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Forgangligt

Fragar dig ndgon

vid vad du kan likna
Japans sjl,

54 visa pa de vilda
korsbdrsblommorna,
omgjutna av morgonens
solljus.

Raderna ar skrivna av Motoori Norinaga, japansk poet och samtida
med Carl von Linné. Japans berémda kérsbarsblom och vara blom-
mande slanbérsbuskar vid akerkanter och stengérdsgardar ar lika
fascinerande i sin 6verdadiga méngd som i varje enskild blomma. Och
lika forgangliga. Kanske vi ocks3, liksom japanerna nar kérsbarstraden
star i sin fulla blom, borde ta ledigt for att titta p& blommande hiagg
och slan?

Nar Ikebanas mastare och japanska samtidskonstnarer i sommar
visar sina blomsterinstallationer, féljer det en lang tradition av svenskt
intresse for den japanska konsten. Kring forra sekelskiftet var manga
konstnarer starkt influerade av japanskt maleri och trésnitt. Det syns
till exempel i Maja Fjaestads motivval och teknik och i Carl Larssons
linjer. Idag &r det japansk manga-teckning som inspirerar. Hur kommer
den japanska samtida véxtkonsten att paverka oss? En konstart kan
leda vidare till nasta, det kan ge nya méten mellan konst och vaxtlig-
het i vart gemensamma rum. Métet kan ocksa leda till mer tillfallig
offentlig konst, nagot som nu ses pa fler och fler platser i landet.

Under Linnéjubiléet ar 2007 blommade Uppsala alldeles sarskilt.
Den offentliga konsten befann sig pl6tsligt i ett nytt stadsrum. Bror
Hjorths Nackens polska invid stationen kunde jag betrakta fran bankar
som placerats runt skulpturen, med blomarrangemang bakom rygg-
stoden. En skyddad miljo dar jag verkligen fick tid att titta p& konsten
och héra vattnet. Mitt i rondellen utanfér stationshuset. Genom att
sammanfdra konst och véxtlighet blev trosklarna lite lagre for att
nd vagar in i konsten. Det meditativa och lugnande hos grénska och
blommor spillde 6ver pa konstverket.

Likheterna mellan den offentliga konsten och lkebana & Cont-
emporary PlantArt &r flera. Det handlar om relationer, om fysiska
upplevelser, om ett sétt att préva idéer, om att spegla sin tid. Och att
knyta an till platsens historia och da &r vi tillbaka hos Linné igen.

Och sjélva idén att utstallningens Ikebana & Contemporary Plant
Art skall héllas vid liv hela sommaren, genom att byta ut en blomma
har och en gren dar allteftersom de vissnar, ger méjlighet till funde-
ringar kring vad som egentligen ar besténdigt. Jag téanker pa Barbro
Lindgrens iakttagelse att “Nagon gang ska vi alla d, men inte allihopa
pé samma gang utan da och da sa att det knappast marks”.

Métet med konst ar har och nu. Alldeles sarskilt patagligt blir det
i denna utstallning med flyktig doft och féranderligt material. Hur jag
tar emot den beror pd hur jag sjalv kénner mig just idag. Kommer jag
hit i morgon igen blir det ett nytt mote. m

ANNA EHN
INTENDENT FOR OFFENTLIG KONST
UPPSALA KOMMUN

Mote mellan gammalt och nytt

Japan - landet med de uraldriga traditionerna som lange hallits
inom Orikets grénser. Konstarter vars mastare arver sin titel och dar
rétterna graver sig ner i den religiésa och filosofiska myllan, men
dar det ocksa finns férgreningar i “free style”.

Public Art och monumental konst &r stort i Japan. Ur Te-
rummets konstarter har blomsterkonsten — lkebana brutits ut. Fér
kanske forsta gangen méts i denna utstélining gammalt och nytt
genom att tva inriktningar inom /kebana-traditionen méter nuti-
da konstnarer och samtidskonstens uttryck. Kultur i lanet varnar
och stottar konstartsdvergripande uttryck. Har mots olika satt att
med konstérliga uttryck ndrma sig och anvénda sig av det naturen
producerar. Blommor, grenar, blad, tréd, bark ... Var férhoppning ar
att motet kan véxa och bli till ett méte mellan olika intressegrupper.
Den Japanintresserade méter Botaniskas, av vaxter intresserade
"normalbesdkare” och konstintresserade av alla de slag. Har finns en
mojlighet for moten dver granser och inkluderande alla aldrar.

Att utdva konst &r ett satt att forverkliga sig sjalv att uttrycka
sitt innersta. | Japan gar man langre — eller kanske djupare. Man ser
konstutdvande av olika slag som en andlig vag till sjalvkdannedom
och upplysning. Detta galler &ven betraktandet. Att uppleva konst &r
en kontemplativ akt, ofta i tystnad. Har har vi Vasterlanningar med
vara lurar i 6ronen och mobilskarmar framfér 6gonen nagot att lara.

Genom samverkan mellan Uppsala universitet, Uppsala Kom-
mun och Kultur i Lanet och inte minst tack vare de tva kuratorerna
Kajsa Haglund och Elisabet Yanagisawa Avén, ges vi tillfalle att
befinna oss mitt i ett existentiellt kraftfalt. Det outtalade spraket i
tystnaden ger oss utrymme att uppleva och vara narvarande till det
levande och det som langsamt gar mot sin undergang. Att kanske
forsta nagot av alltet. m

Makrokomos och Mikrokosmos. Liv och déd. Hér och nu.
Att stilla oss en stund och bara vara.
Att finna, att kanske dr All Tid Sam Tid.

