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FUJI Hiroshi, Happy Paradies, 2015
mixed media, dimensions variable
Collection of 21st Century Museum of Contemporary
Art, Kanazawa
Installation view of “Where you meet with narratives,”
21st Century Museum of Contemporary Art, Kanazawa
in 2015.
photo: KIOKU Keizo
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FUJI Hiroshi, Happy Paradies, detail, “happy ring”
photo: KIOKU Keizo
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FUJI Hiroshi, Happy Paradies, detail, “Toys Saurus”
photo: KIOKU Keizo

Sy

[KEBABR2009] FR 2 BAE (KBR) TORRAS,
Installatin view of “Aqua Metropolis Osaka 2009,” in
Nakanoshima Park, Osaka.
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[7kEBABR2009 | FBAHEERT (KB THORREAR,
Installation view of “Aqua Metropolis Osaka 2009,” in

Shinkai-suji shopping street.
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FUJI Hiroshi, FLYING CROSS, Happy Rabbit with sad eyes,
1998

Courtesy of FUJI Hiroshi
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FUJI Hiroshi, Good-by, frogs—a view of 2048 frogs in the
pond as a model of population, 1993

Courtesy of FUJI Hiroshi

&7 (BANK OF FOODS i R B 1@ R1THE48)19894F
FUJI Hiroshi, BANK OF FOODS World Food Bank Plan,
1989
Courtesy of FUJI Hiroshi
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FUJI Hiroshi, Arts over Doubts!, detail, 2005
Installation view of “Arts over Doubts! by Fuji Hiroshi,”
Fukuoka Art Museum in 2005.

Courtesy of FUJI Hiroshi
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FUJI Hiroshi, Dream Bird, 2006
Courtesy of FUJI Hiroshi
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FUJI Hiroshi’s Happy Paradies

—The Notion of an Art Piece to Expand

NONAKA Yumiko

1. Introduction

Three parent-child pairs of dinosaurs color-
ed basically red, blue and yellow and a large
number of toys surrounding them are neatly
lined up by character and color. They fill up
the exhibition space as if they were colorful
carpets woven in some patterns or designs.
Placed around each dinosaur are toys in sim-
ilar colors while toy rings and bird objects are
hung from the ceiling. Looking at the whole,
we see a colorful, spectacular “paradise”-like
space spreading out. While looking into the
details of the work, however, we come up
with some doubts and another feeling that
is not just fun rises up, —is this really a “para-
dise”?—it is also suggestive that a part of the
work’s title puns on the word “die.”

For Where you meet with narratives,
21st Century Museum of Contemporary Art,
Kanazawa's collection exhibition in 2015,
we requested FUJI Hiroshi to put his Happy
Paradies on exhibition, and later we added it
to our museum collection.”s! The relation-
ship between Fuji and our museum started in
2002 when the museum pre-opening event
was held, and at that time, we asked him
to “exhibit” his Kaekko, a system-type work
representing his activities after 2000. As Fuji
calls Kaekko (barter) an Operating System,
this “system” itself is a work, not a thing as
an entity. He has consistently faced doubts
and a feeling of discomfort concerning soci-
ety and connected them to his expressive ac-
tivities. As he actually realized that pure “art
expression” had no power to change sys-

tems in society, he aimed at “an expression

method on a totally different level involving
social systems.”! Therefore, the scope of
his activities is diverse, many of which are
outside the area of art, and rather he seems
to aspire to it.

According to Fuji, Happy Paradies was
what he has conceived from his “search for
a way to form what Kaekko is expressing into
a museum piece.”? While referring to Fuji’'s
past activities, I'd like to study in this essay
how the expressions that Fuji aims for ap-

pear in the work.

