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The Art of Building a Teahouse draws its major impulses from a 
contemplative mental attitude. The Japanese teahouse is a place of 
spiritual practice and of focusing time and space. Here, the mun-
dane takes on meaning and everyday simplicity takes on the glow 
of something special. The tea ceremony suspends the flow of time. 
It celebrates the pure, unique moment. But it can only take place if 
the participants are willing to engage in self-transformation. For it 
is only with the change of their own perception that the “way of 
tea” becomes an aesthetic practice in which the strict separation of 
art and life is overcome. 

The Japan exhibition at Nuremberg’s Neues Museum is borne by 
the view that the aesthetic practice of tea making is not a closed off 
development of cultural history. Over the course of centuries, art-
ists have varied the forms of tea culture and refined them. They 
handed their knowledge and ability down to their pupils and in the 
process did not forget that each act of handing down the tradition 
is a creative act that goes far beyond teaching a technical ability or 
following prescribed rules. This creativity consists of bringing 
them up to date and making them available to experience in new 
situations. Those who make themselves familiar with contempo-
rary works of Japanese art, realize that the central content of tea 
art remain still powerful today and go far beyond the strict frame-
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work of the tea ceremony. For this reason, the exhibition does not 
look back over the rich history of tea making. Our central intention 
is rather to make the fundamental, formative principles of the art 
of tea making available to experience in the form of an intercultur-
al dialogue. This dialogue is best begun with an impartial curiosity 
and a sense of wonder. What is the reason for the striking beauty of 
simple tea bowls? Are fragility and fugacity requirements for this 
beauty? What about the striving for reduction and dematerializa-
tion? And why is imperfection declared an aesthetic ideal? This 
exhibition offers answers to these questions by developing the fun-
damental ideas behind Japanese tea aesthetics in the framework of 
seven thematic sections. The exhibited works of art, architecture, 
design, and photography are part of a cultural and historical devel-
opment. The creators of the works undertake dexterous acts of 
transfer. In a dialogue with the craft and design traditions, they 
bring central motifs of Japanese aesthetics up to date and make the 
relationship between material and time available to experience in 
new ways. 

Murielle Hladik
Axel Sowa
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A  Floating Boundaries 

A1  Yasuaki Onishi 
Reverse of Volume NMN, 2017
Plastic film, glue

A2  Hiroshi Sugimoto
Lake Superior, Cascade River, 1995
Yellow Sea, Cheju, 1992
Mediterranean, La Ciotat 2 (D), 1989
Bay of Sagami, Atami, 1997
Bay of Sagami, Atami, 1997
Lake Superior, Cascade River, 1995
Aegean Sea, Pilion II, 1990
Adriatic Sea, Gargano II, 1990
Ionian Sea, Santa Cesarea, 1993
Photograph
Sammlung Goetz, München

A1

A2
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Objects are part of the material world. The enduring constancy of 
their clearly contoured forms gives us the impression of reliability 
and objectivity. Natural processes, like that of a metabolism or 
changes in the atmosphere, cannot be transferred to the state of 
thingly fixation. They cannot be held still and do not offer our per-
ception a unified image. In Japanese painting, we can find many 
examples of the dissolution of thingly objectivity. The contours 
dissolve and boundaries become fluid. 

Hiroshi Sugimoto (b. 1948)
Sugimoto’s photographs capture instantaneous views of the 
ocean. The black and white photographs are part of an extensive 
series created over decades entitled Seascapes. This title is remi-
niscent of the term “landscape” and seems to refer to the artistic 
genre of landscape painting and landscape photography. And yet, 
Sugimoto’s photographs are not a confirmation of the genre, be-
cause unlike landscapes they show no special point of view. Both 
the clear standpoint of the photographer and his distance from the 
horizon remain vague. The Seascapes show the ripples of the sea’s 
surface, but provide no visual anchors that allow us to define spa-
tial distances or proportions. The viewing of these photographs is 
like a movement of searching.

Floating Boundaries  

HIROSHI SUGIMOTO, Yellow Sea, Cheju, 1992
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Yasuaki Onishi (b. 1979)
Yasuaki Onishi’s spatial installation is like an artificial cloud. In na-
ture, clouds are complex structures of fine, almost weightless drops of 
water that take shape in the mixture of gases in the atmosphere. The 
various cloud formations are models for Onishi’s artistic imitations of 
nature. Onishi goes to work with extremely thin polyethylene foil and 
cooled off strips of hot melt adhesive and thus enters the path of pro-
gressive dematerialization. Each of his installations is a physical-
aesthetic experiment in the course of which an apparently weightless 
membrane is added to a space. The diaphragm hung in the space is 
conceived as a highly sensitive structure that is animated by the most 
gentle, barely perceptible movements of air. The slightly curved sur-
face is gently swirled and seems to breathe.
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B  Ephemerality and Impermanence  – Mujō