ANNA SODERBACK
KULTURDIREKTOR
KULTUR | LANET

Flora Japonica

Orangeriet byggdes i slutet av 1700-talet pa initiativ av professor Carl
Peter Thunberg efter att han atervant fran sin botaniska expedition
till Japan 1775—1776. Japan var vid denna tid helt stangt for utlan-
ningar med undantag for hollandska kdpman. 1771 tog Thunberg
anstéllning som skeppslékare vid hollandska ostindiska kompaniet.
Han reste forst till Sydafrika, dar han stannade tre ar for att lara
sig hollandska, men han gjorde &ven betydande bidrag till kunska-
pen om landets flora. Thunberg ménstrade 1775 pa ett skepp med
destination Japan, ndrmare bestamt den konstgjorda 6n Dejima i
Nagasakis hamn. Utlanningar fick halla till endast pa den holland-
ska handelsstationen. Tack vare sina goda kunskaper i vasterlandsk
medicin fick Thunberg god kontakt med besékande japanska lakare.
De tog med sig vaxter till honom och sméaningom fick han &ven
méjlighet att besoka Nagasaki och dess omgivningar for att samla
véxter. Thunberg hade férmanen att 1776 bli inbjuden till Shogun i
Edo (nuvarande Tokyo). Den langsamma landresan i barstolar gav
goda mojligheter att studera naturen och samla material.

Thunbergs omfattande vaxtinsamlingar utgjorde grunden for
verket Flora Japonica (1784) dér han beskriver dver 800 arter. P&
resan tillbaka frén Japan besokte han Java, Sri Lanka, Sydafrika, Hol-
land och England. 1779, efter nio ar pa resande fot, atervander han
till Sverige. Linné hade dott aret fore och professuren hade 6verta-
gits av sonen. 1784 blev Thunberg professor och han kom att stanna
i Uppsala fram till sin d6d 1828. Han arbetade med sina samlingar
anda till slutet och publicerade flera hundra vetenskapliga arbeten.

Den monumentala byggnaden &r en hylining till Carl von
Linné. Delen av Botaniska tradgarden dar Orangeriet ligger &r den
ursprungliga slottstréadgarden fran 1600-talet. Den donerades till
universitetet av Gustav lll tillsammans med en summa pengar for att
uppféra byggnaden. Orangeriet &r fortfarande i fullt bruk och vinter-
tid hyser det ett stort antal vaxter. P4 sommaren flyttas dessa vaxter
utomhus. Den magnifika salen har sedan flera ar tillbaka anvénts
som utstallningslokal sommartid.

Uppsala universitet grundades 1477 och &r Nordens aldsta.
Botaniska trddgarden anlades 1655 av universalgeniet Olof Rudbeck
den ldre pa platsen for nuvarande Linnétradgarden. m

PER ERIXON
BOTANIST
UPPSALA LINNEANSKA TRADGARDAR

Flora Japonica

Carl Peter Thunberg made a botanical expedition to Japan 1775-1776.
Because Japan was closed to foreigners except for Dutch merchants,
he first went to South Africa for three years to learn the Dutch lang-
uage. In 1775 he sailed for Japan. Thunberg made good contact with
Japanese medical doctors and was able to receive plants from them
and eventually got permission to visit the surroundings of Nagasaki
to collect plants. In 1776 he got the privilege to visit the Shogun in
Edo (Tokyo). His extensive plant collections formed the foundation
for his Flora Japonica (1784) where he describes more than 8oo speci-
es of plants.

The monumental building is a tribute to Thunberg's predecessor,
the great Carl Linnaeus. The Botanical Garden dates back to 1655,
but it was established on its present location after a donation by the
King Gustav lll in 1787. The Orangery is still in full use and during the
winter it houses a large number of plants. The magnificent hall has
for several years been used for exhibitions. Uppsala University was
founded in 1477 and is the oldest in Scandinavia. ®




Naturen och vaxternas betydelse i japansk estetik

Viéixter: Kalmus. Vildris. Hasselorten dr mycket fin. Det dr fantastiskt att den dnda sedan gudarnas tid ldr ha anvénts som
harprydnad vid Kamo-festen. Sjdlva vixten dr ocksa mycket vacker...Igelknopp. Strandpersilja. Mossa. Spdda véixter som
skjuter upp i sné. Murgréna. Krypoxalis dr en alldeles sérskilt vacker 6rt som dr férebild fér ménster péd ménstervévda tyger.

SEI SHONAGON, KUDDBOKEN, 63

Véxter och natur har ingen nationalitet, och inte heller konsten. Olika
geografiska platser har specifika forutsattningar med avseende pa
natur och flora, och under olika tidsperioder har det utvecklats olika
satt att uppleva med vara sinnen; konstarter utvecklas i relation till
specifika platser, tillgénglig natur och material. Japan har en rik natur
med manga arter inom flora och fauna som bara finns dér, eftersom
det ar en 6. For att forsta hur naturen har influerat japansk estetik,

sa behover vi kliva 6ver en imaginar troskel. “Naturen” (shizen) som
begrepp har en annan betydelse i Japan &n vad den har i vast. Med na-
turen menas i Japan "kraften av spontan sjalv-utveckling, och effekten
av dess kraft”. Naturen ses som en stark och dynamisk kraftkélla som
forvandlar materian till olika former och uttryck. Det kinesiska tecknet
i shizen betyder ungefar "fran sig sjalv, sa som det &r”.

