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ETERNITY IN AN HOUR

CATHYE YANG

ACADEMIC RESEARCH MANAGER,
SHANGHAI MUSEUM OF GLASS

Since ancient times, burial is a very common human
behavior. There are many reasons for burying objects,
including active burial for escaping disaster, war and
burying the dead, and passive burial due to geological
changes and the passage of time. When people today
find buried objects in the past, we excavate, collect, and
even study them. We want to understand the situation,
state, and significant socio-economic and cultural
environment of the buried objects to understand the
past society and human life. Therefore, archaeology
came into being, as a great discipline. Archaeology has
been facing different challenges and arguments from
scholars in terms of its theories and practices since

its birth. However, looking back on the archaeological
history, this discipline has not had much in-depth

ties with contemporary artists yet. Fortunately, “My
Archaeology-Individual Exhibition of Kazushi Nakada”
presents the viewers with “archaeology” and art in the
eyes of the artist, looking at and understanding the
world in a different perspective.

In the historical periods, our ancestors actively buried
the objects mainly for protection and cherishing.
According to Mr. Nakada's experience in 2016, the burial

was for “giving up” something. Mr. Nakada’'s mother
experienced the grief of losing her husband. After a long
conversation with Mr. Nakada, they decided to make a
small ceramic box with the tools his father had left to
hold these “artifacts” and “memories” that accompanied
his father for the most of his life. Later, in the presence
of his mother, he buried the ceramic box of “artifacts”
full of emotions in his backyard. The memories did not
vanish, but lay still in his mother’'s backyard, just as his
father has never left. However, Mr. Nakada had mixed
feelings when seeing his mother's expression at that
moment, and it seems that she is sad, relieved and
freed.

In A General Introduction to Psychoanalysis, Freud
stated that “... the disease could be effectively
eliminated only by turning it (post-traumatic
subconscious memories) into something that can be
clearly sensed...something that they (trauma victims)
have forgotten must be called back. "Seemingly sad but
filled with healing energy, the act finished together with
his mother deeply touched Mr. Nakada, and therefore
he started a new art project—“My Archaeology”.
Different from the preference for grand narrative and



civilization change traditionally in archaeology, in the
art project of Mr. Nakada, he pays attention to the small
but insignificant individual life and lets the individual
tell his own story. The project participants have varying
social backgrounds, but they have common ground
that they have “lost” something with their wounds and
feelings. What they have lost may be a puppy that
accompanies them, memorable memory, the precious
family tradition, even an important cultural tradition and
a real life. Mr. Nakada invited participants of different
ages and varying cultural backgrounds to integrate
their own stories into the glass, and actively bury glass
objects representing their emotions and stories with
the participants, and retain the precious image data. Mr.
Nakada and the participants intended to preserve and
hand down these transient emotions through a series
of ritual acts, so as to arouse sympathy, reflection or
discussion among viewers in the future.

In “My Archaeology”, glass is an important material
that cannot be ignored. It is beautiful, bright and

full of magic, and fascinating for many artists and
designers. Mr. Nakada once said, “Glass art/education
has undergone dramatic development in the past 30
years. Today we can create freely with glass, from large
installations to very fashionable costumes. | used to
immerse myself in such new technologies and materials,
but when | further thought about my art, | suddenly
found that these (new technologies and materials) had
nothing to do with me.” This project does not focus on
the difficulty in material technology utilization and the

significance of visual expression of the glass. What Mr.
Nakada wants to borrow is the “permanence” of the
glass itself and the “sense of history” of the unearthed
glass remains in various places, expecting that these
artificial remains could be discovered by people

by chance. When these glass artifacts are actively
buried, whether and how they can be discovered in
the future are questions with no answers today. What
is more interesting is whether the future discoverers
can understand our thoughts, whether there will be
misinterpretation and misunderstanding, After a series
of actions have been completed, it seems that the
project has been finished. However, in fact it may be a
comma, an ellipsis, or even a big question mark.

In the project of “My Archaeology”, the emotions of
participants at one moment are frozen and recorded,
and moreover it is also a project which requires
perseverance of artists and can prove the significance
of self-existence in the future. When | visited Mr.
Nakada's studio in Finland in February this year, he
once joked, “Whether | am alive or dead, whether art
exists or not, whether the museum opens or closes...
My art works will survive with the planet. | can feel
simple happiness and satisfaction in the eternity, just
like the trees in the mountains, the gravels in the desert,
the rivers flowing to the sea, and ‘Nakada’s art buried
under the ground.” All artifacts, including artwork, will
eventually be decomposed, melted and returned to
nature, while the artists themselves and their creative
activities will eventually disappear at a certain point of

time and return to “zero”. However, what if the works
created by artists can survive forever?

For the Shanghai Museum of Glass, we always
appreciate the creativity of artists and encourage them
to look at the world and life in different perspectives. At
this moment, the glass is no longer hard but mixed with
hot and flowing emotions. Through different shapes
and colors, we can remember the joy, excitement and
even confusion of humankind. As the Shanghai Museum
of Glass marks its 7th anniversary, unlike the cold and
unchanging traditional cultural institutions, we have
taken a cross-border and fusion attitude to create more
possibilities for the development of glass art. From
supporting the creative individual exhibitions of glass
artists at home and abroad to the “cooling down” of
contemporary cross-border art projects in full swing
every year, the Shanghai Museum of Glass and its artists
are trying their best to change the stereotype image

of glass art of the industry and audience, explore the
future of glass art, and expand the boundaries and
possibilities of this magical material. Just like the artist's
thoughts on infinity, time and life presented in “My
Archaeology-Individual Exhibition of Kazushi Nakada”,
viewers may be able to think about what eternity is and
where it will go in the future.

Finally, on behalf of the Shanghai Museum of Glass, |
would like to thank Mr. Kazushi Nakada for bringing
such a warm and thought-provoking art project in the
cold winter. | would also like to thank the Exhibition and

Communication Department, Operation Development
Department, Property Department and other
colleagues of the Shanghai Museum of Glass, as

well as Coordination Asia, our exhibition and graphic
design supplier, for their hard work for smooth opening
and operation of the exhibition, and thank you all for
your excellent design work.

All dharmas,

is born,

is destroyed,

come into existence,

and come into voidness.

So also is from ksana to ksana.

Everything will eventually vanish,
only sincerity remains forever.
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ART PROJECT "MY ARCHAEOLOGY"

KAZUSHI NAKADA
RCA / MA

Chinese Terracotta Warriors and Italian Pompeii murals

as can be seen, archaeological research revives the past
civilization and life habits in modern times. Meanwhile, it
discloses the process of development of human society.

