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Introduction

In 2022, as Shiseido celebrated its 150th anniversary, in the process reflecting on the company’s past and contemplating the future, the Shiseido
Gallery presented “BANBUTSU SHISEI | Born from all things: A special blend by Yuta Nakamura,” an exhibition born out of a desire to demonstrate
in the contemporary art setting of the Shiseido Gallery—with the aid of a contemporary artist’s freedom of thought, incisive powers of observation,

and objective viewpoint—how the spirit of banbutsu shisei has long served as a pillar of sustainability in Shiseido’s business.

In 1872, Arinobu Fukuhara opened Japan’s first privately-owned Western-style pharmacy in the Ginza district of Tokyo, and named his business
“Shiseido,” from a passage in the Chinese Confucian classic and divination text the Yi Jing (I Ching or Book of Changes) meaning: “How wonderful
is the virtue of the earth, from which all things are born (banbutsu shisei).” In the 1910s, Shiseido moved its business from medicines to cosmetics,
developing a diverse range of products and services under its first president, Shinzo Fukuhara, but remained committed to the idea embedded in its

name: a respect for the environment, for society, and for people that has now underpinned its activities for a century and a half.

In “BANBUTSU SHISEI | Born from all things: A special blend by Yuta Nakamura” at the Shiseido Gallery, we joined artist Yuta Nakamura, to get
to the bottom of the banbutsu shisei philosophy in a new context. In recent years Nakamura has incorporated into his practice a technique that
involves combining material he has gathered, based on fragmentary elements discovered during his fieldwork and literary surveys, to form
hypotheses. These works that attempt to reinterpret history with a creative twist, shine light on truths hitherto largely neglected, and also possess

generous blank spaces to stir the imagination.

Turning his attention to a document (Tadao lijima, Ekikyo Kenkyu [A study of the I Ching], 1932) that interprets the phrase banbutsu shisei to mean
“something invisible and elusive that comes from the heavens and is received by matter on earth that then generates living things,” Nakamura derived
from it the method of “blending.” Viewing “the unseen” as key to the times, Nakamura blended into the activities of Shiseido the viewpoints of the
architect and folklorist Wajiro Kon, also known as the father of “modernology,” and postwar avant-garde artist and writer Genpei Akasegawa,
throwing into relief the concept of banbutsu shisei on multiple levels.

The larger gallery “blended” cosmetics, advertising, and other materials from the company’s founding to the early 1940s with the words of Kon,
making correlations with Nakamura’s sculptures and text. The intention was to encourage visitors to compare and contrast times of upheaval and
transformation in Japanese society such as the Meiji Restoration, Great Kanto Earthquake, and war in the Pacific, with the present-day historical
turning point of the pandemic. It was hoped that they would also discern in the exhibits the Shiseido dedication to monozukuri principles, ie the art of
making, that meant even during the toughest times ingenious ways were found to use the materials at hand in the pursuit of beauty and a hint of

luxury; and the company's efforts to nurture wider Japanese culture as part of the Ginza district.

In the small gallery meanwhile, taking his cue from Akasegawa’s Hagu 2 from the Shiseido collection, Nakamura displayed works he has made using
a glaze blended from the remains of camellia seeds, which are employed as a raw material in the manufacture of cosmetics. Gallery talks delving

deeper into these concepts were also be streamed online during the exhibitions.

We hope this attempt to unravel the banbutsu shisei philosophy pursued by Shiseido over its 150-year history and experiment with different

approaches to the idea of blending will serve as inspiration for creating the world of the future.

In closing, allow us to express our heartfelt gratitude to everyone who helped to bring these exhibitions to fruition, with special thanks to the

Imamura Seiyusho camellia oil company, Kogakuin University library, and Naoko Akasegawa.

May 2023
Shiseido Company, Limited

Art & Heritage Management Department
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The “Shiseido” Western-style pharmacy established in TR SRR
Ginza in 1872 took its name from a passage in the :l&- ; t i i 3| ;H’[ﬁ 2
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of the earth, from which all things are born (banbutsu ThEEENERROE00
shisei).” Thus it would seem Shiseido infuses the phrase ’:: 2 ; :\%i%: : :::2,

banbutsu shisei with the idea of creating products.
I suspected something involving this phrase would end up
being the nub of the exhibition, but still wasn’ t entirely sure

what it meant, so decided to do a little research of my own

on banbutsu shisei. This unearthed a text that interprets the

phrase to mean “something invisible and elusive that comes )
PRHER (PRI, Bk EWMGTB) wnk

from the heavens, and is received by matter on earth that

- . . Yuta Nakamura, Yuta Nakamura blends Shiseido and, 2022

then generates living things (Tadao lijima, Ekikyo Kenkyu

[A Study of the 7 Ching], Shinano Kyoikukai, 1932). Which

I suppose means that blending “the invisible” with “matter

on earth” gives rise to banbutsu (living things). Which in

turn means unraveling the idea of banbutsu shisei by

blending Shiseido, and things less tangible. A SPECIAL BLEND BY YUTA NAKAM URA
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Yet simply placing at the exhibition products made from
Shiseido’s founding to the early 1940s and retained by the
company does little to elucidate the idea of banbutsu shisei.
So I started looking for that “matter on earth” mentioned
earlier. The folks from the Shiseido Corporate Museum are
a tenacious bunch and succeeded in unearthing some
wonderful primary resources used in creating Shiseido
products. I also made various purchases of my own. Next
came the “something invisible.” This I believed to be the
tide of the times itself: passersby on the streets of Ginza, the
streetscape and so on. Which thus is no longer visible. But
can still be found in books!

So, Wajiro Kon might be the man for the job, whom some
may recall as “that modernology guy who conducted a
survey of customs in Ginza after the Great Kanto
Earthquake of 1923.” But as I read more of Wajiro Kon’s
writings, closer, unexpected connections with Shiseido

started to become apparent.

[ Key |
In the captions, items from the collection of the Shiseido Corporate
Museum are marked with an [S] and those collected by Yuta Nakamura

an [N].
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Yuta Nakamura, Yuta Nakamura blends Shiseido and Wajiro Kon, 2022

Ov e} I B

YUTA NAKAMURA BLENDS SHISEIDO AND WAJIRO KON
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Left : Wajiro Kon ed., Shinpan dai-Tokyo annai
(A guide to greater Tokyo - new edition), 1929 (]

Right : Pomatum Honour advertisement,
Yomiuri Shimbun, November 17, 1889 [N]
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1902: SODA FOUNTAIN INSTALLED IN THE IZUMOCHO STORE

The big clock at Shinbashi Station shows eight in the evening. Merging with

the human wave washing relentlessly toward the Ginza, I cross the bridge and

attempt a high-speed stroll of the neighborhood (...) Despite its venerable [ %
status in this area, Shiseido remains resolutely ahead of its time, offering \\\ ie
coffee, soda, lunch and so on, and this (the Izumocho store) was also the first g . N _ =

THBK (V=57 797 Y) w2 A

establishment to have permanent musicians. The box they occupy on the

second floor looks solid and roomy (...) Across the road the store’ s pharmacy Yuta Nakamura, Soda Fountain, 2022
section and illuminated fountain are lovely. Upstairs is always host to some
little exhibition.

Wajiro Kon ed., Shinpan dai-Tokyo annai (A guide to greater Tokyo: new cdition), 1929

In 1929, Wajiro Kon thus took a turbo-turn around a Ginza

recovered from the Great Kanto Earthquake. Unmentioned
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in Kon’s description was that Shiseido was actually a
Western-style pharmacy established in Ginza in 1872. Ginza
Renga-gai (Bricktown) was also famously home to Seikisui
eyedrops from Rakuzendo, established by Ginko Kishida
(father of Ryusei Kishida).