Det som forenar bade natur och méanniska ar processen av “det
levande”, och den japanska estetiken genomsyras av att uppskatta
varden som uttrycker det forgangliga, det forsvinnande och subtila
i en estetisk upplevelse. Det &r just med anledning av att det &r sa
forgangligt som det far ett hogt vérde. Det &r intressant att jamfora
olika synsatt pa vad som raknas som estetiskt vardefullt. Vasterlandets
konsthistoria har betonat verkens besténdighet och dérmed har valet
av material paverkats. | Japan anvénder man obestandiga material
som t.ex. sidentyg, washipapper, bambutra, tusch och lera till konst-
verk med mycket héga varden.

Naturen &r en rorelse. Det handlar om en sténdigt pagéende
forandring, en cyklisk process av fodelse och d6d. Genom olika faser
sker en utveckling i ett gradvist framtradande, som vid en osynlig
vandpunkt gar mot ett forsvinnande. Det begynnande &r sprickbild-
ning av knoppar och vid kdrsbérstradens blomning upplever man en
skonhetens blomsterkult. Sedan sker en vandning mot fértynande, dar
alla farger bleknar och konsistenser skrumpnar, och plantan évergar
till fortvining, torka och dod. | den japanska estetiken har ocksa detta
sin saregna skonhet, sabi, den fargldsa och tynande skénheten. Sa
upprepar sig rorelsen med ett tidsintervall, varje gadng med nya former
och ny materia. Véxter och blommor uttrycker olika sidor av materians
sinnliga yta; texturer, farger och konsistenser skiftar konstant i trans-
formation. Ocksa blommornas charm och vaxternas klumpiga grenar
och rotter &r alla olika sidor av de otaliga skonhetsbegrepp som har
legat som grund for den japanska poesin och litteraturen.

Att vérdera det forgangliga har sin grund i detta tdnkande om
naturen som en process av olika tidscykler. Begreppet mono no aware
betyder ungefar “sorgen av alltings flyktighet”. Denna sorg har likheter
med vért begrepp “melankoli” — den har ett strak av gladje i sig, en
uppskattning som grundas i beundran eller djup respekt. Egenskapen
“det flyktiga” for med sig att man maste tillata sig att agera spontant
nar man upplever nagot berérande som hastar forbi, och forvanas
med ett utrop av “ah!” eller “oh!” Begreppet mono no aware kommer
fran Heiantiden (794—1185) och levde upp p& nytt genom lakaren och
poeten Motoori Norinaga (1730—1801). Norinaga kom fram till att
den férmoderna japanska estetiken kannetecknas av “spontanitet i
kénsla och ande”, genom sina detaljerade studier av Murasaki Shikibus
(978-1025) roman Berdttelsen om Genyji, vilken rdknas som ett av
vérldslitteraturens forsta realistiska verk. Spontaniteten handlar om
att ge uttryck &t intuitioner, vilka harleds frén den kinesiska Taoismen.

Taoismens filosofi kan sammanfattas som en naturlig spontanitet och
en férvandlingsprocess dar tva poler, yin och yang, kvinnligt och man-
ligt, skugga och ljus, natt och dag, kontinuerligt 6vergar i varandra.
Taoismens spontanitet star i motsats till konfucianismens formella
strikthet. Saledes har det i Japan lange samexisterat en dubbel natur,
en till synes motsattning mellan en spontan kénsla och en strikt orga-
nisation. Denna parallella natur syns tydligt i den sociala ordningen
och i konstnérliga kompositioner.

IKEBANA

Ikebana betyder "konsten att arrangera blommor”, och konstformen
heter ocksa kado, som betyder “Blommornas vag”. Véxterna ar ett
levande material som ordnas, d.v.s. installeras skulpturalt i en rymd.
Metoderna for detta forfaringssatt har en lang historia. lkebana har-
leds till den period da buddhismen inférdes i Japan (538 e.Kr.).

| de rituella buddhistiska forberedelserna ingick att stélla fram
utvalda blommor vid ett altare, och detta utvecklades snart till en
konstform, med symboliska kopplingar till olika filosofiska begrepp.
Tankevarlden handlar om att himmel (ten), manniska (jin) och jord
(chi) &r relaterade genom manniskan. Varje blomma eller kvist formas
och placeras efter principer som handlar om hur mikro- och mak-
ro-kosmos mats i manniskan. Den avskurna plantan symboliserar det
existentiella, darfor ar ikebana mer &n ett objekt, det ar en sjalvkulti-
veringskonst, d.v.s. en praktik som handlar om att forvandla sig sjélv
genom en konstnarlig process. Syfte att vilja forma sitt sinne och sin
ande i en forvandling medan man praktiserar ikebana géller aven for
den som betraktar konsten. Att betrakta ar ocksa en aktiv praktik. /ke-
bana ar en av manga do, d.v.s. vagar till sjdlvkannedom. Andra vagar ar
t.ex. tuschmaleri, kalligrafi, keramik, kendo och tradgardskonst. /keba-
na undervisas alltid i tystnad och med stor betoning pa hanteringen av
material och redskap.