In Tibetan Buddhism, there is a scripture called "Burial
dictionary". Monks keep the scripture in a hidden place
for centuries as a part of practice. There is a legend
that it will always be found when the world needs its
knowledge. This scripture, Bardo Thodol, was written
by the Indian monk Padmasabhava in the 8th century,
and then the American anthropologist Walter Evans-
Wentz (1878 - 1965) discovered it and translated it as
the Tibetan Book of the Dead. This written preaching is
about leading the dead souls to the road of liberation
so as not to stay in samsara anymore in the world of
delusion. According to a story, it was discovered by
accident in India during the First World War, in which
an enormous number of casualties was caused and the
competition of developing slaughter weapons became a
serious problem.

This process of "hide to discover” inspires my art project
"My Archaeology” initially. In early 2014, it already had

a draft and the first work was completed in 2016. This

is an experimental art project in which | produce art
objects in collaboration with participants. It has been
extended in 16 different countries and 19 different
locations already.

In the working process, through dialogues with each
participant, | decide to use "episode"” as a main concept.

12

Meanwhile, a body of art objects is made. After
documenting the art objects and taking portrait photo
of each participant, | buried one of those objects in the
ground. The name of project, the year and the message
"What is art like in your time?" from me are engraved

on the surface of the object. Only the participants and |
know the reserve location. Later the participants will talk
to their acquaintances and families about this project.

What will the people in future guess if these objects are
excavated 1000 years later? And if they understand that
this is an art work (art project) intentionally deploying
archaeology to send personal thoughts and messages
to future, how would art historians and curators evaluate
this project and my creative activities in their period.
And what will they talk about the written poems on the
objects?

Preparation for Future Archaeology

The project consists of three kinds of data, the buried
art objects, the existing art objects & photography
and the "episodic memory"” of participants. And they
simultaneously advance their respective time axes
toward the future.

Data 1: Unclassified Object

From each episode, one of art objects is buried. They
will be there for hundreds of years or they might be
discovered by chance. Those might really become
archaeological items in future will exist in nature and

spend their own time at all regardless of present.

Although they are a part of the art project, they cannot
be seen at the stage of being buried and cannot be
located anymore. So, they are "unclassified object” at
this moment. Are they art work now? The only way to
find a conclusion is discussion. Talking and thinking
about art is already art in this project. In The Ontology
of Beauty, the Japanese painter Ryusei Kishida (1891-
1929) argues that "Beauty or art may not necessarily
invite people to moral integrity, but it never invites
others to immorality”. The buried objects are invisible
icons to let people to join discussions.

However, category and value of the buried objects will
be defined by the concept and perception of art of the
period when they are excavated. In view of the engraved
text “What is art in your time?” would these objects be
art or archaeology at then?

Data 2: Episodic Memory

Participants will remember so many things about the
project. It is a memory.

In human brain, there is a specific way to

remember things which called "episodic memory".

"It represents our memory of experiences and specific
events in time in a serial form, that we can reconstruct
the actual events that took place at any given point in
our lives. It is the memory of autobiographical events
(times, places, associated emotions and knowledge)

that can be explicitly stated. Individuals tend to see
themselves as actors in these events, and the emotional
charge and the entire context surrounding an event is
usually part of the memory, not just the bare facts of the
event itself. "

Participant remembers dialogues and thoughts that we
exchanged in corroboration. It is a process of making
their memory which is named "My Archaeology”. In
other words, his/her memories are part of art objects of
the project on their own.

The episodic memory can influence on their mind
strongly so that they might start to like the same thing
such as those art objects or the place we met. More
ever, they may be even urged to reproduce and imitate
what they experienced in the project.

In 50 years, all the participants will not be existed.
Ultimately their memories will become a short story of
their family and close friends. And it may be handed
over generations to generations.

Data 3: Physical Evidence

Existing art objects as well as pictures are exhibited

to audience and introduce the project. They are the
only tangible and visible evidence which proofs that
the art project "My Archaeology” exists. The objects
can describe how the buried object might look like. It
describes shape, techniques...and material. It may even
tell my skill...



In addition, there are images of participants, including
photography and video, the buried art objects and
holes on the ground. But they are anonymous and
locations of the object are not mentioned clearly. | had
met those people only once and stayed at the location
for only a few hours. It is becoming more and more
difficult to explain about details of the project when the
time goes by.

If we want to trust that the project existed as it is
explained, the only way is to have a look at those data
and just believe in them.

These three data will simultaneously advance their
respective time axes toward future. And nobody knows
what is going to happen to them. The only imaginable
outcome would be that they are discovered and
become archaeological items.

In the field of art, there should be something that | want
to express or present. But this project seems to be
totally different. It is like a book that | have just started
writing and do not know how the story goes. The more
| try to write and clarify, the more fake/fictional it gets.
There are several episodes from around the world in this
project and people can think about anything through
them. It could be our life, society, culture or the future...
It could be anything.

My art statement or concept can be merely
supplemental when the project is discovered in future.

If we regard this project as a book, then the preface
and chapter 1 are the art objects per se, the episodic
memories in participants’ mind and the process

of burying the objects. And | hope everyone who
encounters this project will spell the following chapters
in their hearts.
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Project Memo

Long time ago, | had a commission work from a
church for making a glass sculpture. | made it and

got a payment. Later | was invited to a sort of church
ceremony and Sunday worship, but my schedule was
not suitable and | did not go there. Later, a picture of
worship and a kind message came by email. When |
saw the picture, | could not stop trembling my feet.
People were praying toward the sculpture | made. They
were closing eyes and praying seriously. Of course,
rather than my sculpture, they were praying for the
religious symbol. However, | felt like | had a glimpse of
vivid human heart and emotion. | shouted "Because

| just made it, do not pray so seriously!” in my mind.
Fear, shame, guilt, helplessness and desperate feeling
came up. | could not believe that my creation would
be the subject to someone’s praying and | atrophied.
Since then, people, sprit, religion and culture of those
countries became an interesting subject to me time to
time.

About 2013, there was something that made me to re-
consider about life and its end. It was not pessimistic or
sentimental, but vaguely to think about my life and the
end of everything that | was doing. At that time, | had
an opportunity to learn about Japanese Buddhism from
my local region as well as Tibetan Esoteric Buddhism.
Simply, | was influenced by the interpretation of

"time" and "end". And it reminded me of what my
grandmother told me once when | was very small,
"Kazushi, when we are born, we are given a certain
amount of time from the God. Some get long and some
get not so long.....and when time is over, we have to go.
People pass away naturally.....they do not die because
of car accident or illness. They finished their time that
why they go. We are sad because we cannot talk to
them. But it does not mean that they disappeared. They
are always around.” | replied, "How long time do you

think | have? And where do | go next?"

The current event happens in the time of the present
age, and it will be completed within the same time.
Most of things and events are impossible to extend
their existence. Obviously, | am not able extend my
life for another 45 years.....However, by using episodic
memory, metrology of reserving and glass material,
the project can be progressing on the time axis of 100
years and 1000 years. And | feel that the project will
exist in the “next” that | was wondering when | was
small.