B1  Naoya Hatakeyama 
Blast #5707, 1995
Photograph
Courtesy DZ BANK [KUNSTSAMMLUNG]
Blast #3906, 1997–2002
Photograph
Courtesy Markus Pfüller

B2  Kengo Kuma
Pavilion Hōjō-an (Replica), 2017
Cedar wood, EFTE-plastic sheets, magnets
Courtesy Kengo Kuma & Associates , Tomokuni Nishimura 
(President of Kaerugrass Inc. Master of Yuima Organization)
First built in Shimogamo Shrine in Kyōto in 2012, reconstruction with 
the support of RWTH Aachen University, 2017

B1
B2
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One of the basic convictions of Buddhism is that worldly things do 
not provide an anchor. All accumulation and hoarding of posses-
sions is pointless, since things do not endure. Their existence is as 
erratic as the flow of time. The Japanese art of tea making gives 
expression to an awareness of the fugacity of existence. The “way 
of tea” celebrates not permanence and duration, but refers in its 
forms to the chronic vicissitudes of all being. Since there is no es-
cape from the flow of time, our attention should be placed on 
unique moments, the moments where meaning can be glimpsed 
and realizations can be achieved. 

Kengo Kuma (b. 1954)
In his work Hōjō-ki the monk and poet Kamo no Chōmei (1155-
1216) describes his small hut, which he had built as a retreat in the 
mountains, outside the old imperial city of Kyōto. Kamo no Chō-
mei understood his dwelling as a symbol of his ascetic world-view, 
which, he drew from the idea of ephemerality of all being. The her-
mitage should not evoke solidity, but rather fragility and tran-
sience, and therefore consist of perishable materials. After dis-
mantling, the construction should fit into a crate, which the monk 
could take with him.
In 2012, on the occasion of the 800th birthday of Kamo no Chō-
mei, the architect Kengo Kuma designed the pavilion Hōjō-an as a 
tribute to the famous monk. In the Nuremberg exhibition, a replica 

Ephemerality and Impermanence – Mujō

KENGO KUMA , Pavilion Hōjō-an (Replica), 2017
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NAOYA HATAKEYAMA, Blast #5707, 1995

of the first pavilion, which was originally built in the Shimogamo 
shrine in the north of Kyoto, is shown. Like the hermitage of Kamo 
no Chōmei, the pavilion of Kengo Kuma is dismountable. The 
floor, walls and roof consist of three layers of ETFE foil, which are 
strengthened by wooden lattice and held together by magnetic 
joints.

Naoya Hatekayama (b. 1958)
For years now, photographer Naoya Hatakeyama has been captur-
ing the detonation of layers of stone in her pictures. In photo-
graphs from the series entitled Blast, geological time meets the 
time of the explosion. Despite their different durations, both 
lengths of time are immeasurable and inaccessible to human per-
ception. This is true both of the millions of years over which the 
stone formations were created and the thousandth of a second in 
which the detonations take place. Naoya Hatakeyama positions 
the technological apparatus of photography and brings it to its 
limits. The photographs make us witnesses to processes that are 
equally spectacular and violent. They tear moments from the flow 
of time of the most minimal temporal extension in which the geo-
logical, geo-temporal order is pulverized.
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C  Cut & Continuity

C1  Naoya Hatakeyama 
Rei Kawakubo, Comme des Garçons – Noir (Exhibition copy), 
Fall / Winter 1992
Rei Kawakubo/Comme des Garçons (Exhibition copy), 
Fall/ Winter 1983
Photograph on aluminium plate
Courtesy Collection of The Kyōto Costume Institute (Gift of Comme 
des Garçons Co., Ltd.)

C2  Issey Miyake
132 5. Issey Miyake Collection No. 7 Top, 2010
Recycled dark blue polyester fabric, with silver foil print, folded
Private Collection
132 5. Issey Miyake Collection No. 7 Top, 2010
Recycled cremé polyester fabric, with silver foil print, folded
Private Collection
132 5. Issey Miyake Collection No. 7 Top, 2010
Recycled white polyester fabric, with silver foil print, folded 
Private Collection
132 5. Issey Miyake Collection No. 7 Top, 2010/11
Recycled black polyester fabric, with silver foil print
132 5. Issey Miyake Collection No. 7 Top, 2010/16
Recycled black polyester fabric, with silver foil print

C

C2

C4

C1

C1

C5

C6
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C3  Issey Miyake / Ikkō Tanaka
Nihon Buyo (Japanese dance), made from motif by Ikkō Tanaka, 
1981/2016
Pleated fabric, 100% Polyethylen PE
Private Collection
Sharaku (Japanese artist), made from the motif by Ikkō Tanaka, 
1995/2016
Pleated fabric, 100% Polyethylen PE
Private Collection

C4  Ikkō Tanaka
Nihon Buyo (Japanese Dance), 1981
Paper, offset print 
Courtesy DNP – Dai Nippon Printing Co., Ltd.
200th Anniversary of Sharaku (Japanese artist), 1995
Exhibition poster, paper, offset print
Courtesy DNP – Dai Nippon Printing Co., Ltd.

