was in charge of building the concept design and product de-
I sign for the soft robot called "Morph," which provides purpose-
less time. Morph's pulse is realized by combining the technology in
artificial rubber muscles and technologies for recording and play-
ing back motions in nature. By spending time entrusting yourself
to this soft robot, you can face emations that you normally control
unconsciously, or savor a sense of release from purpose. We opened
the purposeless room ‘Morph inn Omotesando’ in May 2024 and
received the 2024 Good Design Award for it. We then started pro-
viding the service as ‘Morph inn Shimokitazawa' in the form of new
meditation to follow zazen and other types of meditation. We then
started providing the service at"Morph inn Shimokitazawa" as a new
form of meditation following zazen and other meditation practices,
and in 2025, we will exhibit at Milan Design Week.
At DESIGNART TOKYO 2024, | were selected for the young cre-
ators support program “UNDER30" and presented a work titled Visible
Stress that uses optical phenomena, We created a work for appre-

ciating textures of light created from pressure by combining "pho- e
toelasticity,” which is a phenomenon that vividly visualizes stress
latent in transparent resin, and “vacuum forming" with which resin
is molded with heat and suction.

| propose visions for the future in which humankind can co-
exist smoothly with nature and society through incorporating data
and phenomena from the nature world, and wrapping technologies
and materials with design regardless of genre.

Morph inn
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[CEHH CHYBEATV S,

Born in Ehime Prefecture in 1996, raised in Tokushima Prefecture, Japan. He
graduated from the Department of Design, Graduate School of Science and
Engineering, Chiba University in 2021. He was involved in research into resin
kneading and molding methods for making Functionally Graded Materials or
FGMs. Currently, as a member of the borderless creators collective Konel, Miya-
ko works on realizing future experiences through the effective use of technol-
ogy, and is ambitiously engaged in experimental product development and
the creation of artworks using natural phenomena in his individual activities. Visible Stress Cooperation with Rayama Pack Co., Ltd

184 AXIS






F4YT7-2)T7R | Natalia Criado

Designer / Artist
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rawing inspiration from the heritage of pre-Colombian forms,
my work expresses a fusion between the cultural legacies of
Colombia, where I was born, and Italy, the country that adopted me.
Collaborating closely with expert artisans from both countries, | com-
bine contemporary design with traditional craftsmanship, breath-
ing life into objects characterized by minimal geometric shapes.
By creating pieces entirely by hand, | add value to my cre-
ations and offer products ingrained with authenticity and heritage
awareness. | work with materials like brass, glass, gemstones, and
ceramic, capturing the subtle beauty of everyday objects. My design
journey goes beyond the conventional use of materials, driven by
a spirit of experimentation, exploring the transformative nature of
metals and other elements. This process starts with the meticulous
crafting of wax, where | sculpt and refine my ideas, culminating in
the fusion of metals and other materials to bring my designs to life.
One of my most notable projects is "Joyas en Casa’ ("Gems at
Home"), a collection that transcends traditional tableware. Each piece
in this collection, from saltand pepper containers to vases, seamless-
ly blends function with art. My goal is to design objects that stand
the test of time, with a timeless aesthetic that invites users to pause,
appreciate the moment, and value the value behind each piece.
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Born in Colombia in 1985, Criado obtained a diploma in Industrial Design at

IED in Milan. After returning to Colombia in 2011, she founded her own brand

of jewelry and accessories with an ethereal aesthetic. Her creations come

from the hands of expert craftsmen from Colombia, Florence, and Milan who, /

\

in collaboration with Criado, combine design and craftsmanship to bring life /
to objects with minimal geometric shapes characteristic of contemporary art
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Studio ThusThat
Design Studio
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eare interested in exploring untold narratives that lie behind
W everyday materials. Materials are the starting point to trigger
conversation. Recently, we have been dedicating substantial time
to two different projects, with twa very different aims.

One of the projects is the development of materials for an ar-
chitectural sector. We develop a new alternative to cement made
from industrial byproducts of mining and metallurgy. Cement pro-
duction accounts for 8% of the world's co, emissions; however, with
the materials we have developed, and without the use of cement,
we are able to realize a stronger, more durable concrete with an
80% lower carbon footprint.

The second is a silver recycling project called the “925" series.
What does it mean when the material value of a thing outweighs
its value as an object? In working with a recycling plant, we source
beautiful handcrafted silver objects from the early 1900s. After dis-
solving these objects in acids, we pour the liquefied silver on col-
ored glass to create a series of mirrors. In this way, from one object,
a number of mirrors are created. Each mirror is accompanied by a
photo of the object from which it derives, to maintain the object’s
memory. The liquid aesthetic of the mirrors hints at the ever-chang-
ing state of materials and invites us to consider the role our percep-
tion plays in our idea of "value.”