In this project, | always have new discoveries and
experiences which cannot be expressed in words.

Often | realize that | am intending to find out the very
important yet very personal feelings and stories of my
participants. Initially they are confused and ask me
what kind of story | want to hear. | explain the main
point of the project and ask "Did you understand the
project idea?" So..Yes, it is an art project. No, no! | am
not talking about art in museums. | am making art from
you.” It is the beginning of creating an episodic memory
in their minds. Simultaneously, | start to think what kind
of object | want to make and what they want to have.

Their episode varies. It can be a very old family story or
memories that they prefer not to share openly. Some
participants were in tears when their art object was
buried. One said, "l can live only 30 years perhaps.

But the object which carries my thoughts and feeling
may exist next 1000 years....my life is so short". There
was a person who took the project as a kind of turning
point of her life. She wanted to put "her past” into the
art object and bury it in order to start her new life.

At the photo session, we were very busy but there

was a moment of silence. | turned around to her and
noticed that she was staring at the art object which was

placed at the bottom of the hole. It reminded me of
the incidence "the glass sculpture for the church” and
| missed the eyes from her immediately. | felt of seeing
something that | was not supposed to see.

When | am digging a hole, unexplainable feelings and
sensations come from my mind. And almost always,
after looking at the bottom of the hole, | am urged

to look behind, such as distanced landscape, as if |
confirm something. The humankind has continued
digging a hole for tens of thousands of years. It might
have been for food preservation, a religion ceremony,
evidence destruction or concealment of stolen goods.
Possibly the "negative feelings”, which has been rooted
in human for long time, is in my gene and it may be
stimulated by digging a hole.

You can make anything in art these days. There are
huge sculptures, installations with high-tech digitalized
system and environmental arts across the whole
building. Creativeness seems to be endless. | have also
made such work and may make it again in the future.

In my work, | consider the process of making art as the
"process of making O to 1”. | make art from nothing.

Art work is an integration of human sensation and
intelligence. | feel that it is an ultimate manmade object
which is given an eternal time. But once something

is created and become 1, a process of going back to

O starts immediately, due to the definition of "time".

It means that objects are doomed to be destroyed,
decayed and returned to the soil (nature). At some
point, | will disappear physically at least...

However, even if | become O, the art project "My
Archaeology” will exist in nature as well as in memories
of people and keep progressing into future.
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REACHING NEW HEIGHTS OF
ART PROJECT-MR. KAZUSHI
NAKADA’S WORK

RURIKO TSUCHIDA
CURATOR IN CHIEF, SUNTORY MUSEUM OF ART

Preface

Mr. Nakada's new project-“My Archaeology” was
launched in 2014, 7 years after his previous project-
“Wall X”. | learned about the project last summetr, in the
third year after its launch. At the very beginning of the
project, Mr. Nakada talks with the project participants
from all over the world, who have never met him.
Through dialogue, the participants can extract their
most impressive things or events, take the glass as

the subject and give it a particular shape. Then the
participants can dig a hole in the ground and bury the
artwork with the artist. As for where the artwork is
buried, it is a secret only between them. This feeling,

to which Mr. Nakada gives a specific form, is a proof
for happiness and may sometimes become a symbol
of sadness, or even an outcry against injustice in the
world. The more | know about the project, the more
deeply | feel that the project is beyond ordinary art and
has become a “ceremony” with spiritual connotation.
Buried emotions are treasures for future generations,
with profound significance in loosening all attachments
to the past and moving on. It seems that Mr. Nakada
plays the role of a facilitator through the “ceremony
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of accommodating emotions”. Although the works he
created are art objects, they will not be displayed at

the exhibition, but buried deeply underground. It is not
installation art, as its records are kept in the form of text
and photos. | come up with the question, “Is it a new art
form?”

Before that, | have noticed from time to time that Mr.
Nakada's personality is beyond the traditional forms

of dogma. Although he is mainly engaged in creative
activities of glass, he is not a so called glass sculptor. He
is committed to space modeling, but it is not necessary
for him to aim at installation art. Although | understand
Mr. Nakada's work within the framework of art project,

| always lack confidence deeply inside my heart. What
is the “core” of Mr. Nakada's work? At the end of the
project, | finally have the opportunity to communicate
with Mr. Nakada and get a glimpse of his creative ideas.
| have a feeling that | will be able to find the key to
decode his work.

1. Feelings for “Glass”

Mr. Nakada was born in a family committed to ceramic

art since his grandfather. His father was a ceramic artist
of painted china, who built a kiln near Shirayama Hime
Jinja in Ishikawa County at the foot of Hakusan, one of
the Three Spiritual Mountains in Japan. Mr. Nakada's
hometown is near the entrance of Hakusan, where the
magnificent mountain stands quietly ahead. According
to Mr. Nakada, when he was a child, he buried a wish
deeply in his heart that “he must travel to experience,
as he cannot learn and grow at home”. Naturally, he
started to open up his mind to the outside world, and
developed a personality with strong curiosity.

“| look into the future through the finished glasswork”,
answered Mr. Nakada when asked why he chose glass
as his material. In fact, his works are not completely
confined to the category of glasswork. | asked him this
question only because he had studied at Tokyo Glass
Art Institute. Indeed, when he graduated from the
Design College, it was a time when the glass art swept
around Japan for its novel and unique charm. After the
mid-19th century, glass was regarded as a symbol of
modernization in western countries. Although industrial
products flourished, glass also became a media for
individual artists to express themselves in their studios,

just like painters splash ink on canvas, through the
studio art glass movement sprung up in the United
States since the mid-1960s. This trend gradually spread
to Japan. In 1971, glass artists established the Japan
Glass Art Association and launched their activities. It
was the predecessor of the Japan Glass Art Society
established by researchers in 1975. In addition, Tama
Art University set up its first professional glass program
in 1976, and Japan established its first professional
glass education institution, Tokyo Glass Art Institute,

in 1981. In addition, the International Glass Exhibition
was held in Kanazawa, Japan in 1984, and the World
Modern Glass Exhibition was held (with an exhibition
tour to Hokkaido Modern Art Museum and so forth) in
1987. Through these activities, the glamour of gorgeous
contemporary international glass art spread around
Japan. Moreover, it was a time when the leading
experts of glass art in Japan today finished their studies
abroad and returned home. As the third generation

of a ceramic art family with the best traditional
craftsmanship, Mr. Nakada's ultimate goal in life has
long been destined. For him, glass is the material that
bears the dream of the future, crosses the boundless
sea and leads him to the wonderful outside world. He
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once said, “The broken glass is something one must
not see.” From his words, it is not difficult to see Mr.
Nakada's yearning and longing for glass art at that
time. Although glass is the same material as ceramic,
it is transparent and easy to be broken, which appeal
strongly to Mr. Nakada.