C5  Tokujin Yoshioka
Honey Pop Chair, 2000–01
Paper, folded plastic
Courtesy Die Neue Sammlung – The Design Museum

C6  Sōri Yanagi
Butterfly, 1956
Maple plywood, chromed brass, designed 1954 
Sammlung Werner Löffler
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The conceptual duo kire / tsuzuki is a key to Japanese aesthetics. It 
refers to the dichotomy between cuts and continuity described by 
the Japanese philosopher Ryōsuke Ōhashi (1944) in his book Kire 
no kozo. This is especially striking in the art of ikebana, where en-
tirely withered, dried up plants, robbed of their vital naturalness, 
are used. 
The Japanese word ikebana means literally “animating the flow-
er.” By cutting (kire) the plant, its death is initiated, but this is then 
overcome in an act of artistic reanimation, tsuzuki. In an impres-
sive way, Ohashi has shown that the aesthetic concept kire-tsuzuki 
can also be applied to the areas of architecture, garden landscap-
ing, design, and printmaking.

Naoya Hatakeyama (b. 1958)
The large works show creations of the fashion label Comme des 
Garçons, founded by Kei Kawakubo in Tokyo in 1973. Naoya Ha-
takeyama does not present the dresses in an illusionistic way. He 
does not give the dresses a corporeal presence, but only focuses 
on their unique cuts, by spreading the dark textiles on the bright 
visual layer like patterns. Hatakeyama’s view of textile creations 
leads back to the creative act that changes a two-dimensional 
cloth into an object that takes up space. 

Cut and Continuity
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Issey Miyake (b. 1938)
Issey Miyake is one of Japan’s most important fashion houses and 
achieved international recognition soon after its founding due to 
the designer’s unusual and timeless creations. Miyake’s designs 
make special demands of the cuts that have to account for the spe-
cial folds of the material. The flat fabric results in surface struc-
tures and spatial forms that are not precisely cut to fit, but envelop 
and freely play around the body. 
The dresses from the Series 132 5. result from experimental folds 
using geometries that have been in development since 2010 in col-
laboration with the scientist Jun Mitani, the author of a 3D pro-
gram that studies folds and curved surfaces of fabrics at Miyake 
Reality Lab. Together with the companies Hataoka and Teijin 
Fibers, Miyake’s laboratory is also exploring how to obtain new raw 
materials. The textiles of the 21st century, according to Miyake’s 
view, should all be part of a recycling economy. As a result, the 
threads of the series 132 5. were created using recycled polyester 
from PET bottles. 
In an unused and flat position, the dresses are impressive due to 
their artful overlapping of squares and octagons. It is only in the 
course of their unfolding that the abstract, geometric shapes be-
come three-dimensional structures that can clearly be recognized 
as dresses, skirts, or blouses. The exhibition also includes two ki-
monos that Issey Miyake designed to pay homage to Ikkō Tanaka. 

Ikkō Tanaka (1930–2002)
The works of Ikkō Tanaka combine the formal treasures of the 
Japanese tradition with those of the Western avant-gardes in a 
unique way. Tanaka designed many posters for theater and ballet 
performances, including his famous posters advertising perfor-

24

mances by Nihon Buyo at the Asian Performing Arts Institute. 
The motif of an abstractly designed Geisha is cut in an especially 
dramatic way and thus quotes in its dynamic visual structure the 
popular and classical ukiyo-e prints of Sharaku, an artist who was 
active in the years 1794–95.

Sōri Yanagi (1915–2011)
The Butterfly is striking due to its simple, organic shape. It was 
first designed in 1954 by Sōri Yanagi and quickly became an icon 
of Japanese design. The object consists of two sheets of molded 
plywood pressed into a shape that are linked by a brass rod. Yan-
agi mediated between the West and East.