Ikebana handlar om att klippa och komponera levande vixter,
formen framtrader genom att man skar av och reducerar. Det finns
olika stilar av ikebana: fran de rituella symbolladdade magnifika
arrangemangen rikka, utvecklades den profana stilen shoka med fokus
pa linjespel och véaxternas individuella karaktar. Nageire uttrycker vax-
tens naturliga egenart i sitt vaxtsatt och grundades av poeten Basho.
Te-ceremonins ikebana, cha-bana, som &r mycket raffinerat enkel och
minimalistisk, det kan vara en enda utvald blomma i en behallare. Free
style ikebana ar benamningen pa den samtida monumentala stilen for
offentliga platser, och det som vi ser i utstallningen. Idag finns det 6ver
400 ikebanaskolor i Japan, och filialer internationellt.

SAMTIDSKONST OCH NATURLIGA PROCESSER

Det &r skillnad mellan olika konstformer som inte bara handlar om hur
verken ser ut visuellt, det handlar om med vilket férhallningssatt ver-
ken har skapats. lkebana hérstammar fran en tradition dar olika “vag-
ar” leder till upplysning. lkebana ar organiserat likt martial arts, d.v.s.
krigskonster, enligt ett rankat mastar- larlingssystem. Samtidskonst,
som bygger pa den vasterléndska konsthistorien innefattar manga oli-
ka konstformer, ndgon allmén definition gar inte att géra, det handlar
snarare om individuella metoder och val av material. Under 60- och

70 talet myntades begreppet Land Art, av Robert Smithson. Land Art

handlade oftast om monumentala konstverk som genomgick naturliga
forvandlingar eller geologiska processer. Installation Art handlar om
en tredimensionell konstform som ar platsspecifik. Installation Art kan
lamna spér i tid eller rum, i olika slags material och tekniker, dér véaxter
kan inga. Dessa aspekter har vissa likheter med ikebana. | samtids-
konsten &r det mer och mer vanligt med ett processtankande. Det &r
inte enbart det synliga objektet som &r malet. Verket kan féréndras
med tiden. | samtida interaktiva eller performativa konstformer kan
betraktaren ibland ocksa delta aktivt i processen. Detta kan man séga
ar en slags samtida vég — do — att man genom konstverket ar 6ppen
for att forvandlas, om &n kortsiktigt, sa kan det fa langsiktiga foljder.
Det aktiva deltagandet att utséatta sig for en forandringsprocess, vare
sig man &r konstnér eller betraktare, hor till friska drag i konsten som
visar nya vagar. Manga konstverk idag ar inte enbart kontemplativa,
de kan satta igang forandringsprocesser hos betraktaren. En intensiv
konstnérlig process kan forandra en person pa flera plan.

RUMSLIGHET | JAPANSK ESTETIK
Forhallandet till det rumsliga &r en viktig aspekt i japansk estetik. |
den japanska tankevarlden hor tomrummet lika mycket till verket —
konstverket framtrader i en rymd. Det finns flera japanska begrepp
som uttrycker “rymd”, “mellanrum” och “tomhet”. Ma ar ett rums- och
tidsbegrepp som syftar pa pauser eller en tom rymd. Genom att ge ut-
rymme t ma betonas rytm eller design i en komposition. Ma anvénds
for att beskriva negativt rum, d.v.s. mellanrummet mellan former.
Ma anvinds ocksa for att betona mellanrummet mellan handelser,
som betonade pauser i t.ex. noh-drama och i musik.

Ku ar ett centralt buddhistiskt begrepp som betyder “tomhet”.
Ku &r ingen meningslds tomhet i form av en total negation, utan ku ut-
trycker en intuitiv och emotionell aspekt av den ménskliga existensen,
tomheten som en skapande majlighet. Mot detta tomhetsbegrepp
star ett annat centralt filosofiskt begrepp, mu som betyder “intighet”.
Mu &r ett centralt taoistiskt begrepp, en term for det som omfattar all-
tet aven det delade, d.v.s. det dualistiska ténkande om motsattningen
mellan tingen, existens och icke-existens, tid och rum. Mu syftar pa ett
det kosmiska ursprung varifran allt levande kommer och vander ater
tillbaka. Upplevelsen av insikt (satori) &r en individuell erfarenhet om
vad intighet innebr, en existentiell aha-upplevelse. Mu ar potentialen,
det méjliga. Symbolen for mu ar den fullandade cirkeln (enso). m

ELISABET YANAGISAWA AVEN

DOKTORAND | DESIGN
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The Meaning of Nature
and Plants in the Japanese
Aesthetics
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“Nature”, or shizen in Japanese, is “the power of spontaneous self-
development and what results from that power”. What connects both
nature and the human being is the process of being alive. Transient
nature and human self-cultivation are distinguished in the Japanese
aesthetics. The appreciation of the ephemeral is expressed through
different art forms in Japan.

At the core of the Japanese notion of mono no aware (the empathy
or sensitivity toward things) is a deep, emphatic appreciation of the
ephemeral beauty manifest in nature and in human life, an appre-
ciation tinged with a hint of sadness. At times this appreciation is
accompanied by admiration, awe, and even joy. This attitude derives
from Daoism, where natural spontaneity is the fundamental way of ex-
pressing the process of change. The two poles of yin and yang, female
and male, shadow and light, night and day, passive and active, are con-
tinuously in transition and for a complementary relation of opposites.
Generally speaking, the spontaneity of Daoism stands in contrast to
the formalism of Confucianism. This double nature has long coexisted
in Japan, in an apparent contradiction between spontaneous affection
and strict form.