2. Gap between Reality and lllusion

In the early days of his glass art creation, Mr. Nakada's
works were made of laminated glass. Since 1987, he
studied various glass-related technologies at the Tokyo
Glass Art Institute. On weekends, he visited painting
galleries to collect information about art. In the second
year, he got the opportunity for art creation with flat
glass. However, he did not visit the studios with glass
furnaces, but created by gluing and cutting with a
whole piece of flat glass. The room where the adhesive
and abrasive belt polishing devices were stored was

his original work place. When listening to Mr. Nakada
about his story, a scene emerged in my mind that

Mr. Nakada talked quietly to himself and immersed
himself in continuous creation. When using optical
glass for creation, Mr. Nakada found that the multi-layer
membrane filter can effectively control the gloss of the
glasswork. Perhaps he took the opportunity to discover
the creative technique of coating glass. “Why does your
glasswork make people feel that it is beyond tradition?”
| asked the question in my mind. “This is probably
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because my work has both 2D and 3D impressions,”
he replied. In his glass creation, Mr. Nakada gradually
became interested in scenes surrounding his own
image reflected in the glass. In 1994, in order to make
the surrounding scenes more concrete, he began

to use the mirror film as a creative means. The work
itself is 3D, but due to the reflection of mirror, its 2D
images are presented like slides. The appreciator can
not only appreciate the work, but also see clearly the
environment in which he is exposed. The work seems
to reflect the scenario at that time, but it is not true in
itself. Mr. Nakada showed people the world where he
exists and the world where he does not exist. And all
these passed away in an instant and became the past,
coming again and again. Moreover, countless glasses
with mirror film will create an infinite illusion. The “Wall
X” series, on which Mr. Nakada continued to work until
2008, was a great attempt to present the boundary
between reality and illusion. After its release, it has
brought many people psychedelic experiences.

However, according to Nakada himself, he created

this series not to confuse appreciators, but to create
opportunities for look deeper into the art. When he
met with a dazzling illusion, he asked himself, “Is it art
and what art is?” and hoped that everyone could be
touched to think about this question. Moreover, he
expects that “if everyone can think deeply about the
society and the world today through their own feelings

for art...” It is his beautiful vision embedded in the
“Wall X” project. It is a great mystery that Mr. Nakada
presented to the world.

3. Proof for Living in the Present-“My Archaeology”

According to Mr. Nakada, the newly released “My
Archaeology” project extends the questions in the
previous project to the individual level and looks
deeper into their contents. If the “Wall X” series aims
at the questions raised by the non-specific majority

of viewers, this project starts with dialogue with

each participant and then conducts artistic creation
activities. It is the participant designated by Mr. Nakada
who decides what kind of object will be buried in the
ground. I'm afraid that it will not be easy to make such
a decision. The act of “burying” is easily associated
with “burial” whether you like it or not. When we are
young, we expect a promising future. When we bury
a time capsule in the ground, we will be unpredictably
delighted and thrilled. However, the word “burial” is
probably accompanied by a heavy heart for people
who have walked through a tortuous journey in their
life. In order to decide what to “bury”, we need to face
our past life, society and all relations in good faith.
Sometime we are happy and sometimes we are unable
to extricate ourselves from our grief. And then we can
finally decide what “fragments of self” shall be buried.
Mr. Nakada gave these “fragments of self” concrete

forms with colorless transparent glass and painted
them with gold for processing. The former tries to erase
the creator’s feelings with a neutral attitude, while the
latter symbolizes the importance of the work through
coloring. Participants will face “fragments of self” for
the first time when they bury them. Although most
people are surprised and enjoy the beauty of the work,
there should be a moment when they want to project
themselves into the work once they see it. The work will
not be released to anyone, but buried deeply in a hole
dug in the ground. Perhaps it will not be discovered

by others in the future. However, it is a true proof for
one’s life in the world at present. While our life moves
on, we will look down at ourselves with some fragments
buried. Through this project, Mr. Nakada raised the
question to the world, “what art means to you”, and the
bigger issue, “what life means to you”.
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ZERO TO ONE / ONE TO ZERO

MICHAEL ROGERS
ARTIST

| have known Kazushi Nakada for many years. We

have much in common although our backgrounds and
thinking are different. This is not surprising, Kazushi
came from Japan, | came from the United States, he
has spent much of his life based in Europe and | was

a decade in Japan. We both are constant travelers.
Ironic that our first meetings were not in Japan or the
United States, but rather in Riga, Latvia, then in Ukraine,
and sometime between those meetings, in Finland.

We share the aspect of being foreigners and therefore
always a bit on the outside. Perhaps from the outside
one can escape the conventions and restrictions of
their own culture. From the outside one objectively
understands their own culture more fully even as one
assimilates the language and culture of another country.
For artists, being on the outside is liberating. | mention
the condition of being a foreigner as certainly it has an
effect on Kazushi’s work. The nature of Kazushi’s work
is what | will explore in this article.

Kazushi was born in Kanazawa, Japan. His father was

a prominent ceramics artist and innovator, a stoic
person who built a successful business. Kazushi was
raised in an environment steeped in refined aesthetics
and tradition. His grandfather was also an influence.
Kazushi’s grandfather came from a small village near
Kanazawa where he learned ceramics but soon left
home. He found ceramics work in Tokyo and Yokohama

and ended up as a potter in the Kiyomizu area of
Kyoto. Kazushi remembers him as a strong charismatic
person who once exclaimed, “Look at the world! We
have to love people and work for our society!” This

is a statement Kazushi has taken to heart and there

is evidence of this in his current projects. Thousands
of years of Japanese tradition and family history is a
lot to draw upon for inspiration. For an artist who is
innovative, who wants to discover something new, such
history could also be a burden. The fact that Kazushi
did not follow directly in his father’s and grandfather’s
footsteps is unusual. That Kazushi chose to study glass
and not ceramics as well as study in England is also

a path less taken. After his education, Kazushi has
been living and teaching in Finland. His gradual move
away from Japan to Finland represents his step to the
outside condition of being a foreigner. With regards to
experience this is an essential aspect and objectification
of Kazushi’s inner thoughts and emotions. From here
Kazushi could develop his philosophy of thinking and
making more freely beyond restraints of his initial
culture. Ultimately, he has been continually in the
process of sculpting his life experience.

However, can one ever really escape one’s cultural
identity and family history? There are aspects of
Kazushi’s work that are based on Japanese aesthetics.
When | think back to the early stages of Kazushi’s
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art work, after he had found his voice with glass as

a material, a fundamental concept comes to light.