TEY-57(8) . Za—AFyIMB 97 OBEMBETESN, 29274 —
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Kevin Rouff (left) was born in the deserts of Santa Fe, New Mexico, and edu-
cated at Stanford University. Paco Boeckelmann (right) was born in Minster,
Germany and educated at University of Twente. The two met during their
master’s program at the Royal College of Art in London and struck a balance
between Paco’s interest in making and processes, and Kevin's interest in ma-
terial manipulation and research in forming ThusThat. Their early work with
mining wastes gained widespread attention and led to the formation of a de-
sign practice that blends storytelling, material design and research. They are
currently based in Amsterdam.
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¥F i# | Hiroshi Sugito
Artist
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omparing with my own paintings from 30 years ago.... In the
C past, | wouldn't show the paintings I did in my twenties any-
more because | would have been embarrassed, but thirty years
have now passed, and | am finally able to look at them from the
perspective of other people. The surface of the canvases was quite
badly damaged and | couldn't stop myself from wanting to fix them
for this exhibition, but I am so far removed from the perspective |
had at the time that there was nothing else | could do but fix the
scratches and stains. When 1 was looking at the paintings, my mind
was irresistibly drawn towards actions performed in sculpture such
as scraping and sharpening. | wanted to do something like taking a
shape from the original object and forming it with a different mate-
rial, so | produced this exhibition with exhibits combining old and
new works with motifs of inoffensive apples and lemons.

My new works were made by cutting shapes from large blocks
of polystyrene. When doing this, it is important to look and check
carefully at both the shape of what was cut off and the shape that
remains at the same time in order to understand the problem. In
particular, the first cuts and offcuts were like wedges that were
essential for my picture. The remaining parts were the remnants
of polystyrene from the process of creating formed objects such
as apples and lemons, which were also extra burrs with no seams.

These kinds of things are all that are in my field of vision at the
moment so | think | will be continuing my relationship with poly-
styrene for some time to come.

1970 ZRREFN, BERRIZWALXMEBEAENZE R, \WTREYY.
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BOEYCHZA[EVEOEEF — 7 (CRERFEFL CERN TES. 2024
FNAMIEBEEY»7)—RIBTER fapples and lemon) - WAZELEY |
=B,

Bornin Aichi Prefecture, Japan in 1970. After graduating from the Department
of Fine Arts, Japanese-style Painting Nihonga, Faculty of Art, Aichi University of
Att, he lived by tending fields and cutting wood in the mountains. Since his solo
exhibition at Tomio Koyama Gallery in 1996, he has been working in Japan and
abroad focusing on producing paintings with motifs of ordinary, unassuming
objects around him such as paper bags or rubber bands. His solo exhibition ap-
plesand lemon was held at Tomio Koyama Gallery Kyobashi in November 2024.

“Untitled"1995/2024. Acrylic, thumbtacks, pigment on paper.183.6 x 279.0cm ©Hiroshi Sugito

“Untitled" 2024. FRP resin, polystyrene foam, wood. H.144.4 x W.176.0 x D.102.2cm - ©Hiroshi Sugito

“Untitled” 2024. Polyester resin coat on polystyrene foam. H130.5 X W.150.5 X D.60.0cm
©Hiroshi Sugito
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To perceive the actuality
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Doodling on videos
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Haruka Misawa is a designer. Director of the Misawa Design Institute, Nippon
Design Center. Misawa takes an experimental approach, attempting to ob-
serve the principles behind matters and visualize the unknown possibilities
to be found there

BIR/FHEOLD
Translated by Hinano Ito

AXIS

There was one weekend a few years ago, when my husband and
| went to Odawara castle. We sat on a bench near the moat, idly
watching a waterfow! glide by. It was a leisurely moment, yet |
must have felt a bit restless. | realized | was closely observing the
way it moved. Then, | imagined an arch drawn over the surface of
the water in front of me. And what happened? The waterfowl ap-
proached the arch and swam right through it!

Despite how real it felt, it happened only inside my head. Needless
to say, it was not what my husband had seen. | knew that | wanted
to share this excitement. | recreated the scene by filming a video
of the waterfowl swimming, then drawing an arch over it using a
doodle tool in an app. He liked it and giggled at how the combi-
nation of reality and creativity worked. It felt like it was a different
way of engaging with my own ideas compared to how | usually
approach my design practice, where | spend countless hours end-
lessly tweaking ideas, and sometimes feeling frustrated and stuck.
This time, | was able to capture and share the imagination while it
was still fresh. Since then, | have been fascinated by doodling raw
ideas impromptu on videos.

Another day at a different place, | started recording as usual when
a pigeon came into view. It first scurried away when a person ap-
proached from behind, then gradually slowed down and stopped
moving. This time, it was the arch, the cage, and the guardrail that
came to mind, even though none of them actually existed. It felt
as if the pigeon's movement triggered these fictional structures in
my mind. As much as it seemed easier to doodle when the pigeon
moved at a constant speed, such situations often result in plain and
uninteresting doodles. It's the unpredictable actions—like making a
U-turn or stopping suddenly—that create the most intriguing lines.
It's better not to be too skilled at drawing the lines; in fact, slightly
warped ones are more appealing. Taking too much time or striving
for perfection somehow makes serendipity disappear. Ideas indeed
have their moments.

| wonder how it would have been possible to doodle on videos
from my imagination, had | been in front of the moat alone. The
state of being together naturally inspired me to visualize the idea
on the spot to communicate. | truly enjoy the blessing of allowing
others to peek inside my little imaginary discovery and of sharing
the giggles with each other. @

HERCE550RTI-RS IRV EHET.
Scan this 20 code to view the videos.
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