Tokujin Yoshioka (geb. 1967)
The Honey Pop chair was designed by Tokujin Yoshioka in 2001 
and was soon included in numerous design collections around the 
world. The object consists of 120 layers of paper, between the lay-
ers there are folded honeycomb structures. While unfolding the 
piled up paper and the transition from the flat object to the spatial 
structure, the thin honeycombs open and become very resilient, 
vertical slats that that can support the weight of the person sitting. 
The experimental chair is part of a relatively young development 
of Japanese seating, which has never quite been able to depart 
from the traditional use of tatami mats. 
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D  Value of Imperfection 

D1  Shiro Tsujimura
a Large jar
b Black tea bowl 
c Black tea bowl 
d Iga Ware (Water jar with lid)
e Shigaraki Ware (Water jar with lid)
f Iga Ware (Bowl) 
g Iga Ware (Bowl) 
 Natural ash glaze ceramic
 Courtesy Jablonka Galerie, Köln

D2  Takahiro Kondo
a Wave, 2016
 Porcelain, silver mist glaze, cast glass
b Wave, 2017
 Porcelain, silver mist glaze, cast glass
c Tsunami, 2017
 Marbelized Porcelain, silver mist glaze
d Sometsuke, Silver Mist Bowl, 2017
 Porcelain, silver mist glaze
e  Mist Bowl, 2012
 Porcelain, silver mist glaze
 Courtesy Takahiro Kondo, Kyōto

D

D2

D3

D7D6D5D4 D8
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D3  Masamichi Yoshikawa
Architecture, 1994
Porcelain, seladon glaze
Courtesy Die Neue Sammlung – The  Design Museum

D4  Aisaku Suzuki
Cup and bowl, 1981
Ceramics, twisted, glazed in multiple layers
Courtesy Die Neue Sammlung – The Design Museum

D5  Shiho Kanzaki 
Door to Purple (Murasaki no do), 1992
Ceramic, burned in an Anagama oven 
Private Collection

D6  Setsuo Watanabe
Tea cup in wood box and fabric, ca. 1975
Bizen ceramic, red-brown, natural ash glaze
Courtesy Germanisches Nationalmuseum Nürnberg
Vase, ca. 1975
Bizen ceramic, natural ash glaze
Courtesy Germanisches Nationalmuseum Nürnberg

D7  Asako Watanabe
Plate, ca. 1975
Bizen ceramics, greygreen-brown glaze
Courtesy Germanisches Nationalmuseum Nürnberg

D8  Hiroshi Ōnishi
Tea bowl set RURIKO (Chashaku, Raste, Hishaku, Chasen), 2010
Lapis lazuli and gold on ceramic and bamboo
Family heritage Ōnishi 

MASAMICHI YOSHIKAWA, Architecture, 1994



30 31

Okakura Kakuzō (1862–1913) was one of the most important me-
diators between Japan and the West. An English translation of his 
Book of Tea, in which Okakura familiarized the English-speaking 
world with the aesthetic principles of the “way of tea” or “teaism,” 
was published in New York in 1906. In his explanations, the au-
thor emphasized the value of imperfection by noting, “Tea began 
as a medicine and grew into a beverage... Teaism is a cult founded 
on the adoration of the beautiful among the sordid facts of every-
day existence... It is essentially a worship of the Imperfect, as it is 
a tender attempt to accomplish something possible in this impos-
sible thing we know as life.” In the early 1920s, Okakura’s thought 
had an immense influence on the reception of Japanese art and 
animated collectors to search for broken, irregular, and imperfect 
forms that were given no attention beforehand. 

Takahiro Kondo (b. 1958) 
Takahiro Kondo comes from one of the most renowned families 
of Kyōto. His grandfather Yuzo Kondo (1902–1985) was awarded 
the Japanese title of a “living cultural monument” (ningen kokuhō) 
in 1977. This national honor was primarily awarded to honor his 
outstanding works in the sometskuke style, where cobalt glazes 
are used. His grandson Takahiro Kondo continued this tradition 
in a changed form and learned of the technical possibilities of 
glass art while studying at Edinburgh College of Art. During the 

Value of Imperfection
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process of glazing, his ceramics are sprinkled with drops of gold, 
silver, or titanium. After eastern Japan suffered a massive earth-
quake and tsunami, Takahiro Kondo opened another studio there, 
creating two work groups in memory of the victims: the objects of 
the group with the title Hotaru consist of glass and uranium. They 
are dedicated to the souls of those who disappeared in the catastro-
phe. With their material language rich in contrasts, the objects of 
the series Tsunami symbolize the transformative power of water 
and the wandering of souls.

Shiro Tsujimura (b. 1947)
On his artistic search for archaic, primeval forms, the internation-
ally successful Shiro Tsujimura uses traditional techniques of his 
ancestors, but is one of the few Japanese ceramic artists who is not 
a descendant of a ceramic-making family. The coarse graininess of 
his spherical vessels recalls the soil of volcanic landscapes. While 
glazing his works, Tsujimura experiments with ash glazes, result-
ing in new color gradients. The ceramics glazed in this fashion give 
the impression of having been subjected to a long process of 
weathering that has lent them a patina as a sign of aging with 
grace.  