It all begins with Kazushi trying to objectify the
ephemeral and invisible. He has chosen glass but for an
important reason. His main goal was to orchestrate the
phenomena associated with glass, to capture fluidity
and materialize light, to work with reflection, to explore
illusion, and to revel in transparency and translucency.
In his own words he was taking zero and creating one.
An example is his work titled “Garden X” which relates
to an early realization Kazushi had upon making a
circle of rocks on a beach. He then figured out how to
create this idea as an installation in glass. Sculpturally
this was a form of Enso, the Japanese calligraphy of a
circle made by a brush with ink on paper, a sacred Zen
symbol. The fluidity of movement Kazushi employed in
dynamically making the glass objects that comprised
the circle echo the same fluid gestures of ink on paper.
There is a parallel of meditative practice with regards
to form and gesture. The title “Garden X” refers to

the aesthetics of traditional Japanese gardens. Worth
noting is that Kenrokuen, one of Japan’s three most
sublime gardens, is situated in Kazushi’'s home town

of Kanazawa. The astonishing accomplishment here is
Kazushi’s ability to contemporize traditional Japanese
aesthetic. While based in traditional Japanese aesthetic
this work was only possible from a distance away from
Japan where Kazushi could more fully explore glass as
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a sculptural media to create contemporary installations.
| see the circle or Enso as being a major metaphor

for Kazushi’s practice as a whole. Another aspect of
Kazushi Nakada is his ability as a progressive innovator.
An example is his work titled “Wall X”, which explored
the concept of infinity. Like “Garden X”, “Wall X” shares
content and is similar in concept but is very different in
appearance. Kazushi’s current projects share this aspect
of being ongoing, of having no end. While the distance
in practice and appearance between his early work and
current work might appear considerable, | contend that
conceptually they are much closer than they seem.

Considering Kazushi’s current projects, we move from
his statement of creating zero to one to that of creating
one to zero. His early work involved objectification of
his inner thought process, an act of making the invisible,
visible. With his current projects it is more an act of
creating rituals for realizing objects that represent
interfacing with others to reveal a person’s inner state
of being. The objects are a form of sculptural Haiku or
type of Japanese poem that signifies and embodies

an experience. Kazushi then buries the objects so

that the experience lives on only in the minds of the
participants. Kazushi has developed various ways

to expose these rituals to a broader public but the
emphasis lies on the immaterial. These rituals could

be compared with the effect Sen no Rikyu had on the

chanoyu tea ceremony in Japan and the tradition of
Wabi-cha. Kazushi is acutely aware of this influence

and here again he contemporizes traditional Japanese
aesthetic. It is important that Kazushi’s ritualistic
projects involving individuals are ongoing and happen
in various different countries and cultures. Rather

than point out differences between people and places
these rituals tend to bring out our essential humanity.
What is brought to the surface from a person’s inner
being through Kazushi’s conversational process is a
distillation of something profoundly human that we

all share. We all want our lives to have meaning, we all
experience love and loss. When | refer to the distillation
and essential humanity | do not mean latching onto one
primary quality that represents humanity’s true nature
but rather recognizing the complexity of our nature.
Kazushi’s projects recognize the complexity of our
nature yet presents it in a way that is understandable.
Perhaps what is ultimately at work here is identifying
complexities of human nature in order to find a
meaningful principle by which to live and a way to
creatively face challenges in life. Humanity is a word

for the qualities that make us human. The etymological
origin of the word humanity is from the Latin humanitas
meaning, human nature, civilization, and kindness.

If one goes back further the Latin word humanitas
corresponds to the Greek concepts of philanthrépia
(loving what makes us human) and paideia (education).

These definitions and origins of essential humanity are
echoed in Kazushi’s projects.

In Kazushi’s work lies an important unifying and
reassuring message in these divisive times. The
negation of the sculptural Haiku through burial allows
for a reincarnation of the experience so that it more
fully engages the imagination and lives again in
people’s memories. The power of memory is that it
actively engages our imagination. Through memory we
begin to recreate what we have seen in a way unique
to the individual. Memory allows for a type of time
travel combining the past, present, and future. Film
director and screenwriter Akira Kurosawa once said, “It
is the power of memory that gives rise to the power of
imagination.”

Kazushi Nakada explores his own complex core
humanity in relationship to others through his work.

He generously shares this experience with others.

In experiencing Kazushi’s projects, we can learn
something about what it means to be a human being.
From zero to one, one to zero, from making the invisible
visible in the past, to now making the visible invisible.

In this way Nakada comes full circle. Kazushi considers
these ritualist projects with others his most important
work. | agree.
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DARIA’S PLATE
RFRTNES

2016
57 = / Ukraine

30

“MBBEBN—ED,
tRIERNEREGHN—TERE.
SRMNAESZHERNBE, RTFEXTERNS
—R, EEARNEMET. BETEERRMNN
BEIE, BR—1I2ZR, ERKLIEN. 3]
BERICRY, SNENBARLFXETESS
BR. RMNBENRYKTLLERRERES. ”

“Eating is a part of life. It is a process that maintain
us to live. When we eat something delicious,
someone might be passing away because of
starvation on the other side of planet. But cooking
is an art as well as a daily work... It will continue...
Food, Food and Food...We always tall about food.
Food chain problem seems to be unsolvable... We
need more food than what we can supply...”
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SCHOOL BACKPACK
OF KOBE

HPNZEDRE

2016
B4 / Japan

“BR—BIINERK.

1995F 18158, &E25:46. BEABPRETS
wE. SRNNREFXDBEE—TKE, RIFRH
KA. BEERAIES —DBER, EMESET
ERNZF. SRITINVZ, WMNEREM
X. BRHAARARREBRLNE, MIRE—HLE
REFABREFEF, ZRtEBBLERHSEE
SUHAENER-

RIZEOCQERLR, HXBESIRE
BB, AERSHHNEILRI. 7

“lam a primary school director.

5:46 AM, 15th January in 1995... There was an
earthquake in Kobe, Japan... | was holding a
wardrode and protecting my family desperately.
Later | went to a shelter and saw school children.
Surprisingly, they were smiling... It was not real a
smile but a psychological reaction and self-de-
fense that their mind do not accept too horrified
experience.

| remember of cursing a god... | was encouraged
by children... but the one who really needs help
was children....”
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MY CASTLE
BROWE

2017
ZW el / Estonia

34

“BR—EME,
MERMESAEXRRNE B RERHIM.
KIRREEMNBESRE. XHEFEHTE
EREESRE. BIRHE’T AIRENF
WHRTDBEET, HAREENNE. FROM
ENZHEERATHENRIE. TRODEN, B
BEE—S/E. REBEAMAEEIRERE TR
RNEBERE, ERUWBERIZIIAE? ED
fR—#, FROPERLXEN. ”

“1'm a sandcastle. Something you would build on
a hot summer day.