In 1906, when Kon moved to the capital from Hirosaki in
Aomori, the Shiseido at Izumocho 1-banchi (now the Tokyo
Ginza Shiseido Building) was a store dealing mainly in
medicines and cosmetics. In addition, Shiseido founder
Arinobu Fukuhara had procured a soda-making machine
from the US, and made and sold soda and ice cream
in-store. Soda was a luxury at 10 sen a serving. Poured into
a delicate, well-polished glass, topped off with a straw, it
was by all accounts a favorite among well-heeled residents

of the capital.
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Ryusei Kishida, “Dai Tokyo hanjoki 61:
Shinko zaiku renga no michisuji,”

Tokyo Nichi Nichi Shimbun, 1927 [S] (above)
Utagawa Hiroshige, Famous Views of
Modern Tokyo: Brick Buildings in Kyobashi,
year unknown [S] (right)

Utagawa Hiroshige, Famous Views of
Modern Tokyo: Shinbashi Street,

Brick Buildings, year unknown [S] (left)
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Left : Shiseido, “Kiku” (chrysanthemum) perfume, c. 1920 [S]

Right : Yae Komura, ed. Takeo Yamamoto, Settai gashi (The paintings of Settai), 1942 [S]

iy
#5 T £ Y OB 1 K % L b W I R G i
-&Lﬁ;c:tE6J>«7M(®\*zz‘>*1°Q’Cﬁ"f%ﬁ%ﬁl i3
N ) . FE
o oeo@m |8 E S M BE 5oy Z09 P R oo &9 1
= 1 % & #® B c < _, & ° w 1 VB o B L og oo 1
Lt 9o®m; o« 0o 5 A xog ko H Y ; = Ak oy FE 2
v N = \I g — o N
E 23 42 B0 L5 5 B =& L = Bor A
B 1 >z 2 2 B & 4 % 2 B A . B oz 1 & #
cE = L2 B oo - B oH o9 . S
» A B @A E »Foggr AR E’ngﬁilﬂt:ﬂ]
5> @ E @ = B oho, o= < BB oy P x e L 9 & X%
N - N Enr N \
2 5 ® L 2 % T LN o' v Fog mE g o 5 B
N - N N ol -
30 i L E Y g ooE B Ty v 1ok B oW
g & @ 1, T 3 X g < ° & Mo 5 9 oz @
o o= 9 7 % o ;5 = 5 & = = L ey 2 T o S
S ~ M1 X r L7 0 o3 = I 15 < L1 0% 5 B X
o B & 9 | L9 s e B e = Wl - O BEOE
1915: SHINZO FUKUHARA COMES UP WITH THE CAMELLIA LOGO
Like a baby monkey learns how to climb trees, in my youth I learned how to
draw “designs.” I suppose you could describe it as similar to how
Jean-Jacques Rousseau learned how to write music. From Egypt, Greece and :): é
Rome, the Middle Ages, baroque, rococco, I drew them all, over and over Z L
again. (...) A “design” is the performance of complex curves. ;’) %
Wajiro Kon, Etudes de Styles et de Decorations Volumes 1 2 %
Egypt, Assyrie, Grece et Rome, 1954 ) 7=
S ¢
. Fie 4 b}
In 1912, as his graduation work for the Tokyo Academy of L =R (RENIEOBGEI (BT o)) 1 (5) Iz
Fine Arts, Wajiro Kon submitted Soshoku Zuan 18 (18 Ai s GAIRKEE [ibGRER 1 wRalf) 19s6 4 N) %
decorative designs) incorporating arabesque patterns from Left : Riichiro Kawashima, “Drawing for the Izumocho store (chair back) ,” 1923 [s] 5)\
East and West through the ages. In 1919 he formed the Right : Wajiro Kon, Etudes de Styles et de Decorations Volume 1: Egypt, Assyrie, Grece et Rome, 1966 [N] ,?
Soshoku Bijutsuka Kyokai (Association of Decorative w

v
Artists), and in 1920 staged a “Second Presentation of

Works” in the display area (today’s Shiseido Gallery),
showing “grass designs.”

Around 1915, the first president of Shiseido, Shinzo
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Fukuhara, in part taking his cue from the popularity of the

company’s “Tsubaki” (camellia) hair oil came up with the

PR (ERFREREAL) 20224

idea of using a camellia for the company’s trademark, and

Heoo~ [ZHFEEH ~RHSERE] Zx2H

Yuta Nakamura, Camellia Designs, 2022
drew a draft version on a shikishi paperboard. Here one can

see camellia designs entwined with a variety of characters
such as those for heavens, person, bamboo grove, sunlight
and camellia itself. When the Shiseido design department
was formed in 1916, designers there tweaked this draft
version into an Art Nouveau-style design that in 1919
became the trademark. Those working in the design
department included Settai Komura, Sue Yabe, and Yutaka

Misu. Incidentally, Kon’ s brother Junzo was also part of the

design team, from 1921 to 1923.
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Left : Shiseido, “Euthrixine™ (camellia) perfume, 1917[S]

Center : Shinzo Fukuhara, Hikari to sono kaicho (Light and its Harmony),

1923 [5]
Shiseido, Dainigocho Kakushu keshohin koryo shoho (Book 2:
Various ics and ds), 1924 (8]

Right : Anko ningyé, c. 1930-40 [N]
Wajiro Kon, Nikon no minka (Traditional houses of Japan), 1922 (N]
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1917: SHINZO FUKUHARA CREATES FORMULA FOR HANATSUBAKI PERFUME
On the island the men set out early in the morning to work the fishing nets,
leaving all the other labor on the island to the women. Looking after the
cattle, leading them to milking, then after all this is done, setting off to work in
the fields scattered across the island, they climb the hilly paths covered in
camellia trees, singing as they go.
Wajiro Kon “House on Izu Oshima,” Nikon o minka (Traditional houses of Japan), 1922
In around 1917, Wajiro Kon joined Kunio Yanagita’s W e e e s
“Hakubokai” group of researchers, and traveled around the ; ":' :‘i E g é g : ;: 5 : E Lok
country surveying traditional houses (minka). In July 1919 2 $‘t ‘O mARFRSRLEBW
& S FREELE DD LD EHE

he was visiting Izu Oshima to research homes there. Living
on the island required constantly securing supplies of water
and fuel. To do this the women would take large buckets to
fetch water from the well, and pick up branches from
camellias and other trees in the hills, and carry them on their
heads. Kon was also interested in the kimono worn by the
island women, which were fastened only by the cord of their
apron. Around 1930, “anko ningyo” dolls of the women at
work (anko meaning woman in the local dialect) were
produced as part of the Farmers” Art Movement.