Setsuo Watanabe (b. 1947) und Asako Watanabe (n. a.)
Bizen is one of the oldest locations of ceramic art in Japan. Due to 
their rough and simple appearance, the unglazed Bizen ceramics 
are especially valued by the masters of the tea ceremony. Setsuo 
and Asako Wantanabe follow the Bizen tradition by creating sim-
ple, pure forms with rough surfaces that transfer classical elements 
of the art of tea making to a modern formal language. 

Hiroshi Ōnishi (1961–2011) 
Hiroshi Ōnishi was born on Shikoku Island in 1961. He began his 
studies at Tokyo Geijutsu Daigaku (Tokyo Art Academy) and con-
tinued his training from 1992 to 1997 at Nuremberg’s Akademie 
der Künste. When he returned to Japan in 1998, he became profes-
sor at his alma mater. 
During a trip to Afghanistan in 2003, the artist discovered lapis 
lazuli as a natural raw material that he used for works on paper and 
for ceramic objects. The tea bowl exhibited was entirely covered 
with lapis lazuli before being glazed. In the sense of a dialogue be-
tween East and West, both the monochromatic works of an artist 
like Yves Klein and the formal world of the art of tea find their way 
into Ōnishi’s work.

Masamichi Yoshikawa (b. 1946)
Masamichi Yoshikawa began his career as an architect and later 
worked as a designer. Early encounters with the designer Isamu 
Noguchi (1904–1988) and the calligrapher Yuichi Inoue (1916–
1985) played a formative role in his development. Yoshikawa pre-
fers porcelain that he obtains from the island of Kyūshū , which he 
fires at high temperatures of up to 1300° C and covers with bright, 
almost translucent glazes of cobalt-blue pigments, so-called sei-
hakuj, or ice blue. Yoshikawa seems to cut the formable paste with 
knifes to allude to architectural spaces with his fragile construc-
tions.



E  Nature and Artefact

E1  Intermediatheque
Cloud Box, Installation 2017 
Filmed by Masanao Abe on a Debrie Sept camera 1929-1938 at 
Gotemba (Shizuoka Prefecture), Original 35mm film, digitized and 
edited, The University Museum, the University of Tokyo (UMUT)
Courtesy Intermediatheque, The University Museum, the University 
of Tokyo (UMUT), scientific supervision: Kei Osawa  

E2  Makoto Ofune
Void ζ, 2016
Wood, paper, pigment
Owned by artist

E3  Reijiro Wada
Portal Landscape, 2017
Insulated glass, brass, distilled water, stainless steel
Courtesy the artist, Scai the Bathhouse Inc., Tokyo

E4  Reijiro Wada
Vanitas, 2017
Aluminium, honeycomb sandwich panels with brass skins, acid
Courtesy the artist, Scai the Bathhouse Inc., Tokyo

E2

E1

E3

E4

35
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Exploring the Japanese arts, we encounter puzzling objects like a 
carefully repaired tea bowl, a clay wall covered with a dark patina, 
or a moss-covered straw roof. All these things are testimony of a 
refi ned object culture. They are based on a notion of dignifi ed 
grace that can only grow from a stubborn rejection of self-overes-
timation and arrogance. Artistic perfection is only conceivable 
when it makes naturalness its ally; when the control over the work 
process leaves room for chance. What is made can only become 
perfect once it has emerged. Aging, weathering, and oxidation are 
not done intentionally, but rather appear and attack the surfaces 
of objects. Part of Japanese object culture is a treasure trove of 
knowledge specifi c to the materials, the wealth of which emerges 
from the study of natural processes and fl ows into the creation of 
artistic artifacts.     

Reijiro Wada (b. 1977)
The artist sprinkles blank metal surfaces with aggressive fruit 
juices and other acids, causing the metal surfaces of projection 
to undergo chemical reactions that leave behind remaining trac-
es. Neither the result of the chemical reactions nor the body 
movements can be precisely planned. As momentary expres-
sions, they can be repeatedly tried out under the same laboratory 
conditions, but the unpredictability and spontaneous quality 
cannot be removed from the work process.  But that would not be 

Nature and Artefact

REIJIRO WADA, Portal Landscape, 2017
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Wada’s intention, since the patina, oxidation, and the accelerated 
weathering of surfaces is an echo of what in Japan is called sabi, a 
central concept of Japanese aesthetics. It refers to perceptible phe-
nomena that are able to evoke a feeling of loneliness, loss, or de-
spair. Patina and rust should not be misunderstood as the final re-
sults of chemical reactions. The corroded surfaces, eaten away by 
rust, are rather the point of departure for the psychological reac-
tions that the sight of decay and weathering can trigger inside of us.