The castle which made by water and cast will

be beautiful. The castle can be really beautiful
with several towers. But no design. There are
only sandy walls. Soft sandy walls. There are not
really castles. Pretty castles have walls that last.
Stay longer than you stay, sweet sandstone. How
can | keep you staying for more than one warm
summer day? Just like you are, pretty castles are
permanent.”
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HER FAMILY DIARY
MEREB IS

2017
tE / China

“BFRFIRER, FNERKEITKME.
FXEBUE, RNEIT—EHLE, HEANBRR. 8
B-AHNAE, —VMXERHIFTMIEE. BLIER
4, BONE—EE—E. BNRREEIXER:
WRINBVRBE—RIEFK, NESREHR? RiF—
VBEEMAR, BXENBRBHAAZTRENA. &
MXKIETARRES —REFEETL. JLEFR, RHR
BREIERIK, D3I EE. REKKT, FBSECHE
B FMM]—F, RBERED, RKEH.
RIEBRABHRKXE. IVRESRIEL, BES K
DEGEEMEITHRE, LERN—RBERD. MK
B. REE/BTALERERE. SREREN, 87
ABZBIAE, LPRSFTRBH. ~

“Due to the change of my father’s job, my families moved
to mainland.

After arriving here, we rented apartment and moved a lot.
Every time we moved into a new apartment, everything was
brand-new and unfamiliar. But no matter what happened,
we stayed together all the time.Sometimes | even ponder
over this: what would happen if we didn't come along? Ev-
erything would be different, but it is useless thinking like that.
We would never know where the other road would lead us. A
couple of years ago my parents retired earlier and went back
to Taiwan.l grew up and started our own life. Just like them, |
drift and take adventures outside home.

I am really grateful for my parents. They love each other and
spent most of their life on this family to make it whole and
better. | hope that everyone could be emerged in love. When
talking about families, everyone thinks of love and are full of
gratitude.
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ROCKET LAUNCHER "A"
WNETRSTEE "A"

2017
= / Finland

40

“BRETOEIME, SEMTFEN BB
ppEs LIESRKEE, BN IERBETERM
REFBAN.

RESSYRZME, MULIEBERIE L
. BRMERKT, I BEXT. Tk
TEARE, BRRINGRBBE. 2IREF?
AMNBIEESS, EARTESHA. AEEAT
IB? MREMABEMES? BB, RIUAEIR.
RYCAIM BB TRIVERBERR, RIEWH
AEBARET. 7

“I was a plaster master and used to make models
& molds in Arabia ceramics factory in Helsinki for
long time...

| was involved with many projects... You can buy
those products in Japan... But | am retied and the
factory will be closed down... You know, it sounds
strange but | agree with your story... Global
economy? People makes weapons and is killing -
more people...What is go on? Are you a making a
weapon in ceramics? OK... | can help you.

You can use left over slip casting from the factory.
Nobody is going to use here anyway.”
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CONVERSATION IN DESERT

WREBNNE

2017
EE5® S / Morocco

“—i&, BARBF/RN—EXRIEBFTERTILER!
BXEMRENNS, RNIUSEHEN, —N
WEEMNER. E2AF, RNIBITFILEHEIRI
. ERBOHINFLIXLE, AIEEECEETE—
TZRAVER . SNTUBRNZEEFBABL,
REBHNRIEGEETE/MERER. JaEeiel
BEMNEEXEERER, BNXRESHNEN
SMIAA. "TRENIUEEARFARIMROIAE . ”

“ Kazushi, do not you think it is a total coincidence to come
to Morocco together!

But it is a great opportunity to see something new and dis-
cuss about creative concept. In Mexico, we have a lot of old
creative culture.. Indigenous cultures in Mexico believed we
live in a multisensory place where objects dwell and move
comfortably across space and time integrating the physical
and spiritual aspects of life. The spiritual and creative power
of light was cherished, because it embodied their myths and
identity.” We can do your project in Mexico next time.”
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CONVERSATION IN DESERT
INREBHIXIE
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EQUALITY TO MY DAUGHTER

MBRLZILREF

2017
P#HFE / Luxembourg

SEE: BRMONRESEITIEZROAE.

BP%: 20, EWZRIATR, RBEZIMBV)LRERF
NEHEAEZEERNESHAE.

SHBm: BN, REXEHE.

BR%: REMUET/XEN—IBRTE, BH

SHm: BREDnER.
BFR%: =W.

oHB: PRENBIELLEMEREBAZT, B
DRERBHZARE.

BFR%: WM.
S&M: FORE—F, XTEERMNELNELRS
R3!
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Martine: So, we were just talking about women rights and
about justice.

Luize: Yes, and as said... | hope your daughter will, as a
women, experience much more justice than us now.

Martine: Yes, | hope so too.

Luize: Although as you said, you'd think, here everything is
perfect, but ...

Martine: It's far from being perfect.
Luize: Noo...

Martine: Even here in Luxembourg where it's much better
than in other countries, there's still a lot missing.

Luize: Yeah, right?

Martine: How often have we already talked about it, like

now!
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SECRET
W=

2017
®= / Poland

50

“BRENSFE, URERNES, BHASHRABR
TERET, RBEMEFER. BE—REEHIEKE, B
WEI TR, £ETFIRORXK. RERNRKXBSS5TTH
HEEBERNIEE). Y, MLINERNARBKL, £OFH
B=EZ18B, 2ZEMBEIBRNEFR. RELH, K
ARBABRERERIETENSE, BNEAREFTELS
NWE. SRERTEZS, RESEXER, RELEDHN
BNEEN. REFARERE, BR—FEFRRBELE
fle BXHEMRATELEENKES, FELIAER
SERTHRBEBULRBERTHRERE. XREEET
ROWB—F. ”

“ My father’s mother, (grandmother of mine). Most of her
family was murdered by bandits. She managed to escape.

It was a tragic incidence but she survived and my father
was born. My mother's parents, they were involved active
resistance movement in France during WW?2. At that time,
they did not each other... They came back to Poland and
met... And my mother was born. | remember that they

were occasions that nobody wanted to talk about the past
at home. Too many secrets in my grandparent’s life... As

a child, | dig holes and hide in them colorful flower petals,
fragments of glass, covering it with a piece of windowpane,
| was digging in order to reveal the fragment and look at the
natural stained glass window, the colors of the petals hidden
underground... like a secret.”
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MY LIFE, MY ISLAND
RWETE, BNS

2017
BRARN / I1taly

“BRRFESNHBBERHGMEFIIA -

B RUHEREIN-RKB, E—HFEED,
BEH T —HIFBRNBOKRE. BRBLTHR
B, T2BHTS, MERRRY. ER—RIKE
R FBHEEIMENRHNRRRFENTIR]. BIM
ROMFBERXFEBIC. N+EZET, BRIE#E
BIEBLTHR. AXES ERRIFILRIERE
RE. ENROEBHE. BNER, 2—10. &
By, ‘—'! B, RAIED. RFENVEHR.
BHEEEDALERXES. ~

“ My father was running business of making hand
tools for glass blowing.