Ikebana is the “art of arranging flowers”, and is also named kado,
which means “The Way of Flowers”. lkebana derives from the period
when Buddhism was transported from China to Japan in the sixth
century AD. In classical Chinese thought, the divine (ten), the human
(jin), and the earth (chi) are related through the human being. The cut
flower symbolizes the existential aspect of life. lkebana is one of many
do (Chinese: dao), which are “ways” to self-knowledge. Other ways in-
clude calligraphy, pottery, kendo, and garden design. The teachings of
ikebana are always conducted in silence, and a great deal of emphasis
is placed on appropriate handling of the tools and the material. Diffe-
rent ikebana styles have been developed over the years. For example,
from the ancient ritualistic, symbolic, and magnificent arrangements
rikka a profane style was developed — shoka, which is characterized
by its focus on lines. The style of nageire accentuates the individual
characters of each plant. Free style is the contemporary monumental
style for public places.

In Western art, in what is termed Modernism, some new concepts
developed during the 1960s and ‘7os. The concept of “Land Art” was
often associated with monumental artworks, which passed through
natural transformation processes. “Installation Art” is three-dimensio-
nal and site-specific. A central role in many contemporary art fields is
afforded the process of thinking. The aim is not only the visible object.
The artwork might change over time, and the beholder can sometimes
actively participate in the process.

“Emptiness” is a crucial notion in the Japanese thinking style; the
artwork emerges in an empty space. Ma is a spatio-temporal concept,
which aims at pauses or empty space. In the notion of ma rhythm is
emphasized as well as negative space-that is the interstices between
forms.

Ku is a central Buddhist term that indicates “emptiness”. Ku is by
no means a meaningless emptiness; ku implies the emptiness as a cre-
ative possibility. Mu is a crucial Daoistic concept that is often transla-
ted as “nothingness” or “non-being”. The concept of mu alludes to the
cosmic origin, from which all existence arises and to which humankind
ultimately returns. Mu thus also refers to potentiality and possibility.
The symbol of mu is symbolized by the circle (enso). =




Finding peace and happiness
in a silent symphony

"“The core idea of my garden is to find the nature and bring peace,
happiness, and thoughtfulness throughout the garden. Despite of
the different garden styles, this is what Japanese gardening has been
fostering for the past 1,000 years. | always find peacefulness from
nature, that is why | am dedicated to represent it in my garden. How
to represent this in the garden is the most difficult and challenging
part. Only a few set of colors has been added because you find it more
special when you capture a hint of colors or small movement in an
otherwise static landscape. In my garden, | would like you to find a
wonder of nature by linking your heart and the garden together. This
is why one shape of a planting bed means 'heart’, written in Japane-
se character (/. : kokoro). The garden changes over the time the
exhibition takes place; different flowers bloom during different times
of the exhibition. The day the garden is built is the beginning of the
symphony. Please enjoy! ”

The values of imperfection

“There is an aesthetic idea to put value in imperfection in Japanese
culture. The value has been harvested through a history of Japanese
people living together with nature. With four clear seasons, people
have perceived nothing stays the same. With natural disasters, which
often brought us burdens, we have understood that nothing is perfect.
Japanese gardening is also based on this idea, as it represents nature
itself.

One of the most famous Japanese gardens is called ‘Ryo-an-ji’ and
is located in Kyoto. In this garden, there are 15 stones placed in white
sand. No matter from which angle you see the stones from, all 15 sto-
nes cannot be seen at the same time. Thus, you always miss one piece.
Spaces in Japanese gardens are often partially hidden by means of cur-
ved paths, trees or fences, which are placed in front. Because of these
‘obstacles’, you cannot see all the spaces perfectly. But somehow this
special concept encourages you to wonder what is left unclear behind.

I would use this aesthetic notion in my garden by putting a water
basin at the corner, where it cannot be seen clearly because of the few
plants planted in front of it. Even though it is set in an unclear site,
the water sound coming from the basin still captures your atten-
tion towards it. Not all flowers are in full bloom when they are first
installed. Instead, they can be shown time to time like as the changing
of the seasons. Time adds another axis to three dimensions in the

garden. Therefore decaying flowers are also acceptable as time passes.

Itis also a part of life. Leaves scattered in the garden inspires you to
imagine that the leaves just fell down from a tree. This is how | would
like to express the concept of my garden: Accept the change, and
leave a space imperfect.” m
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JUNICHI KAKIZAKI

...... 5 T ¢

CONTEMPORARY ARTIST

.

Last Moment of Flowers

“I have been influenced by various cultures from many countries and
regions not only in Japan, and also, of course, lkebana. Life-prolonging
treatment of flowers and fresh plants is not an absolute. Here, the life
of the flowers depends on the degree of involvement of the viewers
and the staff who perform the maintenance of this work. The viewer
has no way of knowing whether these plants are now alive or have
already lost their lives. | eliminate the need for skillful technique, novel
methods, and decorative ideas as far as possible, presenting art of
action and vision. Art that only use the blessings of the virgin forest
and the Botanical Gardens as materials, without premeditation. It's
something that anybody can do, but only | can do. What | install here
is, at least, the beauty of the last moment of flowers.”