Makoto Ofune (b. 1977)
Japanese artist Makoto Ofune works with substances that he takes 
directly from nature. He obtains his pigments from crushed azur-
ite and malachite stone that he applies to Japan paper in many lay-
ers, bonded using animal glue. Ofune’s painting of mineral pig-
ments develops a virtually hypnotic effect. Painting, for Ofune, is 
always a dialogue with the spaces he finds, which the artist ex-
pands and opens up with his works. The concept of finestra aperta 
familiar from Baroque ceiling painting refers to illusionistic spa-
tial openings that give the beholders painterly views of heavenly 
terrain. Ofune’s pictures in contrast are spatial openings of un-
fathomable depth. 

Masanao Abe (1891–1966)
In 1898, Masanao Abe accompanied his father, count Masatake 
Abe on a visit to the restaurant Nishūrō in Tokyo’s Ryōgoku dis-
trict, where a brand new invention was presented to members of 
“high society”: the cinematograph. Masanao Abe, who was born 
in 1891, the same year as Edison’s kinetoscope was invented, later 
recalled his fascination for the moving image: white light was pro-
jected onto the middle of a white curtain. This event was formative 

for Abe, and fed his interest in the latest photographic and cine-
matographic devices that he was able to acquire due to his family’s 
social status and fortune. In the winter of 1926, he observed strik-
ing cloud formations over Mount Fuji and decided to found his 
own observatory in nearby Gotemba. 
By combining measuring and filming devices, Abe created a 
unique, multi-media method with which he could successfully 
isolate the constantly changing cloud formations and capture 
them in images. This method was continuously updated and fully 
automated in 1932, making Abe a pioneer of scientific 3D cinema.  
The Cloud Box by Intermediatheque in Tokyo, conceived for this 
exhibition, intends to make this extensive archive and the artistic 
and poetic quality of Abe’s scientific film art newly accessible.
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F  Reconstruction  

F1  Atelier Bow-Wow
Minimal House Prototype-Concept Itakura Cottage Project, 2016
Japanese cypress wood (hinoki)
Courtesy Atelier Bow-Wow, Tokyo

F2  NOSIGNER (Eisuke Tachikawa)
The Moon (Lamp), 2011
3D print, nylon, LED
Courtesy NOSIGNER Designing for Social Innovation, Yokohamai   d   e    f

F

F1

F2

ATELIER BOW-WOW, Minimal House Prototype-Concept Itakura Cottage project, sketch, 2016
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F3  Wajirō Kon
Barracks & Modernology 
Reproduction on boards, paper, different sizes, ca. 1923-1930
 a-f  Sketches of barracks, 1923
 g-h Variations of resting laborers, 1925- 1926, with Mitsuo Arai 
 i  Suicide Spots in Inokashira Park, 1925-1927 
 j  Illustrations of what a man in Fukagawa wants (with costs),  
  1925  
 k  Illustrations of what a woman in Fukagawa needs (with   
  costs and department stores’ window signs), 1925 
 l-n  Statistics for the Index 
 l    Glasses, Belongings and Umbrellas 
 m   Women‘s hairstyles and hand-bags, with Fumiko and Ayako Wa 
 n   Men’s kimono styles and Men‘s Shoes, with Kenkichi Yoshida
 o  Index of the Report of Ginza Fashion Survey, 1925, with   
  Kenkichi Yoshida  
 p  Cracks of bowls (seen at a cafeteria), 1927, with Shōzō Ozawa  
 q  Trail of a “modern girl” in Marunouchi building, 1927, with  
  Tomihisa Koike 
 r  Traces of ants, measurement per 50 centimeters, 1925  
 s  Collection of Oshime patterns, 1925 with Kenkichi Yoshida  
 t  Street merchants’ equipment, 1927, with Mitsuo Arai 
 u Statistics of pedestrians, 1925, with Matsubara and Murai
Courtesy Courtesy Kon Wajirō Collection, Kogakuin University Library 
and School of Cultural and Creative Studies Archive of Aoyama 
Gakuin University, Tokyo (scientific supervision: Dr. Izumi Kuroishi)
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In 1923, the disastrous Kanto Earthquake shook the region of the 
Japanese capital. The seismic shocks and the fires they triggered 
took more than 142,000 lives. 88 years later, in2011, a great un-
derwater earthquake shook the Tohoku region and the tsunami it 
triggered took more than 16,000 lives. Almost 230,000 residents 
in the coastal region lost their homes. In overcoming catastro-
phes, restoration is required. In two different senses: on the one 
hand in the sense of the material reconstruction of destroyed envi-
ronments and homes, on the other as a gesture that grants mean-
ing and hope, as the reestablishment of customariness and seren-
ity that is essential to everyday life. What are the transitions that 
can link what is lost with the new? What remains after the loss of 
one’s own home? In a state of homelessness, the body is initially all 
the remains as a starting point and source of existential security.  