When he took me to a glass factory, | saw very
shiny object in a dim space. It was molten glass...
It was really molten and shiny. It was a glass plate!
And glass masters were using my father’s tools. |
started helping him when | was young. It has been
already many decades and | still make the tools...|
am really happy to do it on this island. It is a pas-
sion, love, tradition... everything. | mean ‘EVERY-
THING!" Glass, Murano, my father..and family...

| hope more people like the island.”
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WILD DOG, CSOKA BOLHAS

HFRBRF-ERIGH

2017
RWFF / Hungary

“EREDHINRERIGHRITER, H2ERXMRS
R

I—ENBRRIW, BLERERKETME—RIME!
ORI EN, METHEN—F. E—RARRARL
3, BAR—1%, HTHBA. EMANOENMEREE
e, BFMERE—TARBEE. RESHREHDTRS
BXR, MOFRSMEDR. BF—RREX, BHRIGH
BREHE, BBKKT.
HESRUAREFPRA—FEFDNY. BII—RES
PAfE D .

“ Bolhas came to my family when | was small. My grandfa-
ther brought him from the farm.

He was always faithful to me. He was almost catching a fox
in my garden! He was quick and strong like a sander! Once
he disappeared suddenly. | was crying and looked for him
for long time. His lead and a ring were left on the ground.
Maybe he wanted to be alone... | still remember the day he
came back. He looked happy to come home. The time has
passed, he passed away and | grew up.

He taught me how to love animals as a family member. My
family and | are still proud of him very much.”
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PELMENI RHAPSODY
BERTITRH

2017
RIR4ET /Latvia
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“B—R, RESRBTWHRMREEDR, 2EBXRSE
mBEend. XEHEsERE, RRERERS. H8H%
XR—ERPHERAXE, BNT-—EERZ. —RAZ
BEIAREKANRTE, SHERPVRFIER. RIIR
E2A, RASSHIONRIMAT, RE—RARLE
KElETEK. RIEERE, FIEWA—RKREMUFE
BLEE. #RK, RIENERPABIZH. B10070F
FHBI0NARNHENDIZ, ME—BRR—FKZ
B, FESPLE/UEE—RFH/NEE. WS, HNA
BRENEY, ANESERE. BRERSTHEZHHFN
INVREMN R ”

“ My grandmother once came back from groceries shop
with package of pale, white patties in her shopping bag.
Those patties were filled with meet and were called -
Pelmeni. Grandmother said - this is a Russian traditional
dish, but we must definitely try it. We all gathered near our
biggest pot and were waiting for these wonder- Pelmeni to
be boiled. We didn’t have to wait long - just 5 to 7 minutes.
Then the whole family sat at the table to eat. It was very
tasty but at a time seemed kind of odd. In my home Pelmeni
were served with sour cream.If there are 100 type of wait-
ing.... There are 100 different stories and memories. Nothing
is the same. | still remember the moment that | was making
it with my grand mother.. Today, we have full of food and it
is wasted sometimes... | would to take care of my food as
much as my grandmother used to do.”
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VINEYARD
AEE

2017
BE / Germany

“THIRSKRINBENRREENRODRMA, KE
BMNOERXRNITFERR, REABRNFESEBEBY
B, HEBMESRBR. SIMNESER“ELHM” 0N
TERNREBN . &£5F. BA. T DEFEN
HIEEEE, RINMENECERBEPEERLIRE
NEENEEE. STERRBEABBBLNEERWL
HERAXFEEPHNESE, MBMNMERTARTHW
M. XEAEMBONE, FANBRBAEE T
B, BE2FO0RAELKESES, BINEBERER
HENRKBESHATFD. BNFEXRZERNFHE
BEAUZAR, RURRMNEEFNE. RIVREE
NBERREHEXRR. ”

“ The following may say something about what is really
important for our family. It is about where we live and work
and hope each year for a good harvest and healthy family.
The symbolic Importance of ‘Sankt Anna’ and ‘Double
Cross’ may described as well. Living, loving, working, wine
growing and wine making - the elements of our existence
are all concentrated in the Sankt Annagarten and the vine-
yards around. At the southern foot of the Beilsteiner Wart-
berg is the entrance to a living-and lived-in - sea of vine
yards. We are located at the top of the Bottwartal, which
boasts a unique environment that is imbued with a sense of
completeness for man and nature alike: Four generations
have lived here. Our vineyard is in the hands of the fourth
generation of Wiedenmanns. Honoring and respecting the
legacy that has been handed down to us is the foundation of
our existence. It is our deeply held conviction that we need
to maintain a symbiotic relationship with nature. ”
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HIS HAIKU
B D

2018
B4 / Japan
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“BEAETFEIILEITHE.
XERRR/ISEB/IZBN—RNETS, BUHFHRE
HERHE. BRESXRE—ASATFENTX. ANIES
KEAX, AMFHEZXNXBE=RESE. XTERE
B, BRUVFANELLZERIEFRNERE. RERE
2! “NEBE” (BERA) ? RUMN4Y” (BFXF
RN) BRATARS . AIRAMEMETERIMBX, HME
XFT B HREFEL, FESMORE, HAFBEUE
BRBRZME” (BERWRBNE) BAEDIER. RIED
ERXTHSG . FREBEAWSH, AIRTLIRFETZ
RBHNBE". RIULIBFHIHSERE L, MENE
BE—F. 7

“ 1 have worked in Senjyu area for several years.

This is a small area between Arakawa river and Sumida river
however there is everything necessary here. | say this is very
comfortable “Shita machi” neighbourhood. | work with glass,
well... | make glass laboratory products such as test tubes. It
is very simple work, but yet! You must pay a tension to keep it
high quality. Skill matters! “Matsuo Basho” (Japanese poet)?

| am not familiar with him as well as ‘Haiku’'(Japanese poem).
But | know that he lived Fukagawa area which is down the riv-
er. And he came Senjyu and started his trip & making ‘Haiku’,
named ‘Okuno Hosomichi’ (The Narrow Road to the Interior).
| like this neighbourhood very much. Tokyo is a big city... but

| can say that Senjyu is ‘my place’. | can make Haiku and write
to test tubes... like Matsuo Basho.”
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KAZUSHI NAKADA

1967, ISHIKAWA, JAPAN
WWW.KAZUSHINAKADA.COM

Education

1987~1991
Tokyo Glass Art Institute, postgraduate program,
Kawasaki, Japan

1992-~1994

Royal College of Art, Ceramics and Glass Dept. MA,
London, England
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Working Experience