Kajsa Haglund & Elisabet Yanagisawa Avén: Is there any Japanese
aesthetic notion/concept you are especially influenced by, and if so,
how do you use the notion/concept in your work?
There are no concepts of Japanese aesthetics of which | am particularly
conscious. However, even if | am not conscious of such concepts, |
think they are unconsciously inherent in me, and this affects my work.
For example, something like “the preciousness of life” and “readiness
to use the scissors”.

This means for an artist working with living things, a readiness to
act decisively, without doubts or second thoughts and with respect for
the nobility of life. m
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IKENOBO IKEBANA
ARTIST AND INSTRUCTOR

Deification

KATSUHITO KURATA

“lkebana, Japanese flower arranging, has its beginnings in the so called
evergreen trees.

These were considered to be Yorishiro, objects in which the spirits
of deities were believed to dwell in the world of nature. These trees
were divinized by being placed in an upright position.

| believe that spirits of deities also exist in various places and forms
in Sweden, a country richly endowed with nature. This is why | would
like to try to express deification in an ikebana work.”

Kajsa Haglund & Elisabet Yanagisawa Avén: Is there any Japanese
aesthetic notion/concept you are especially influenced by, and if so,
how do you use the notion/concept in your work?

From Ancient times Japanese people have practiced agriculture,
coexisting and prospering together with the world of nature, a world in
which they believed in‘the presence of deities. These deities were cal-
led Yaorozu-no-kami (multitudinous deities), and included for example
deities of mountains, the ocean, wind and rivers, forests and rice fields,
and spirits of unnamed grasses and flowers. These deities and spirits
were believed to dwell in familiar objects existing around us, such as
trees, grasses, stones or water. These places were called Yorishiro.
Above all, alarge old tree or huge rock was considered especially
universal, so people would "make arrangements by themselves” of
evergreen trees or stones in a way similar to these large objects.

This to attract deities and spirits, so they would be near, and to
offer prayers to them. This is “Japanese flower arranging” appreciated
as lkebana and it is the origin of the “Japanese style of flower culture.”

| believe that deities also exist in the natural world of Uppsala,
Sweden, and | would like to use local trees, grasses, rocks, and small
stones and attract the spirits of deities in the same way by *making an
arrangement by myself.”

K & E: What material do you use in this installation, and how

do you think when you compose material?

In Ikebana not only the beauty of flowers is brought out. We also obser-
ve plant’s lives and look at the change of life over time. We find life in
moss and new shoots, in large pieces of dry wood, in withered grass
and small flowers. All forms and stages of the lives of the plants are
used. What is expressed is a world that lies behind these forms, a world
that cannot be seen. | plan to use various plants and materials so that
the beauty of ikebana can be seen, sensed and appreciated. ®
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HIROKI OHARA
HEADMASTER,
OHARA SCHOOL OF IKEBANA

The Root

“The root is not only the foundation of the plant, but also its life-
sustaining organ. Buried under the ground, it s usually out of sight.
These traits of the root fascinate us immensely and make us think it
must hold many hitherto unveiled surprises and an abundant energy
for life far exceeding ours. Indeed, the root is a new inspiration to our
own lives.

The approach to create a large-scale work of ikebana is comple-
tely opposite from contemporary art. At first glance, they may look alike,
but ikebana is intended to co-exist naturally with its surroundings.
When | start creating a large piece that will be installed indoors, | think
about how | can bring nature into an artificially constructed building
and let them coexist in harmony. | do not think that contemporary art
is concerned with nature. How about those large-scale artistic instal-
lations outdoors? There are, like the ones indoors, clear differences
between these two. Contemporary art is not created to blend with its
surroundings but to stand out from them. /kebana, on the other hand,
is aimed at presenting something as part of its surroundings, using
components of nature. It is to recognize nature itself once again.”

Kajsa Haglund & Elisabet Yanagisawa Avén: How do you think when

Yyou compose material?

My ideas of using materials for ikebana can be expressed as follows:

1) To add plant materials to the composition is to make “empty"
spaces at the same time within the composition. Addition and
subtraction (e.g. removing excessive leaves or placing materials
with space in-between) are necessary and simultaneously done to
achieve my ideal beauty.

2) To hold plants in my hand and converse with them give me the
sense of unity between nature and me. My ideal beauty for ikebana
is not the "beauty’ that is generally perceived by the Western philo-
sophy.

What is beauty? It has for a long time been discussed philosophically,
on a universal point of view and from an epistemological point of
view. But, these discussions have always been centered on objects
artistically created by man. To me, beauty appeals more directly to
my five senses. | would like to use the word “attractiveness” instead of
“beauty”. | choose “attractive” materials for my creative work based
on their direct appeal to my senses. Attractiveness means to recognize
the significance of shape, color, and that the material itself exists there
naturally. Or, in other words, it is rediscovering the meaningfulness of
nature by shedding new light on it. My purpose of ikebana is to express
the essence of these natural materials with as much beauty as | can.
The Ohara School is one of the three leading schools out of over
400 ikebana schools in Japan —lkenobo, Sogetsu, and Ohara. The
school has 148 domestic Chapters, and 56 Chapters and 35 Study
Groups organized out of 30 countries, including Sweden. One of the
most important missions of the Ohara School is to recognize the
meaning of plant life and appreciate the hope that derives from its
rebirth, not only through fresh greeneries and beautifully opened large
flowers, but also through them fading and dying away. m
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SHIZUKO ONO
CONTEMPORARY ARTIST