2. On Happy Paradies

First, before taking up the main subject, |
would like to explain briefly about the struc-
tural elements of the work and the back-
ground of the work formation. This work is
an installation consisting of approximately
14,000 pieces of toys given as extra free
gifts of the McDonald’s Happy Set and
similar toys, as well as about 250 pieces of
fragments and parts not shaped as toys, 17
happy rings made of toys 92, 2 Dream Birds
and 3 Toys Saurus."@3 In the background,
there is Kaekko, a system-based representa-
tion that Fuji has implemented since 2000.
What inspired him to come up with Kaekko
was the project of Household garbage zero
emission in which his family started to collect
all garbage discarded from the family with-
out dumping it. It is a program derived from
Vinyl Plastics Connection, a system-type pro-
ject promoting community activities which

began in 2000. In short, it is a system to

provide a place where people come to barter
toys they no longer need. Kaekko has been
continuously held by local governments,
NPOs, commercial facility administrators and
event planning companies in various regions
as an event called Kaekko Bazaar in most
cases. With additional activities combined
with disaster prevention education and en-
vironmental education, local activities using
Kaekko have widely spread. At our museum,
Kaekko Bazaar has been held several times
after it was held at the museum pre-opening
event for the first time and in the opening
memorial exhibition.

Fuji set up Kaekko Secretariat in 2000
where his wife was a representative for this
system management, responding to inquir-
ies from across the country and lending tools
and toys. The secretariat actively accepts
the return of remaining toys after the Kaek-
ko events held throughout the country and
continues to support the environment for
toys. As this procedure was repeated, Fuji
could no longer ignore “toys even children
think are unnecessary” accumulated in large
quantities, so he classified them into hun-
dreds of types from the angle of color, shape,
size, character, etc. Around 2005, he began
to take measures to utilize them as materials.
Of materials gathered in large quantities, free
toys given at the McDonald are the main ma-
terials for this work.

As mentioned above, Happy Paradies is a
work including not only toys as materials but
also various expressive activities that derived

from Kaekko.
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3. Materials and the source of motifs

Many of us can recognize that the toys used
here as materials are extra free gifts of the
McDonald’s Happy Set, and therefore, the
material itself is also an element of the work
that attracts viewers. From the fast food
restaurant that everyone knows and various
character toys provided there, we can see a
consuming society that has supported eco-
nomic growth and the capitalist economy
eroded by human desire. Fuji is not trying
to express such obvious criticisms or objec-
tions to them, however. What he is doing is
to perform expressive activities as a step to
create the future through his own feeling of

discomfort about contemporary society.

(As regards major fast food stores and
toy shops,) | have uncomfortable feel-
ings, but | am not criticizing or denying
them. Of course, | have doubts and | am
determined to have a will to face up to the
reality. It is not a simple criticism, and it
seems more like I'm facing a more com-
plicated situation. In that situation, Dream
Bird and Toys Saurus are a kind of salva-

tion as value conversion for me.™

“Value conversion” that Fuji refers to is
the idea that he discovered while staying in
Papua New Guinea as a volunteer of Over-
seas Youth Cooperation and it has become
the basis of his expressive performance after
that. In Happy Paradies, three parent-child di-
nosaur pairs and birds flying in the air are dis-
played as specific motifs, and detecting the
source of these motifs | would like to think
about how the images of dinosaurs and birds
are affecting his work.

For Fuji, the image of dinosaur or dragon

came from his own roots or emotions close

to impulses. As a student, he had a strong
interest in Kano Tan'yu’'s Happo Nirami no
Ryu (Dragon Glaring in Eight Directions), a
ceiling painting of Myoshinji Temple, and lat-
er he came to know that his grandfather who
was a carpenter had built the hall of worship
of Ryuo Shrine in Amami-Oshima. Through
these things, he began to think about un-
perceivable emotions, interests, ways of
thinking, etc. embedded in his genes. For
his graduate school completion work, he
presented a performance in which he dis-
guised himself as Godzilla and compared art
to “haniwa” figures to express a sense of dis-
comfort about the authority and system con-
cerning art. Also, around the time when he
came across flood damage in Kagoshima in
1993 and began thinking about flood control,
he noticed that there were many shrines in
the waterside area that worshipped Dragon
Gods. Afterwards, he made dragons using
various materials such as scrap wood re-
maining after the Nebuta Festival and plastic
bottles, and placed those dragons in parks,
vacant lots, rivers, commercial institutions,
and at times hung them in shopping arcades.
" figs45 Fyji thinks of dragons as follows:

Dragons do not exist in reality. Everyone
knows that they do not actually exist.
They have existed, however, in various
places in our life since ancient times.
(...) In order to make it known that “un-
likely events” of a scale far exceeding the
scale of our imagination always occur
and also to deny shallow existence that
overestimates human power, the exist-
ence of dragons may have been handed
down from ancient times. (...) A symbol
of wisdom trying to make later genera-
tions aware that what is beyond common

sense and imagination can exist in reality

may have been conveyed in the form of

a dragon.™

Fuji attempts to give form to invisible
facts and events beyond imagination through
a symbolic motif, that is, a dragon. Here,
again, the technology of “value conversion”
is working. In our surroundings, there is al-
ways a scene where we have to face the real-
ity far beyond our imagination and common
sense. Value is always shaken, and Fuji fully
understands the importance of capturing val-
ue from different perspectives, that is, value
conversion, and he puts it into practice.

As for the image of birds, on the other
hand, | would say that he has dealt with it
quite intentionally based on his actual ex-
periences. While staying in Papua New
Guinea, he found his values and common
sense shaken in numerous experiences. He
first learned about the local history that the
adventure on airplanes flying from Australia
began in the 1920s and foreign cultures as
well as Christianity entered this place. He has
learned that there are tribes in Papua New
Guinea whose ancestors are believed to be
birds and they are still doing a lot of rituals
connected with birds. There are also some
tribes who make the image of airplane using
palm trees and worship it as if it were a god
because of the fact that airplanes brought a
new civilization. Thus, he became aware that
an airplane, a product of civilization, has a to-
tally different meaning as the subject of faith
and religion in this place. What's more, the
remnants of the former Japanese army fighter
planes left in various places in this country
revealed that the value of the military pow-
er that made havoc of the place decayed.
However, having witnessed the site where
such negative heritage like airplanes became

the subject of faith among some tribes, he
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realized that one absolute value was lost
and another value was created. Based on
his experiences at the time, Fuji understands
that “fighter planes, airplanes and crosses
are used as symbolic motifs in the process
of major values beginning to govern human
spirit.”*® Inspired by the fact that an airplane
became the object of faith and religion, he
began to use the image in which an airplane
and a cross are mixed in the days of Papua
New Guinea.”@6 This “fighter’s cross” looks
descending,™’ depicted as in a landscape
where the absolute value, that is, the frame-
work of religion and nation collapses, and
Fuiji calls this melting fighter’s cross “Cross?”
which he uses for expression.f98

Since around 2003, however, descend-
ing and collapsing “Cross?” has shifted to
the image of flight while overlapping with the
image of a bird."9® After that, he presented
works with the bird motif using fragments
of toys of Kaekko from which the series of
Dream Bird has unfolded. ' This series was
named after the landfill “Dream Island” that
was the final waste disposal site because the
kanji character for bird (&) and that of island
(&) look similar.”” The Dream Island was con-
verted into a park, and garbage was changed
into the artwork of Dream Bird in this value
conversion.

In the Kaekko project, unclaimed gar-
bage-like toys were collected and an aggre-
gate of an overwhelming amount of toys was
created. While feeling discomfort with mass
consumption society and capitalist economy,
we receive suggestions from the dinosaur
motif that there is reality far beyond our im-
agination, and from the bird motif that there
is the presence of hope and salvation coming
out of the collapse of absolute values. More-
over, the technology of value conversion is

inserted in each material and motif to make

the whole work more complex and strong.
The whole space composed of these mate-
rials and motifs could be viewed as a mirror
reflecting contemporary society which con-

tains both chaos and hope.