1997~ 2018
University of Art and Design Helsinki / Aalto University,
School of Art and Design, Faculty

2010~201
Invited Professor, Moholy Nagy University of Art and
Design, Budapest, Hungary

2013 September

Invited artist & lecturer, Rochester Institute of
Technology, College of Image science and Technology,
NY, USA

2017 October
Invited Professor, Wroclaw Academy of Arts, Glass
dept, Wroclaw, Poland

Several short-term workshops and lecturing at Art &
design Universities in Europe, Asia and US

Selected Exhibition

1996

1997

1998

1999

2000

2001

2002

Group exhibition “TAKE OFF”, Gallery
Forsblom, Helsinki, Finland

Solo exhibition “ECHO OF
UNDERSTANDING AND
MISUNDERSTANDING”, London, England

The Young Glass Exhibition, Glasmuseet

Ebeltoft, Ebeltoft, Denmark

Exhibition “GLASS FROM FINLAN”,

Contemporary Art Centre, Utrecht, 2003
Netherlands

Group Exhibition, Gallery ETT, Stockholm,
Sweden

Group Exhibition, Gallery ETT, Stockholm, 2004
Sweden

Solo exhibition, “Fragments of reality”, The

Finnish Glass Museum, Riihimaki, Finland

Exhibition “Finnish Glass Lives 4”, The

Finnish Glass Museum, Riihimaki, Finland

Exhibition “Dialogue”, Glasmuseet Ebeltoft,

Ebeltoft, Denmark

Tour exhibition “Nordic glass 2000”, 2005
Copenhagen, Denmark and 5 other Nordic

countries

Tour exhibition “Finlandia - Vanguardia 2006
en Vidrio” Fundacion Centro Nacional del

Vidrio, San lldefonso Segovia, Spain

The international exhibition of glass

Kanazawa, selected artist, Kanazawa, Japan

Exhibition “Liiketila”, Arabia Ceramics
Factory Centre, Helsinki, Finland
Exhibition “Emerging Artists from Europe”

Glass art society, International conference
2002, Amsterdam, Netherlands

Tour exhibition “Finlandia -
VanguardiaenVidrio”, Museu do vidro,
Marinha Grande, Portugal, Franz Mayer
Museum, Mexico

Helsinki light festival “Wall X” installation,
Helsinki, Finland

Group exhibition “LANDSCAPE, GLASS
FROM FINLAND AND SPAIN”, Espaividre
Gallery, Barcelona, Spain

Exhibition “Finnish glass art and design”,
Ellenshus gallery, Berlin, Germany

International competition of glass Kanazawa,
selected artist, Kanazawa, Japan

Exhibition “Works in Bardibukk 2004”,
Kaposvar, Hungary

Solo exhibition “Infinity”, Finnish Glass
Museum, Riihimaki, Finland

Exhibition “Vetri nel mondo oggi”, Palazzo
Franchetti, Venice, Italy

Global art glass triennial, Borgholm, Sweden
Exhibition “Finnish glass lives” Riihimaki,
Finland

Exhibiton, “L’art du verre Finlandais”, Nancy,
France

Coburg Glass Prize, selected artist, Coburg,
Germany

Solo exhibition, Latvian Glass Centre, Riga,
Latvia

International glass symposium “RONA” &
Exhibition “Unknown forms”, Lednické
Rovne, Slovakia

69



2007

2008

2009

2010

20M

2012

2013

2014
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Exhibition Glass voice, Latvian Applied Art
Museum, Riga, Latvia

Exhibition “Kolme= San”, Jarvenpaa Talo,
Jarvenpas, Finland

Museum of Turkish and Islamic Art, Istanbul,
Turkey

International glass symposium, Lviv, Ukraine
Exhibition “Finnish glass”, National Museum,
Wroclaw, Poland

Exhibition “Finnish glass art & design”,
Industrial Museum, Dortmund, Germany
Glasmuseum Hentrich, Museum Kunstpalast,
DuUsseldorf Germany

Exhibition “Finnish glass art”, MUDAM,
Luxembourg

Demonstration and exhibition glass art
society conference, Corning Museum of
Glass, New York, USA

Exhibition “Finnish glass lives”, Riihimaki,
Finland

Exhibition “Glass voice” Latvian Academy of
Arts, Riga, Latvia

Exhibition “25 years anniversary”,
Glasmuseet Ebeltoft, Ebeltoft, Denmark

International Glass Symposium, Noby Bor,
Czech Republic

European glass exhibition, Wroclaw railway
station gallery, Wroclow, Poland

Exhibition “11th International Glass
Symposium IGS”, Museum of Decorative

Arts in Prague, Prague, Czech Republic

Exhibition “Abandoned house”, Gallery

Makslas Banka, Riga, Latvia
Exhibition “glass art”, Gallery Levant Art,
Shanghai, China

2015 Art Beijing 2015, art fair, Beijing, China

2016 International glass symposium, Lviv, Ukraine

2017 Ningbo international glass art conference,
Ningbo, China

2018 Group exhibition “Knowing, Seeing,
Painting”, Gallery Medium, Bratislava,
Slovakia

Awards

Honourable mention, Hakone Art Forest, Hakone, Japan
1991

The OSARCA-PRIZE, Royal College of Art, London,
England 1994

Suomen kulttuurirahasto, Project Helsinki, Finland 2003
Honourable academic degree, Ukrainian education
ministry

Permanent Collection

The Finnish Glass Museum, Riihimaki, Finland
Glasmuseet Glasmuseet Ebeltoft, Ebeltoft, Danmark
Susan and Martin Gould, Philadelphia, private
collections in US

Private collections in Asian, Europe and USA

Kaj Franck square, Arabianranta, public installation,
Helsinki, Finland

National Museum of Art Lviy, Lviv, Ukraine

Museum of Decorative Arts in Prague, Prague, Czech
Republic

Publication

Helsingin Sanomat, article “Nordic glass”, Finland, 2000
Neues Glas-New Glass: art & architecture, “New Trend in
Finnish Glass Design and Glass art”, Germany, fall 2003
Hé&meen Sanomat, “Solo exhibition”, Finland, fall 2004
Form: magazine for Nordic Architecture and Design,
article, Sweden, summer 2005

Glass review, interview and article, Czech Republic, fall
2005

Slovak 2 TV, glass symposium, interview, Slovakia,
summer 2006

Neues Glas-New Glass: art & architecture, interview &
article/written by Dan Kline, Germany, fall 2007

Finnair Cargo magazine, interview & article, Finland,
Sept 2009

MODERNLIVING, interview & article, Japan, fall 2010
Magyar Nemzet, interview, Hungary, September 2010
Glass Quarterly, Urban glass, interview & article, USA,
fall 2013

Rujienas Véstnesis, Luijena Latvia, summer 2014
Shanghai Daily, winter 2014
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