In 1907, “Hanakatsura” hair tonic was renamed
“Hanatsubaki” hair oil, made from camellia oil produced in
Izu Oshima, using a formula that included in its fragrances
essential oils such as bergamot and lavender. The
Hanatsubaki perfume launched in 1917 was blended by
Shinzo Fukuhara, and was adorned with a motif of the
camellia, which hardly has any scent at all. Generally
perfumes recreate the fragrance of flowers, but Shinzo
blended one from the name and abstract image of a flower.
Hikari to sono kaicho (Light and its Harmony) published in
1923 included photos of camellias at the hot spring town

Shuzenji Onsen in Izu.
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Yuta Nakamura, Hanatsubaki Hair Oil, 2022
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Left : Oshima miyage: k6t6 no fuzoku (Oshima souvenirs: customs of isolated islands), year unknown [N] (above)
Shiseido, “Hanakatsura™ hair tonic advertisement, Tokyo Asahi Shimbun, 1905 [S] (below)

Right : “Hanatsubaki Main Store Fukuhara Shiseido Hanatsubaki Hair Oil,” sales agency wooden signboard, c. 1917 [S]
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Left : Shizuo Isobe ed., Tkamono shumi 2: Shinké to shizoku no maki
(Unusual interests 2: Beliefs and Customs edition), 1933 [N]

Right : Wajiro Kon, Minzoku to kenchiku (Folklore and architecture), 1927 [N]
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1921: PUBLICATION OF GINZA
Tears well in my eyes. (...) Walking in the country on my travels, I happened
upon pieces (apparently gas lamps) made by a tinsmith like me, a solitary, shy
and retirin, ! i i i % s % Ed
g soul (...) Walking around that little hot-spring resort, I sketched :) 5 % b
each one, and eventually was so seduced by their shapes and construction that < I 5 7%
1 had to sketch that of every house. Thus in my mind, I became intoxicated ;: = ;-_ )
with the image of myself as another poor, hard-working crafisman. 03 ?; (73 {fL
Wajiro Kon, “The work of a rural tinsmith,” T L T B
Minzoku to kenchiku (Folklore and architecture), 1927 b b o
5 % % %
. 0 A
The street trees in Ginza Renga-gai have changed over the g & é‘ 2
2 & <
years, from pine, maple and cherry, to willow and gingko. ﬁf T T &
. L i CRE
Of these trees, willows appear to have a special significance & z 1
> = S
to people in the Ginza neighborhood. Around 1921, > % Fi ?é‘
witnessing the felling of willows and laying of asphalt to B é % g fL
extend the road between Kyobashi and Shinbashi, Shinzo - o ;/ %’ 5
iz D
Fukuhara felt a pang of nostalgia for the Ginza of old, and i IR
compiled the book Ginza. Settai Komura’s illustrations % *,g X %::
show women with parasols folded, chatting under a willow. § I;E oﬁ). ?
In 1927 Ryusei Kishida wrote in the Tokyo Nichi Nichi 1 "2 \EJ ;)i
9 v
Shimbun, “Why don’ t they make the trees on Ginza willows g Lt B g
again?” And we must not forget the gas lamps and electric * e
lights that adorned the Ginza night.

Walking around a provincial hot spring town surveying Je ot BEEVE [JORSE B D 62 Fik iy BUESE |
(RUECH HBTB) 19274 [S] (k)
DREA T SUEIY | mie IN] ()
similar in design to the gas lamps of Ginza, and [HUE RN OBERF | 1923050 IN) (1F)
[P & SUETAORPOLT ] 1925 580 [N GF)

houses in the early 1920s, Wajiro Kon spotted tin lamps

superimposed them on his own departure from the bustle of
o . . . Aic M R THUE] 124 (S)
Tokyo to study life in farming villages, and his work there.
Left : Ryusei Kishida, “Dai Tokyo hanjoki 62: Shinko zaiku renga no michitsuji,”

Tokyo Nichi Nichi Shimbun, 1927 [S] (above)
Tokyo meisho: Ginza-déri (Famous places of Tokyo: Ginza main street),
Meiji era [N] (below, right)
Ginza-Owaricho yakeato (Ginza-Owaricho after a fire), c. 1923 [N] (below, middle)
Haéshuku ginkonshiki kinen: Ginza tsuya no hoshuku kokei [(Emperor Taisho’s) 25th wedding
anniversary celebration: Scene of nightti; lebration in Ginza], ¢. 1923 [N] (below, left)

Right : Yutaka Misu ed., Ginza, 1921[S]
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1923 IZUMOCHO STORE REBUILT IN TEMPORARY BARRACKS FORM

At this time of disaster, having long held our own special opinions on the
matter, we have agreed to work on the streets to create some unconventionally
attractive buildings. We believe this Tokyo of temporary barrack-style
buildings is the perfect place to experiment with our art, and will take on any
decoration job that involves making these buildings — shops, factories,
restaurants, cafes, housing, company premises of all sorts — beautiful inside
and out.
1923, Barakku Soshokusha
Barakku Soshokusha circular, 1923

On September 1, 1923, Ginza Renga-gai burned to the
ground. Armed with the tools of his research trade, Wajiro
Kon walked around sketching the emergency shelters in
Ueno Park. The same month he formed the Barakku
Soshokusha (Barrack Decorating Co.) and began to take his
paint cans around the barrack-style temporary buildings
appearing in the capital, “turning barbarian adornment into
Dadaism.” This attracted flak from architects, who
complained that buildings were not canvases for painters or
decorators, to which Kon responded, “Just as a painter
strives to depict reality unvarnished on canvas, so do we on
interior walls. Surely the fact that we are allowed to do so is
a good thing,” and “Cafe Kirin” on Ginza-dori became his
fourth job.

Shiseido’ s Izumocho store completed in November was
another of these barrack-style buildings, with an
eye-catching row of five decorative windows. In the stained
glass at the top of each is a botanical design that appears to
be a camellia. The interior and exterior designs were the
work of painter Riichiro Kawashima. Construction of the
tables and chairs was the responsibility of Megumu Kajita,
who in 1920 had presented a “display of European dressing
tables” in the display area (today’s Shiseido Gallery). The
seat backs feature the “camellia logo.” An eye-catching
feature of the store is the latticed arch connecting the
classical Greek pillars. On top of the pillars sit baskets piled
with flowers and fruit. It should be mentioned though that
the arch is a papier-mache knock-up made by bending wood
and nailing it to the walls. The label underneath advises

“Strawberry shortcake 30 sen.”
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Left : Kenchiku shashin ruiju: Barakku kenchiku kan-no-ichi
(Archi 1o I Tecti

Barrack-style architecture vol. 1), 1923 [S]

Center : Yuta Nakamura, Shiseido Izumocho Store, 2022

Right : Yuta Nakamura, Cafe Kirin, 2022
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Shiseido, “Ginza Face Powder,” c. 1931 [S]
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Riichiro Kawashima
Left: “Elevation drawing of the Izumocho store (interior)”
Right: “Elevation drawing of the Izumocho store (front interior wall)” 1923 8]

Soichi Kimura, ed., Daiikkai koseikai kagu tenrankai [1st Koseikai Furniture Exhibition], 1938 [S]
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Left : Kodomo no kuni (Children’ s land), vol. 4 no. 3, 1925 [N]

Right : Shiseido, “Childrenswear,” c. 1922 [S]
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1925: EXHIBITION OF PICTURES FOR CHILDREN BY TAKEO TAKEI

A little place was built with a red-tiled roof, curtained windows, and chairs
instead of tatami. The whole setup was a break with convention, down to
having a lawn, complete with children’ s play equipment. Inside they slept on
Jfunctional beds, ate off Western-style crockery, imbibed tea and coffee, and
enjoyed listening to records, and even the topics of conversation among family
members were unconventional. The children now used words like Mama and
Papa frequently, the family read translated novels, and all-in-all, lived a life
devoted to reform of the senses in every regard.

Wajiro Kon, Kurashi to jukyo (Living and housing), 1944

In 1921, a display of childrenswear and dressing tables
featuring children’s clothing purchased in France by
Riichiro Kawashima was staged in the display area (today’s
Shiseido Gallery). The following year saw for sale
children’s clothing by the Shiseido design department. This
was a period of interest in the culture of childhood, and the
popularity of children’s magazines like Kodomo no kuni
(Children’s land) and Kodomo no tomo (Children’s friend).
In 1922 Shiseido launched Ohisama (Mr. Sun) magazine for
mothers and children. The cover of the inaugural issue
showed a child nestled asleep against its mother, the string
of a black cat pull toy grasped in its hand. At a 1925
exhibition of paintings for children by Takeo Takei at the
Shiseido fine arts department (now the Shiseido Gallery),
the term doga (paintings for children) was used for the first
time.