Wajirō Kon (1888–1973) 
After the great earthquake of 1923, the Japanese architect and an-
thropologist Wajirō Kon accompanies people who have lost their 
homes. He observes how, in public places, they try to provisorily 
establish themselves in scarcely protected public places where 
they wait for signs of a new beginning. In the sitting, lying, crouch-
ing, sleeping state their bodies find rest. As a modern ethnogra-
pher, Wajirō Kon captures the behavior of his fellow human beings 
in precise, naturalistic drawings, which he supplements with in-

Reconstruction  
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scriptions, each of which provides information on the social and 
spatial contexts. Wajirō Kon notations are of immeasurable value 
because they point to what remains: the bodies of city dwellers and 
their behavior within the public realm. 

Atelier Bow-Wow
Momojo Kaijima and Yoshiharu Tsukamoto are partners of the 
architectural firm Atelier Bow-Wow. Very early on in their ca-
reers, both acknowledged the outstanding importance of Waji-
ro Kon’s ideas and methods of draftsmanship for their own 
analyses and designs and took them to the next level. For those 
left homeless by the earthquake in the Tohoku Region, the stu-
dio Bow-Wow has designed an emergency shelter. 
The prototype of the building, which is being presented to the 
public for the first time at this exhibition, was conceived jointly 
with craftsmen from the catastrophe region. The structure ex-
udes the pleasant smell of fresh Japanese cedar, but still seems 
incomplete and uninhabitable. The architects of Atelier Bow-
Wow show just the rudiments of a residential building. It is 
above all an inspiration that invites future residents to take up 
home and calls on them to complete their new residence on 
their own and to fill it with life. 



G  New Craft

G1 Takano Chikkō 
Bamboo root, raw material 
3 Bamboo Cups
Bamboo, different colors
Chabako Set (Tea bowl by Koichi Uchida, tea scoop, tea powder 
container, tea wisk, tea wisk container, cloth container, box), 2016
Bamboo, wood, ceramic
Hanaire 1, Flower vase, 2016
Bamboo
Hanaire 2, Flower vase, 2016
Bamboo
Inazuka, Flower vase, 2016
Bamboo
Kikkō-sara-yoji, Plate and bamboo sticks, 2016
Bamboo
Kinkakuji syuki, Sake ware, server and 2 cups, 2016
Wood, building material of golden pavilion
Nedake-choko, Sake ware set, 3 cups, 2016
Bamboo-root
Sakazuki gold, sake ware, 2016
Joint of bamboo
Sakazuki silver, Sake ware, 2016
Joint of bamboo
Syuki, 2 sake ware, natural black, 1 server, 2 cups, 2016
Bamboo 
Takefushi-sara, plate, 2016
Joint of bamboo
Courtesy Takano Chikkō, Kyōto 

G
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G3

G4 G5



G4  Hosoo and Kyōto University of Art and Design
Screen display, 2016
Courtesy Hosoo und ULTRA Factory, Kyōto University of Art and 
Design 

G5 Kamisoe, Ko Kado
Paper, five patterns (in series of ten), 2017
Paper printed 
Courtesy Kamisoe, Ko Kado, Kyōto

G2  Chanto Lacquer 
Selection of wood and lacquer objects: 1 coff ee mill, 1 bento box, 
3 small cups, 4 Tray M, 10 Tray L, wooden cup, 2017
Cypress wood, lacquer 
Designer: Takumi Shimamura
Lacquer Craftsman: Seisaku Nakajima
Courtesy Chanto Laquer 

G3 Kaikado
Chazutsu 
Tea box, candle holder, Tea cup, 2017
Copper, brass, tin
9 Tea caddies  
Copper
3 Tea caddies
Copper, brass, tin patinated
Teapot, 2017
Copper
Courtesy Kaikado Co., LTD, Kyōto
Candle holder, 2017
Copper
Courtesy SFERA / Kaikado Co., LTD, Kyōto

G4  Hosoo
Pattern for Kimono, 1900–1940
Paper, pencil, print
Private collection
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TAKANO CHIKKŌ, Chabako set, 2016
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Japanese craft traditions are unique around the world and enjoy 
continuing vitality. The most important resource of these arts, 
still vibrant today, is the knowledge of their practitioners. Their 
repeating gestures, movements, and techniques have been hand-
ed down over the centuries from one generation to the next. Japa-
nese craft traditions are preserved as a part of an immaterial, cul-
tural heritage. This section of the exhibition dedicated to the 
crafts include objects of textile, paper, metal, bamboo, and lac-
quer that were created by a younger generation of Japanese men 
and women. The young men and women interrogate their tradi-
tions in new ways, to use traditional knowledge in developing and 
creating contemporary forms.