Hana

“Carl von Linnaeus inspired me to create a new flower, called Hana.
‘Stamens and pistils', the core of Linneaus’ sexual system, is the origin
of the energy to create and continue life generation after generation.
The word Hana has a double meaning in the Japanese language; it
means both ‘flower’ and 'heart’. "Heart’ implies 'the power to emo-
tionally move the audience’. The playwright Zeami Motokiyo (1363—
1443), who wrote the theories of Nohplay in Fushikaden, used the
metaphor of the seed in order to describe the potential of creativity.
The precept ‘The seed is technique’ hints at this power. Hana is an
image of Flower, which has strong power and ability to survive and
live in the infinite Cosmos.”

Kajsa Haglund & Elisabet Yanagisawa Avén: Is there any Japanese
aesthetic notion/concept that you are especially influenced by, and
if so, how do you use the notion/concept in your work?

Almost 2000 years ago, during the Yayoi Period, Japanese people first
encountered Gold and Silver. This occurred through objects brought
to northern Kyushu from the continent, objects such as gold seal and
silver rings.

From my point of view, one of the most important artistic creati-
vities of the ancient Japanese people was making very thin gold and
silver leaves and applying it on to traditional Japanese paper.

In 1164, the Heike Nokyo Sutras were written in ink on decorative
paper with gold and silver leaves. During the Momoyama Period, (16th
century), gorgeous screen paintings on paper were developed with
the symbols of sun and moon. These heavenly bodies, and symbols
of space, were expressed with gold and silver foil on sheets of bronze.
During the Edo period (1590—-1867) the sun was symbolized by the
bright shine of a ground covered in gold leaves and the moon by the
cool light of a silver leaf ground, representing day and night.

While comparing western paintings on canvas with Japanese pain-
tings on paper (sliding doors and screens) in the castles and temples,

I noticed that putting metal leaves on paper is very unique.

| am enchanted by the brilliance of metal leaves in dark spaces.

I would like to make aesthetic adventures beyond the conventional
standards. Unusual delights that are curious, idiosyncratic and free. m

Shizuko Ono works and lives in Yokohama. She graduated from Sophia Univer-
sity, Tokyo, Faculty of Literature. She has taken part in several solo and group
exhibitions in Japan and abroad;
1995 The Laureates Exhibition of the 12th Ueno Royal Museum Grand
Prize Exhibition, Gallery Yoshii Paris and Tokyo
1999 Solo Exhibition Porter Troupe Gallery, San Diego
2002 “The g4oth Anniversary of Japanese Garden ,” Portland, Oregon, USA ;
2006 Japan Meets Carl von Linnaeus , Botanical Garden Uppsala
University and Bror Hjorths Hus
2007 " ArtExhibition plant” Sayama, Saitama Prefecture, Japan
2008 “Wonder Full word Exhibition” Gallery Gouda Alkmaar,
Netherlands.
2010 " Contemporary Art Exhibition of Japan”
Luna Art Hall Sodertelje Sweden.
Award ; The 12th Ueno Royal Museum “Grand Prize Exbition Japan
Public Collection ; Ueno Royal Museum 1994, Japan
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OHYA RICA
CONTEMPORARY ARTIST

Load Nothingness
to Fill Your Emptiness

“I've been creating an ephemeral boat. Why do | focus on ‘fragility?
Although living things are doomed to decay, | find a precious meaning,
full of dignity, in the decaying process. Life isimpermanent, but it's not
atragedy. My mission is to highlight the beauty of ephemerality.

“Why do | pick up boats to visualize my commitment? A boat is
a container, having an open space; a'nothingness’ inside. A boat is
also a metaphor for life. | hope the visitors will load my boat with their
feelings and row it down the stream of life.”

Kajsa Haglund & Elisabet Yanagisawa Avén: Please, tell us more
about the notion of nothingness from your view.

Lao-Tzu's thought “nothingness” has been inspiring me. He was a
Chinese philosopher, and historically the Japanese culture has been
influenced by various foreign countries. Lao-Tzu is one of the sources
of Japanese aesthetics and philosophy.

According to Lao-Tzu’s thought, the value of presence is determi-
ned by “nothingness”. Because “nothingness” is an open space, it has
the potential to hold anything. For example, the essence of a room is
“nothingness”; open space inside, with neither walls nor a roof. The
essence of a pitcher is its empty space to hold water in.

| apply his thought in my own work. In the past, | have built boats,
houses and bridges. My consistent policy has been to let “nothing-
ness” be an open space inside, in order to let the viewers be involved.

K & E: What material do you use in this installation, and how do you
think when you compose material?
Materials find me and talk to me a lot. My philosophy is to collect
natural materials locally on site. A piece of wood, grass, earth... each
object bears the memory of its own lifetime. Listening to their stories,
I'm inspired to create my work. Natural materials don't stay for a long
time. They will eventually return to the earth.

My belief is that my work should be born at the site, growing up on
the site, and decaying on the site, while accepting the passage of time
and the local nature. Just like the life of a weed. m

EEBALT ZBEHIET

Fible iz, BiEDO DRI TOERT,

I Thbiz] AD?