The Tokyo Peace Exposition in Ueno Park in 1922 included
a display of combination Japanese/Western-style housing
that led many of the “salarymen” referred to as the urban
middle class to build homes with Western elements that
became known as bunka jutaku (literally “culture houses™)
in the capital’s suburbs, and enjoy leisure time with their
families there on weekends. In 1928 Wajiro Kon moved to
Nishi-Tokyo. With each addition to his family he extended
the house, also building a sunroom as a temporary refuge

from the main house.
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Upper Center: Heiwa kinen Tokyo hakurankai: Bunkamura
(Tokyo Peace Exposition: Bunkamura), ¢. 1922 [N] (above)
Takashi Shimizu, Shumi no atsugami-zaiku, 1930 [N] (below)

Lower Left:Kenchiku shashin ruiju: Kenchikuka no ie kan-no-ichi
(Archi 1 ph hy collection: Architects’ houses vol 1), 1934 [N]
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Yuta Nakamura, Black Cat on Wheels, 2022
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1928: SHISEIDO ICE CREAM PARLOUR OPENS

The proportions of women dressed in Japanese and Western style (...) Western
style is around 1 percent of all. I'm sure no one quite believes this statistic,
but no matter how many times the survey is repeated, the same figure results.
It’s because that which is noticeable, feels numerous (...) In any case, on
Ginza-dori in the early summer of 1925, only one woman in a hundred wears
Western clothing, as opposed to 99 in traditional Japanese garb.

Wajiro Kon, Kenkichi Yoshida eds., “1925 shoka Tokyo Ginza-gai fuzoku kiroku * (A record

of customs in Tokyo’s Ginza district in early summer 1925), Modernologio, 1930

In 1925, Wajiro Kon, joined by Kenkichi Yoshida, his
partner in the Barracks Decorating Co., came up with the
discipline of “modernology.” They observed and recorded
the customs of the capital, in recovery from the 1923 quake,
in particular the people strolling in Ginza, the district of
Tokyo at the cutting edge of fashion: their clothes, and
behavior, from head to toe. The January 1927 issue of
Shiseido Geppo (Shiseido Monthly) also featured such a
survey, incidentally, recording 494 women in Japanese
dress, and twenty-two in western.

When the Shiseido Ice Cream Parlor opened in 1928, the
fruit basket design adorning the barrack-style Izumocho
store disappeared, and shortcake went up to 40 sen. Curry
rice was 35 sen, with the curry and rice being brought to the
table separately. The parlor was famous for its 30-sen ice
cream. Reading the method of production, it appears there
were lemon, vanilla and chocolate ice cream flavors, served
with exotic syrups that included banana and pineapple.
Ryusei Kishida drew a scene from the parlor for a
newspaper illustration. The vessels on the table were

probably ice cream cups.
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Left : Shiseido, Dainirokugoch6 Shiseido Parlour ice cream
syrup seizoho (Book 6: Shiseido ice cream syrup formulas),
1924 [S] (left)
“Ginza o aruku hito” (The people who stroll the Ginza),
Shiseido Geppad 28, 1927 [S] (right)

Right : Wajiro Kon, Kenkichi Yoshida eds., Modernologio, 1930 [S]
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Yuta Nakamura, /ce Cream Cup, 2022
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Left : Shiseido Parlour, “Rattan takeaway ice cream pot (large),” Taisho-carly-Showa period [S] (left)
Shiseido Parlour, “Tabletop menu,” year unknown [S] (right)

Right : Riichiro Kawashima, “Drawing of the Izumocho store (wall decoration detail),” 1923 [S]

Below : Ryusei Kishida, “Dai Tokyo hanjoki 64: Shinko zaiku renga no michitsuji,”  Zokyo Nichi Nichi Shimbun, 1927 [S]
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Left : Wajiro Kon, “Kogei zenya no sanbi” (In praise of every type of craft), Kogei jidai, vol. 2 no. 7, 1927 [N] (above)
“Buriio Tauto-shi Nippon o saru!” (Bruno Taut is leaving Japan!), Kogei News vol. 5 no. 11, 1936 [N] (below)

Right : Shiseido, “Grease Shadow / Cream Shadow / Modern Colour
Face Powder Color Chart,” c. 1933 [S] (left)
Shiseido, “Beauty Chart,” c. 1936 [S] (right)

T Shiseido, “Modern Colour Face Powder,” 1933 [S] (below)
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1937: LAUNCH OF THE “HANATSUBAKI-KAI” CLUB
The edges of the city’s pavements are lined with things designed specifically ——
to sell. There are posters, bottles with labels to arouse the senses, boxes of _—

oO¥

S AR TN (1) T AN ORI Sk

cosmetics, in any case goods that offer the prospect of beauty, whatever the
reality may be. Controlling it all are the sales clerks, whose job includes

finding ingenious ways to arrange things in windows. (...) Here we have

WK (FIREE) 20224

exactly what is meant by the art of commerce.

Wajiro Kon, “Kogei zenya no sanbi” (In praise of every type of craft), Kogei jidai, 1927 Yuta Nakamura, White Porcelain Jar, 2022

In 1929 Shinzo Fukuhara wrote that cosmetics were like
craftwork, and should be consistent not only in their b
contents, but the colors and decorative features of their
bottles and outer boxes. This idea is reflected in Ayao
Yamana’s packaging for “Modern Colour Face Powder”
and the color sample book for the company’s make-up
offerings. In 1929, Kenkichi Tomimoto, an acquaintance of
Shinzo’s, took part in the “Fourth Shiseido Art Exhibition”
at the Shiseido Gallery as the sole ceramicist, presenting

vessels in porcelain, and ginrande (porcelain with silver

coloring in the pattern). In 1937 the Hanatsubaki-kai club

WHE N (AR L ES— 7 U AT | ANERS o AT oA
UEER NSFFHEFIFITACTEHRASTTNF  ACTERTER
LBES ENANAREENTTES ST L STES N

RNvo—~ [FRNEH] [HHS FHMH] B2

was launched, with membership open to chain store
customers. In 1939 members received the gift of an obi sash

clasp with a jasmine design by Tomimoto, who spent two
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years making 15,000 of these accessories.
There is a consistent look across the door handles, light
fittings, tables and chairs made by Wajiro Kon for the

Shinkichi Watanabe house in 1934. In 1935, the craft works oA R 19301904 [N]

store “Miratiss” opened on the ground floor of the . . . . .
Above : Shinzo Fukuhara, “Recent trends in the material and shape of cosmetic containers™
1929 [S] (above)
“Fourth Shiseido Art Exhibition™ catalogue, 1929 [N] (right)
“Hanatsubaki-kai kinenhin furoku: kinenhin ni soete™
(Hanatsubaki-kai gift extra: With this gift), 1939 - 1940 [N] (above left)
“Hanatsubaki-kai kinenhin furoku: Tomimoto Kenkichi sensei no ryakureki”
(Hanatsubaki-kai gift extra: Profile of Kenkichi Tomimoto), 1939 - 1940 [N] (below left)

Takiyamacho Building, quite close to Shiseido. The store
sold bamboo and lacquer craft items designed by German

architect Bruno Taut.

Below : Kenkichi Tomimoto, Obi clasp, 1939-1940 [N]
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194 1: SECOND NEW LIFESTYLE ART EXHIBITION

One by one, household belongings will doubtless now be poured into
barrack-style houses, but as I lay down my pen it is with the hope that we do
not lose our awareness of what we are experiencing now — that is, our
everyday, fundamental lifestyles being what each one of us creates, and also
where enjoyment lies — and keep building cheerful lives from constraint.