Hosoo is a textile firm that was founded in the year 1688 and which 
specializes in making kimono fabrics. The young managing direc-
tor of the company Masakata Hosoo today continues the tradition 
of the company by creating new links between the traditional crafts 
and current textile deign. Hosoo’s customers include international 
brands like Comme des Garçons, Dior, and Chanel. The elaborate 
weaving techniques of Hosoo are used today to meet the extrava-
gant desires of haute couture designers. In the process, the house 
of Hosoo can take recourse to more than 5000 textile patterns 
from the Edo period. The Nuremberg exhibition provides two 

New Craft 
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glimpses of the extensive treasure of Hosoo’s patterns. Beside the 
digital data bank of the textile patterns, for the first time a range of 
original drawings on Japanese tissue paper.

The company Kaikado in 1875 was founded during the early years 
of the Meiji era (1868–1912), a period in which Japan implemented 
dramatic reforms and opened itself to world trade. The first im-
ports of English tin marked an advance in the local production of 
tea caddies, in use since the Edo period. The company founder Ki-
yosuke Kaikado developed a prototype of a tea caddy with an ob-
jective elegance that has thrilled customers now for 130 years. In 
the fourth generation, just after the Second World War, Shōchi 
Kaikado added copper caddies, while his successor Seiji Kaikado 
began with the production of bronze caddies and portable tea box-
es. The lid is so precisely made that it sinks slowly due to its own 
weight and closes the vessel so that it is virtually airtight. The tea 
caddies of Kaidado are bearers of memory. Their use, just like their 
manufacture, is a matter of generations. 

Takano Fukyusai, the founder and former president of Takano 
Chikkō, opened a workshop with a store in the city of Sagano, fa-
mous for its bamboo production, in 1973. Bamboo has long been 
part of Japanese material culture. As a light and long-lived mate-
rial, bamboo is used in making furniture and all sorts of domestic 
products. In the case of the exhibition artifacts on view at Neues 
Museum, at issue are tea-making utensils with forms adapted to 
current needs by Takano Chikkō. Beside the bamboo objects, 
works are shown that come from a recycling process. Their mate-
rial comes from the golden temple, a trademark of Kyoto. When 
parts were repaired as part of the city’s being named UNESCO 

world cultural heritage, Takano was able to acquire the wood with 
a patina to make teaspoons, tea boxes, and a range of sake cups.

For more than 300 years, lacquerware products have been made 
in the Japanese province of Hikone, north of Lake Biwa. Tradi-
tionally, urushi, a resinous, flammable paste, is used in the form 
of black, polished lacquer for Buddhist altars. Takumi Shimamura 
and Seisaku Nakajima are the founders of the company Chanto. 
The name is identical with the Japanese adjective for accurate, 
careful work. Both have lent the tradition of Hikone new inspira-
tion and given the old tradition new attention. Chanto’s contem-
porary lacquer objects surprise with their unconventional design 
and their intense color.  

The company Kamisoe was founded in 2009 in Kyōto. Ko Kado, 
its managaing director, specialized during design study in Kyōto 
und San Francisco on techniques of papermaking. At the Kyōto 
studio of Karacho, which has been making Japan paper for wall 
decorations since 1624, Ko Kado learned the technique of karaka-
mi. In this high-pressure technique, the papers are printed on one 
or more levels. Kamisoe has brought this technique up to date and 
is continuously expanding the extensive repertoire of patterns.
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The experimental teahouse is a result of a seminar on Japanese 
tea culture held by Dr. Murielle Hladik and Prof. Axel Sowa at 
RWTH Aachen University during the Summer term 2017. After 
introductory courses, the students translated elements from the 
art of tea into individual designs. One scheme had been chosen 
for being collectively built, a process that had been enabled by the 
generous support of the Japanese building firm Takenake Europe. 
The experimental pavilion will host the ceremonies offered by 
Nürnberg‘s association Jikishin Chadōkai. 
Petrija Rajic and Liessa Riebesel, authors of the realized scheme, 
were departing from the both fragile and demountable character 
of historic tea pavilions to translate these motives into a configu-
ration of four platforms, which can be joint to form a square. Not 
only the plan, but also the walls can be easily dismantled. The lat-
ter are made of rough sticks held in position by brass tubes, to 
form a permeable boundary of the tea room. 

H  Homage to a Tea Pavilion

H  Experimental teahouse, 2017
Wood, felt, metal
Seminar group led by Prof. Axel Sowa, Dr. Murielle Hladik. 
Design: Liessa Riebesel, Petrija Rajic
Courtesy RWTH Aachen University

H



SEMINAR GROUP LED BY PROF. AXEL SOWA, DR. MURIELLE HLADIK, Experimental teahouse, 2017
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