RODEZTRMT BTHTT,

F£FOFIT, VWEBLIDTDZDRT,
¥icwmbie R, ARRELELL.

B THL 2?2 Al BEnED, TR ORMZHD, Ak
ARXFTY,

R ADBZNENDRNERAAA,

WOBEDRNE T 3REZE > TWRERY, AldEi, A
EDHERTY,

FERE CEDI R FHITIE, TOFITHNTR DT Z
EFNTVET,
ZOREICHEZBEIENED BT LM, BOEMICHT B 4L
®&TY,

HMWFER) VFOFHTF VAN —RNEADNS FHE L T2504 M
FDBED2006%. 1I0ADERAT =T 4 A DV EH ELT,
AFcoOEYBECHEEZFHERTLE L
FnhSEKEH, BUCITHETEZ 2R EZB/IERE
KLRHNZLET,

CDORFKDEFMN, ASHEZEDESZEIFo>TNI L%
NEDH>THBDET.

Q EHFD B OBADRFICOVWTHULL KA THEITETT
L&H5M?

ZFO" EOBRRL” FRIA VAL —va v ES5ZTkRELR,
BAXWIIBEEDOFTE DERD XNICHERZT T TEREL
jro ZFIFEOBRBETIN, HADEFLHFDLLDEE
BED—DTH3EEL>TNET,
E/OFERLT AR, HEEDET S, AlzE, HEOKEIX
HBEHTHD., BRERTEEV., KZLOAEZFORMT
B, MEBNEICRZZD, TRTOLOEZIFENDC &
DTCEBZRTVIYYIVIEN, WEORLEEZRTHS. L
S#z, BROEZICHLTEZRE., BEOZRM., A—TViaziM%E
DL BT LT, BEDFTNTNOERVWERDALT ENTED X
SICLTVWET, ezl A R B E)

Q PCALEMEEST. XEOKEWTRREINSDTL &
S M?
EMDRBERLLTINE T, TLTWAWAET LZFED T
TLNBDTYT, ROTFIIKR, ¥ L EDEREMZHIER
ETEHDHT L, B/ICE. TOFHICHRNERKOZENZENT
WET, kb, ZORERICEZBEIENS, #HELET. &b
Al BREMEZNUZERLET, PATRELICESTVE
9., LhL. BREZTOHTERN, ZOHETHE TN DN
BRIZEMEIEZET, BEOE HED—4£DLIIC, »




Hanayuishi

“Takaya creates and makes his artwork bloom on people’s hair with
inspiration from ‘the flowers’ in their inner mind. He doesn’t need a
concept for his artwork.

How do people feel when they see it? The answer to that ques-
tion becomes the concept or title. Just as flowers bloom and die, his
artwork, too, is ephemeral.

'"The moment people and flowers become one. This is what he
expresses by ‘Hanayui.’

Takaya expresses the inspiration he collects from people and
flowers, and creates ‘Hanayui’ by improvisation. He aspires to chal-
lenge people to change the way they perceive beauty.”

Kajsa Haglund & Elisabet Yanagisawa Avén: Is there any Japanese
aesthetic notion/concept you are especially influenced by, and if so,
how do you use the notion/concept in your work?

Since | am based in Kyoto, my sensibility of art is influenced by Japane-
se shrines and temples. | am creating my works with the help from the
natural flowers and designs of trees, rather than developing a concept.

K & E: How do you think when you compose material?
I do not think much about choosing materials. | just meet and work
with plants, which | feel their power. ®
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Hanayuishi TAKAYA performance from the
inauguration of the exhibition, June 14. (1:30 min).




Bildtexter, vénster sida: Ikebana and Contemporary Plant Art
Orangeriet, Botaniska tridgarden, Uppsala
1. Utstillningen invigdes av Japans 14 juni-14 september, 2014
ambassadoér i Sverige Seiji Morimoto.
2. Férgrund: Ohya Rica. Arrangér: Uppsala universitet, Uppsala linneanska trédgardar
Mitten: Katsuhito Kurata. )
Bakgrund: Hanayuishi TAKAYA. Projektgrupp: Mats Block (ordf.), Per Erixon (projektledare), Kajsa Haglund (kurator),
Férgrund: Ohya Rica Elisabet Yanagisawa Avén (kurator), Gisella Bengtsson (marknadsforing),
3 i . Ronnie Alsé i
Bakgrund: Hanayuishi TAKAYA. onnie Alsen (sponsorsamordnare) och Torbjérn Gozzi (grafisk form)
4. Junichi Kakizaki. Utstdllningsproduktion: Per Erixon, Kajsa Haglund, ElisabetYanagisawa Avén
5. HanayuishiTAKAYA, performance. . - o .
. . Kajsa Haglund var huvudansvarig fér utstéllningens slutproduktion.
6. Vy dver Orangeriet. Personal fran Uppsala linneanska trddgardar var behjalpliga i samband
7. Invigningsdagen, 6ver 500 besékare. med planering och uppbyggnad.
8. Forgrund: Junichi Kakizaki. Elisabet Yanagisawa Avén samordnade fotografering av Hanayuishi Takaya
Bakgrund: Hiroki Ohara. installationer och en performance i samband med utstéllningens invigning.

9. HanayuishiTAKAYA, performance.

¢ ) www.botan.uu.sefikebana
Kimono: Yumi Katsura.
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