Wajiro Kon, Juseikatsu (Housing life), 1945

In 1941, the Shiseido Gallery staged the “Second New
Lifestyle Art Exhibition” of work by Kenkichi Yoshida,
plus Takeo Yamamoto and others from the Shiseido design
department. The flyer for the exhibition featured
prominently the words of Kuri Kikuoka: “Through the
centuries, there have always been citizens who continued to
embrace beauty even in the most challenging times.” In the
Yomiuri Shimbun, Wajiro Kon wrote, “The new lifestyle art
coterie seem not afraid to stand up and address head-on the
rather difficult question of what constitutes comfort and
pleasure for working people.”

In 1941 the Hanatsubaki-kai’s “Commodity Protection
Tickets” were replaced by “Empty Bottle Collection
Receipts.” Bottles of “muscle oil” had labels on them saying
“Please return empty Shiseido bottles to this store” while a
1943 advertisement for skin-brightening “Peroxide
Cucumber” also encourages customers to return bottles and
jars, as wartime material shortages began to bite. Even
under these conditions, the ad depicted everyday “living”

with “an oval table and glass with a straw.”

[ENFEN

JE ARG [ARBAROLIR] 19346 (S ()
s RBEF 2 —Hh 28— 19848 [S] (h)
B [= v A4 V] 10048 [S) (k)

Ai s SRIUER [HAEIG] 10165 IN) 0)
SHFAAK) [RPWS XS] G HAEY 26T, SANE) 0% N o
(IR 45 46 WA 7 1 7 5 2 BRSPS |
GHRAR 1, HHHE %iE) 1004 N )

Left : Shiseido, “Lipstick in a wooden case,” c. 1943 [S] (left)
Shiseido, “Peroxide Cucumber,” c. 1938 [S] (middle)
Shiseido, “Muscle Oil,” c. 1941 [S] (right)

Right :Wajiro Kon, Jaseikatsu (Housing life), 1946 [N] (left)
Kuri Kikuoka, Nogamo wa nogamo [A wild duck is a wild duck]
(Cover design: Kenkichi Yoshida; Mikasa Shobo), 1940 [N] (middle)
“Gekidan Tod6 46th performance program: Nogamo wa nogamo™
(Written by Kuri Kikuoka, set design Kenkichi Yoshida), 1940 [N] (right)
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Yuta Nakamura, Table and Chair, 2022
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Shiseido, “Peroxide Cucumber” advertisement,
1943 [S] (right)

Takashi Shimizu, Shumi no atsugami-zaiku,
1930 [N] (left)
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Let us wrench ourselves back to the present, and one of the

5

topics of this exhibition: inspiration for creating the society

4
P

of the future. I cannot hope to set out this vision entirely by

myself, so here, making a connection from Wajiro Kon, I
present a work by Genpei Akasegawa. A name I suspect
will prompt thoughts along the lines of “Ah yes, the Neo
Dada, Hi-Red Center, 1000-yen note trial, Sakura Gaho
manga, Bigakko, Akutagawa Prize, Hyperart Thomasson,
Geriatric Power, Jomon Culture Construction Company,
Cheerleaders for Japanese Art guy.” At the Shiseido
Gallery, Akasegawa took part in the Seventh Tsubaki-kai
exhibition that started in 2013. I remember seeing this table
and chair then. I also reread Akasegawa’s essay “Glass
Picture, Hagu” in the catalog, and found it to conceal

unmistakable hints of the banbutsu shisei philosophy.

O ol T B

Hooray! (Do read the whole of the handout text if you can.)

But there would be no art in simply installing a work by

Akasegawa-san, so I decided to make two vessels. One is a

mug decorated with the image of a cat grooming itself used

PRHER (PRI, R SR 2 A5 %) 202

by Akasegawa. The other is a glass with a pomegranate

design on it T bought in Spain. Both are of roughly the same Yuta Nakamura, Yuta Nakamura blends Shiseido and Genpei Akasegawa, 2022
dimensions, and have mouths that are slightly hagu-sareteiru
(chipped). These seemed just the ticket for the show,
however both were used at home daily, I decided to fashion
new versions from clay by hand. I then blended a glaze
containing camellia seed residue from a maker of camellia
oil on the Goto Islands, and applied it to the two new
vessels.

During the exhibition I plan to invite guests into this room a

few times, sit on this chair, drink tea, and engage in some

leisurely discussions on banbutsu shisei. YUTA NAKAM URA BLENDS S HISEIDO AND G ENPEI AKASEGAWA
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Yuta Nakamura, Mug and Cup, 2022
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Left : Genpei Akasegawa, Hagu 2, 1998-2013, collection of Shiseido

Right : “BANBUTSU SHISEI | Born From All Things | A Special Blend By Yuta Nakamura” commentary,
2022, HD video, filmed by Kei Uchida
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The philosophy of banbutsu shisei and kongen:
On the occasion of the Shiseido 150th anniversary exhibition

Toshiharu Ito (Art historian / Professor emeritus, Tokyo University of the Arts)

Shiseido, which is celebrating its 150th anniversary this year, took its name from a passage in the Yi Jing/I Ching, one of the Five Classics and the most
sacred text in ancient China. It was originally used as a divination manual by people standing at a turning point in their lives to ask questions of, and
gain useful advice from, the heritage passed down from their ancestors. Originating in China around 4000 years ago, Yi is a philosophy of changes and
cycles. At its heart are the concepts of yin and yang, the positive and negative elements that make up the universe and whose intermixing gives rise to
all things, which are constantly changing and moving in cycles.

The state of perfect harmony between yin and yang is called Taiji (the Supreme Polarity), and it is from this chaos that yin and yang originate. Yin and
yang give rise to the Four Symbols, which in turn give rise to the Eight Trigrams.

The Eight Trigrams, each of which consists of three lines representing yin or yang, are named Qian, Dui, Li, Zhen, Xun, Kan, Gen, and Kun, which in nature
respectively indicate Heaven, Lake, Flame, Thunder, Wind, Water, Mountain, and Earth. “Itarerukana kongen, banbutsu torite shozu” (Complete is the
‘great and originating (capacity)’ indicated by Kun! All things owe to it their birth) is a passage that appears in the description of the final trigram, Kun.
“Complete is the ‘great and originating (capacity)’ indicated by Kun! All things owe to it their birth; - it receives obediently the influences of Heaven.
Kun, in its largeness, supports and contains all things. Its excellent capacity matches the unlimited power (of Qian). Its comprehension is wide, and its
brightness great. The various things obtain (by it) their full development.”!

Shiseido founder Arinobu Fukuhara was born in 1848 in Matsuoka Village in Awa Province (present-day Tateyama in Chiba Prefecture) as the fourth
son of Yurin Fukuhara. His grandfather, Arinari Fukuhara, a doctor of Chinese medicine, often took him on mountain walks to collect medicinal herbs,
and by repeatedly undertaking such fieldwork he learned practical pharmacology. At the same time, Arinobu’s father, Yurin, who had no desire to follow
in his own father’s footsteps and pursue a career in medicine, became deeply interested in studying the Chinese classics and Buddhist literature, paying
frequent visits to Buddhist temples. For this reason, Arinobu spent long periods with his father confined in temples studying the Four Books and Five
Classics and getting to know and love Buddhist philosophy. In 1864, Arinobu moved to Edo (present-day Tokyo) and entered the Oda Medical School
and the following year he was given permission to enter the shogunate’s School of Western Medicine by the school’s director, Ryojun Matsumoto. In
1866 he was employed as a pharmacist at the School of Western Medicine, where he was working at the time of the Meiji Restoration. In the chaos that
ensued, he returned temporarily to his hometown, but in 1869 travelled once again to Tokyo and was employed as a pharmacist at the Tokyo Daibyoin,
the forerunner of the Faculty of Medicine at the University of Tokyo. In 1871 he became the Chief Pharmacist of the Imperial Japanese Navy. It was
during this time that he learned about the separation of medical and dispensary practices in Western medicine, and the following year he founded
Shiseido, Japan’s first private, Western-style pharmacy, in Ginza. This background and series of events influenced Arinobu’s choice of Shiseido as the
company’s name.?

At the time of its founding, Shiseido compounded and sold medicines. The word shisei alluded to the deep-rooted power and virtuousness of the earth
that enabled the medicinal herbs that were among the ingredients of such medicines to flourish.

“The (capacity and sustaining) power of the earth is what is denoted by Kun. The superior man, in accordance with this, with his large virtue supports
(men and) things.”?

It should be noted that the last of the Eight Trigrams, Kun, is connected to the first, Qian. Unless one understands the relationship between Kun and Qian,
which are antithetical and respond to each other, the meaning of banbutsu shisei will remain unclear. The description of Qian includes the following:
“Vast is the ‘great and originating (power)’ indicated by Qian! All things owe to it their beginning: - it contains all the meaning belonging to (the name)
heaven. The clouds move and the rain is distributed; the various things appear in their developed forms.”*

The yang nature of Kun is the basis that gives rise to all things, but this yang nature cannot function alone; rather, it is as a result of it responding to the
yin nature of Qian that all things are created.

In “BANBUTSU SHISEI | Born from all things: A special blend by Yuta Nakamura,” the exhibition held at the Shiseido Gallery to mark the
company’s 150th anniversary, Yuta Nakamura focused on a text (Tadao Iijima, Ekikyo kenkyu [A Study of the I Ching], Shinano Kyoikukai, 1932)
in which the phrase banbutsu shisei is interpreted to mean “something invisible and elusive that comes from the heavens, and is received by matter
on earth that then generates living things.” However, the original meaning as written in the / Ching is that only when heaven and earth come
together will all things thrive. The term kenkon itteki refers to a contest in which everything is at stake. Destiny is trusted to heaven, all the earth

is at stake. A die is cast, heaven and earth crystallize in an instant.

Also in “BANBUTSU SHISEI | Born from all things: A special blend by Yuta Nakamura,” a spotlight was shone on the observations and research of
Wajiro Kon, renowned as the father of modernology. Born in Hirosaki in Aomori Prefecture, Kon’s family had been doctors in the service of the Tsugaru
domain for generations. He entered the Design course at the Tokyo Fine Arts School (now Tokyo University of the Arts), and while a student made a
daily habit of drawing patterns. He repeatedly drew Egyptian, Greek, Roman, medieval, Baroque, Rococo, and other decorations, regarding the patterns
that were generated and transformed throughout history as “performances of curves.” His graduation work was Soshoku zuan 18 [18 decorative designs]
(1912), in which he wove together arabesque patterns from East and West through the ages. In 1919 he formed the Soshoku Bijutsuka Kyokai
(Association of Decorative Artists), and in 1920 he displayed work in the exhibition space in the Shiseido Cosmetics Division building (today’s Shiseido
Gallery). His younger brother, Junzo Kon, worked in the Shiseido Design Department between 1921 and 1923 before returning to Aomori and becoming
a lithographer.

Spanning modernology, seikatsugaku (the study of everyday life), settlement activities, research into traditional houses, snow and ice research, barracks
decoration, rural development and the study of customs and manners, Wajiro Kon’s achievements range widely, but his experimentation with innovative
ways of collecting, classifying, recording and comparing things began with an awareness concerning the kinds of mutual relations people and things
enter into and the kind of world they weave, and were founded on a phenomenological approach of inquiring introspectively into the relationship
between the universe and the self. This involved observing the world of which the self is a part along with its movements and changes.

Wajiro Kon paid attention to how social conditions and location influenced the dress, gestures, make up and behavior of young women walking in Ginza,
and to the kind of zeitgeist such interactions gave rise to. He also analyzed the way in which the routes, occupations, ages and personalities of female
office workers walking in Marunouchi were revealed in their appearance, and how these things were reflected in their use of time and consumption
behavior. He tried to look into their minds based on such visible phenomena as the changes in shapes, colors, patterns and rhythms he had studied as part
of his pattern research. By attempting to see through to the essence of humans in the context of a comparison between modern reality and their origins,
Kon sought to closely analyze the logic hidden within the everyday and bring to light the foundations upon which people stand.

The I Ching is usually translated in English as The Book of Changes. It is a book of changes and omens. The 1950 English edition contains a forward
written by the great master of analytical psychology, Carl Jung. In it, he notes that the / Ching presented a method of exploring the unconscious and
memory that was peculiar to the East, and contained meaning immeasurably deeper than anything in the West.’

In ancient China, contemplating in their entirety the jumbled natural laws that constitute empirical reality was deemed important. In order to confront
the world honestly, it is vital not to separate its elements and think of them individually, but to treat them inclusively as a whole. At any one moment,
after turning into molecules and particles and scattering separately, all things are crystalized again and immediately become whole while taking in things
around them. The thing we must not lose sight of is the configuration of these moments in which these various chance events are organized moment by
moment. Every seemingly meaningless detail and part is encompassed by and resonates with these moments.

The approach to reality in ancient China was that every event was related to every other event occurring at the same time. Which is why each trigram
indicates the essential circumstances governing the moment that trigram emerged. In each moment, the past, present and future is revealed. The trigrams
are intermediary signs in which different circumstances are determined, and their interpretation can become axes of thought that go far beyond the causal
explanations of Western science. The phrase banbutsu shisei encompasses the higher order wisdom that is the engine of the / Ching. Everything arises
from the momentary coalescence of yin and yang, heaven and earth, the visible and the invisible. The philosophy of banbutsu shisei, according to which
the entire universe can be consigned to the throw of a die (kenkon itteki), offers a definite clue to overcoming the conflicts of the times. Such a viewpoint
that regards the revelations that emerge from various chance intersections as gifts from the world is a skill that will likely be required in Shiseido’s next

150 years.

1. Book of Changes, trans. James Legge (Lionshare Media, 2015).

2. Tamotsu Nagai and Shoichiro Takai eds., Fukuhara Arinobu den [The life of Arinobu Fukuhara] (Shiseido, 1966).

3. Book of Changes.

4. Ibid.

5. The I Ching or Book of Changes, the Richard Wilhelm [German] translation rendered into English by Cary F. Baynes, forward by C. G. Jung, Bollingen Series XIX (Princeton University Press,1950).
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Interview

The exhibition “BANBUTSU SHISEI | Born from all things: A special blend by Yuta Nakamura” celebrating 150 years of Shiseido was designed in

part to find clues in the past for fashioning the society of the future. The process of putting together the exhibition alongside artist Yuta Nakamura

also offered glimpses of seeds sown with potential to sprout in coming years. With the exhibition now ended, we join Nakamura to reflect on how it

all went.

Mika Inagaki Let’s begin by talking about the exhibition theme of
“banbutsu shisei.” Can you describe your feelings and thought

processes around this as you were designing the exhibition?

Yuta Nakamura In around August 2021, Keiko Toyoda (Shiseido
Gallery director) approached me with the idea of doing an exhibition
using this phrase, and initially I was thinking of it more from a
co-curating position. In the past five or six years I’ve grown
increasingly interested in the history of the Ginza district, and during
that time have also been invited to a number of Shiseido events, so at
first I think I was just expecting to give a hand with something.

Toyoda-san started by explaining the meaning of banbutsu shisei as it
appears on the Shiseido website, and introduced me to Tadao Iijima’s
A Study of the I Ching. In there 1 discovered banbutsu shisei
interpreted as “something invisible and elusive that comes from the
heavens, and is received by matter on earth that then generates living
things.” This passage gave me the inspiration I needed for the

exhibition.

Initially those words conjured up a process by which things are
generated, and so I decided to put together an exhibition that followed
the scientific process, ie that of observation, hypothesis, experiment,
and analysis. Then as I acquired a better chronological grasp of the
phrase banbutsu shisei and the products, my focus shifted more to the
method of “blending,” and my interpretation of the phrase morphed into

one of “Shiseido and XXX.”

With the show now finished, recently I’ve been re-reading A Stroll
Through the Worlds of Animals and Men by Jakob von Uexkiill. Von
Uexkiill uses the term Umwelt and writes not about how the world looks
to animals, but how animals look at the world. The behavior of a
particular organism may be incomprehensible to humans, for instance,
but to that organism, perfectly natural. It follows that an objective
process would seem most valid when it comes to perceiving these
“invisible worlds,” but actually one starts to feel that the things
happening in these invisible worlds consist rather of a succession of

more subjective behaviors.

Ttagaki Early on, you also turned your attention to Shiseido soap that

you didn’t end up actually displaying.

Nakamura I had a plan that involved installing a sink in the final
exhibition space, and placing a Shiseido soap in netting there, for
visitors to wash their hands with. In terms of finding clues for the
future, a stated mission of this exhibition, well there was no way I could
describe the future of Shiseido: even without the wild card of
coronavirus it is hard to envisage the future, or make any kind
prediction. But even if I couldn’t paint some big picture of the future, I
figured I could just about come up with an idea of how I personally
would like life to be. Ultimately I settled on a place with a table and
chairs for conversing with guests, so I suppose the soap idea was similar

in the sense of being an everyday scene.

Itagaki You chose Wajiro Kon as your guide to unpacking the history
of Shiseido, but when it came to pondering the future, of the artists with
a Shiseido connection you chose Genpei Akasegawa. What led you to

Akasegawa?

Nakamura I don’t think Wajiro Kon and Akasegawa were ever
acquainted, but in my mind they were firmly joined in a vertical sense.
The heirs to Wajiro Kon were of course those who took over his pursuit
of “seikatsugaku” (lifestyle studies), study of folklore and the like.
However, when Akasegawa et al were launching their “rojo kansatsu”
street observation activities, Terunobu Fujimori, part of that group,
wrote that they were the true heirs of modernology. The idea that they
were not Kon’s successors in an academic sense, but had inherited his
gaze, emboldened me. It’s also partly why I had Akasegawa appear in

the show.

Digressing a little, after the first day setting up the exhibition I dreamed
that I was at a second-hand bookshop in Jimbocho with Akasegawa-san,
searching for Wajiro Kon’s book. I realized then that making the

connection with Kon would work.

Itagaki Your biggest resource for this exhibition was Shiseido’s
history. Was there anything tricky about doing a history-based

exhibition? Hopefully you found it interesting in some way?

Nakamura Right from the start I realized it would be important to know
when to let things go. That is to say, covering 150 years would

obviously be pushing it. When I realized how hard it would be to do
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justice to that entire history, I decided to divide it in my mind into a few
main points. For instance, Shiseido may have been around for a century
and a half, but the exhibition concentrated mainly on the 70 or so years
from the firm’s founding to the early 1940s. This was my first corporate
exhibition, but when you do something using a museum collection, the
presence of specific artists starts to become apparent, and there’s a
sense of interlocution with those artists as you put together the exhibits.
In the case of Shiseido also, well obviously there are the people who
designed the products, but if you think of the company as the main body,
then the object of that dialogue becomes the products themselves.
Dealing with products to put together exhibits in that way was one
interesting aspect for me. Conversing with a business, that is, an entire
integrated body that I don’t fully comprehend, was a scary thing to
undertake alone, and it feels like I brought Wajiro Kon along for

support.

Another thing was, that if I were to consider myself part of Shiseido to
choose things, it would bring a kind of pre-established harmony to
proceedings, so it was also really interesting to be free to seek my own
standpoint, keeping in mind the need to keep a certain distance. It was
great to have you and Toyoda-san, for instance, maintaining a healthy
degree of separation when supplying information. That “just have a play

with what’s in this box” approach worked well, I believe.

Ttagaki One thing I found interesting working with you, was getting a
personal sense of how the journey of the company has been shaped by
broader social history. The period dealt with in the exhibition, ie from
the Meiji era through to the early Showa years, was one in which Japan
took on board a lot of changes. To me it seemed a connection had been
made between people and events you had previously studied, or had an
interest in, and Shiseido history, and cross-fertilizing these also shed
light on some peripheral events, leading in turn to new ways of

presenting the past.

Nakamura Indeed. I was doing “Out of Mingei” stuff, so opted to
approach Shiseido’s history from the margins. But there wasn’t much
time, and it also felt like the only way to do it. I suspect the exhibition
ended up how it did precisely because Shiseido permitted an outside

gaze when it came to considering how the company looked.

Ttagaki Is there anything special that doing the exhibition drew to your

attention?
Nakamura It wasn’t so much a case of noticing things as I did the
exhibits, as making lots of discoveries as I conversed with different

people during the show.

Sekaikan Ozaki looked at the exhibits made up of various materials and

commented that if you saw everything in the world as “material,” you
might even be able to live with bands you couldn’t normally stand; that

felt as if he’d made me aware of my own way of looking at things.

My conversation with Robert Campbell made me want to find out more
about Ginza, and also led me to believe the story would have unfolded

in a more organic fashion if I’d woven in a novel or similar about Ginza.

With Saho Terao, whom I talked to after she performed the old song
Share-otoko (“Dandy”) on Shiseido’s Hanatsubaki web magazine site,
we discussed “invisible worlds.” Though our methods of producing
output differ, I think we did succeed in sharing the same standpoint of

bringing the historical into the next era.

Yoshiyuki Morioka reinterprets Ginza from a present-day perspective,
and walks the streets finding various things, and I sensed in him a gaze
and concerns close to my own. My greatest memory from our encounter
is of being treated to strawberry shortcake from the Shiseido Parlour at

the gallery.

Itagaki I thought having you converse with people from different fields
would help to open up the exhibition in multiple directions, so it’s great
to hear you made so many discoveries.

Can you tell us next anything you noticed while collaborating with the
Shiseido Corporate Museum in Kakegawa, or any opinions on our trip

there together for research purposes?

Nakamura  Director Toshiyuki Ohki’s stance on archival resources
made a big impression. It struck me that having people like that is what
has allowed Shiseido to preserve and actively make use of its archive

materials up to the present day.

Key to the exhibits was how much of a connection I could find between
Wajiro Kon and Shiseido. In Kon’s 1922 book Nihon no minka (Rural
Japanese houses) he documented the homes, apparel and customs of
people living on the island of Izu Oshima, and also mentioned that
camellias were grown commercially there. On the other hand, I could
not find any references confirming that Shiseido used camellia oil from
Izu Oshima. Ohki-san and his colleagues showed admirable persistence
by spending about a week looking for, and eventually finding, a reliable

source that confirmed the company did indeed do so.

Ttagaki It’s so important to have people who will take on that kind of
commitment now and in the future, isn’t it? I realize that you only saw
a fraction of the resources at the museum, but was there anything you’d

like to have seen more of, or that was of particular interest?

Nakamura Plenty of both, to be honest. With all the events planned

around the place for the 150th anniversary, there was a lot of material at
the museum waiting to be lent out. On this occasion I mainly borrowed
material from before the war, but I’d also love to do an exhibition on

postwar Shiseido products sometime.

Itagaki I was struck by the fact that in your conversation with
Terao-san, she too said there was a lot of history there worth digging up.
By focusing on different decades, coming up with different topics and
titles, you could find new entry points for new output, I imagine. Having
an exhibition that unfolded through the use of history seemed a

worthwhile thing to do.

Nakamura [ suppose it would also be interesting to employ some
different form of expression to what we’ve done with this exhibition:
based on a novel, for instance. This time the exhibits were heavy on
material goods, but I imagine by changing the medium you could have

the corporate archival material unfolding in multiple ways.

Itagaki The exhibition left room for viewers to imagine each era for
themselves. Any thoughts to share regarding the arrangement of having
people read the text on the wall alongside visuals such as materials on

display, your works and so on?

Nakamura I assembled the exhibition so that people could read it on
different levels as they walked around. For the flyers we used the
Shiseido font for the title, for example, and shared compositional
elements like the wooden latticework and camellias that were in the
galleries, to make that association with the physical exhibition site.
Only making the visual connection between show and flyer design after
leaving in my view adds an extra richness to the experience of the
exhibition. There was a lot of text, so to help people connect that to the
items on display, I used gold thread to make the storyline visible, for
example, and worked with Sato-san, who was doing the graphic design,

to tweak the size of the characters and the fonts.

Itagaki Also on display were a number of clay objects and wall-hung
works you made yourself. Can you tell us your reasons for incorporating
these in the exhibition, and anything interesting that occurred during

their making?

Nakamura In this exhibition I wanted to try seeing some “invisible
things” so decided to work them from clay. I wanted to see if I could
give solid form to things that remain in photos but not in actuality, or
are depicted in book illustrations. The idea was to render visually what
basically cannot be seen, yet in a form that defied proper visibility, so
in design terms that meant going for something looser, more as if I were
just messing about with the clay. An exhibition consisting entirely of

displays of archive material would have been a bit stiff and starchy, so

I was keen to infuse a little softness. The works on the wall were based
on Akasegawa’s visual diary, and I drew them in mud, again with

softness in mind.

Ttagaki These also provided room for visitors to exercise their
imaginations, and having things that were abstract, as opposed to the
tangibility of the products etc. added elements that “broke up” the
displays in interesting ways, and encouraged different interpretations.

Any other behind-the-scenes stories from the exhibition?

Nakamura  When I had my conversation with Terao-san, it was a
revelation to find I looked better in photos with foundation on. Though
doubtless this comes down to the abilities of the makeup artist, I sensed
the importance of achieving some kind of order or regularity. The
exhibition itself had the feel of a structured storyline, so it didn’t go all
over the place, and to me seemed close to the sensation of making a

book.

Itagaki It was a space that traced history in the manner of a book, and

encouraged one to read on into the future, as a progression of that.

Nakamura I’m also thrilled that by documenting the show in the form
of this catalog, we can convey the experience of it to those who couldn’t

make it to the gallery.

Ttagaki  Looking back at Shiseido over the years, there have been
various events along the way, within the greater current of the times,
and this exhibition gave a real feel for how the next era is being shaped
by involvement from a diverse range of people. It would be wonderful
if what you are thinking about now, having done this exhibition, served

as a gateway to your next project.

(Interview conducted online on October 20, 2022)
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Nakamura is engaged in academic research and production in the area of tiles and ceramics, from a viewpoint of craft associated with the folk and
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as part of his inquiries into marginal art-craft culture from the modern period onward.
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Associated initiatives

Robert Campbell and Yuta Nakamura: In Conversation

“Banbutsu shisei” as signpost

A conversation with scholar of Japanese literature Robert Campbell was recorded and posted on the internet in three segments. Weaving in discussion around the exhibits,
the dialog with Yuta Nakamura began with “Ginza and Shiseido” covering the beginnings of the Ginza district and Shiseido’s activities there, then was followed by a
discussion on “Ginza culture and Shiseido” focusing on Shiseido’s cultural activities and exploring the crossover between these and the company’s wider commitment to a
richer life for all, and finally, “Banbutsu Shisei and Shiseido,” in which the pair touched on hints the exhibition’s banbutsu shisei theme offers for building the society of the

future.

Media: The Shiseido Gallery website
Featuring: Robert Campbell (scholar of Japanese literature),

Posted: Session 1 “Ginza and Shiseido” (20 min. 15 sec.), April 28, 2022
Session 2 “Ginza Culture and Shiseido” (20 min. 22 sec.), May 12, 2022
Session 3 “Banbutsu Shisei and Shiseido” (16 min. 47 sec.), May 26, 2022 Yuta Nakamura (artist)

Videography: Kei Uchida

Saho Terao and Yuta Nakamura: In Conversation

“A lot of history worth digging up "—the Shiseido corporate archives

A recording of a conversation with musician Saho Terao, whose “Ginza Space Time Walk” series ran on the web version of Shiseido magazine Hanatsubaki during 201617,
was posted in three segments on the Shiseido Gallery website. Starting with this comment from Terao reflecting her in-depth knowledge of Ginza’s past, discussion ranged
across topics from beauty as part of everyday life—also the theme of the exhibition—to invisible worlds and things, integrating Terao’s thoughts on “city and country” and

her perspective as a performer.

Media: The Shiseido Gallery website
May17, 2022 Featuring: Saho Terao (musician), Yuta Nakamura (artist)
Videography: Kei Uchida

Posted: Part 1 (28 min. 53 sec.), Part 2 (20 min. 28 sec.), Part 3 (25 min. 46 sec.),

“Monkey see, monkey hear, monkey say vol. 8” Sekaikan Ozaki and Yuta Nakamura
The presence of Nakamura’s works among the various archival materials

had the effect of creating openings for air to flow in

A conversation with Sekaikan Ozaki of band CreepHyp was recorded as a two-part series in Shiseido culture magazine Hanatsubaki and posted on the web. The first part
touched on the banbutsu shisei philosophy under which figures such as Wajiro Kon and Genpei Akasegawa were “blended” with historical material from Shiseido, while
simultaneously unpacking the history of the company. In part two, the discussion expanded to encompass Nakamura’s approach to making his works, how he engaged with

history, and how “materials” were incorporated in the exhibits.

Posted: Part 1, May 11, 2022 Media: Hanatsubaki online edition

Part 2, May 24, 2022 Featuring: Sekaikan Ozaki (musician), Yuta Nakamura (artist)
Interviewed by Keiko Kamijo (writer/editor)
Photography: Takehiko Yamazoe

Hair and makeup: Satoshi Tanimoto

Yoshiyuki Morioka and Yuta Nakamura: Instagram Live
The scent of perfume, the feel of shortcake on the tongue, the bitterness of coffee...

Shinzo Fukuhara was striving to make a connection to all five senses

A conversation between Morioka and Nakamura was live-streamed on Instagram from the Shiseido Gallery exhibition site to mark the publication of Around Ginza in 800
Days, a collection of Morioka’s “An Exploration of Modern Ginza” essays originally published in the online version of Hanatsubaki magazine. Topics that emerged included

the Ginza adventures of Wajiro Kon, which also appear in Morioka’s series and formed a vital element of the exhibition, and the strawberry shortcake at the Shiseido Parlour.

Held: April 22, 2022 Media: Instagram live (HANATSUBAKI account / @hanatsubakimag)
Featuring: Yoshiyuki Morioka (owner/president Morioka Shoten),
Yuta Nakamura (artist)
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