4. From the system-type expression
to an art piece

As | have explained above, this work is an
installation piece using materials of toys
that were left over without being exchanged
even in the event of Kaekko. The work was
produced with the intention of forming a
system-type work into an art piece. Fuji talks
about the work’s concept and characteristics

as follows.

| view the work Happy Paradies as a
spatial work created as a document to
demonstrate that the system-type ex-
pression Kaekko has been held at thou-
sands of places nationwide since 2000.
The nature of the work lies not only in
its spatial arrangement as an installation
but also in the background of the space
where a large number of toys are gath-
ered constituting a major component of
the work and the structure of the work. It
is also presented as a new type of art doc-
umentation regarding project-style rep-
resentation. | expect it to establish itself

as a tool to “promote new expressions.”"®

First, it would be necessary to review
what Fuji has been practicing in Kaekko.
There are two features; one is his involve-
ment with local communities and children,
and the other is that it is a project in which
various activities (applications) occur after

only the OS (operating system) is distributed.

In this series of projects is nothing called art
piece (artwork) of course, and the nature of
the work in this project is that the “system”
itself, neither a thing nor a matter, proposed
as the Operating System is considered to be
an artwork. Applications that function on the
OS are voluntarily produced by participants,
and things and matters that appear there are
not what Fuji as a creator produced but are
“systems” through which independent ac-
tions increase. Due to this “systematization,”
however, Kaekko is no longer a well-known
artistic expression.™

Moreover, Fuji thought about converting
such an activity deviating from the well-
known concept into an art piece without
losing its characteristics. He first tried to
transform the actual development of Kaekko
activities into works of Dream Bird and happy
ring which are independent, self-supporting
3-D pieces. However, a single work of bird,
ring or Saurus was not enough to represent
the whole activities of magnificent expansion
of Kaekko. Also, as they were motifs originat-
ing from his personal experiences before
everything else, they were not appropriate
for Kaekko that was open to the public.

Then in what ways does Happy Paradies
realize the system-type expression Kaekko as
an art piece?

First, the fact that unthinkable amount of
tens of thousands of toys create a space is
a reflection of the Kaekko system. Secondly,
it is the idea of making the space itself as
part of the work. Fuji also emphasizes the
process of exhibiting works, and he believes
firmly that the conditions of good things
and relationships as well as the conditions
of creating good spaces are determined by
“whom” you experience it with.""® There was
an instruction for exhibiting this work that

“good relationships with students of art col-
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lege, or ideally, with younger students who
have fresh sensibility should be respected.” "
It was emphasized that they would arrange
the works freely by their own sensibility and
intention, not as directed by the artist. That
equals with Kaekko being developed by par-
ticipants’ autonomy.

As described above, Happy Paradies was
significantly different from single pieces he
worked on before, such as 7oys Saurus and
Dream Bird, in that there were the over-
whelming amount of material toys and the
high degree of freedom to create such a
space. Here, | would like to reconsider those
differences through two concepts, “docu-
ment” and “tool” that Fuji refers to.

Usually, “documentation” refers to re-editing
of events through photographs, images and
activity records. In the documentation of that
kind, a viewpoint and thought of the other,
who is separate from the discussed work
and the artist, intervenes and it makes it diffi-
cult to find the nature of the artist’s work. Be-
ing aware of the problem that relationships
between artworks, art pieces and art projects
in terms of a work, as well as a new concept
such as an art tool are all used in confusion
recently, Fuji has been thinking about how
the nature of a work and art piece are sup-
posed to be."?

Boris Groys comments in his book Art
Power, “art documentation is by definition
not art; it merely refers to art, and in precise-
ly this way it makes it clear that art, in this
case, is no longer present and immediately
visible but rather absent and hidden.” As he
further defines, “art documentation is neither
the making present of a past art event nor
the promise of a coming artwork, but rather
is the only possible form of reference to an
artistic activity that cannot be represented in

any other way,” documentation is what “re-
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fers to” art and cannot become art itself.""®
Happy Paradies, however, does not apply to
this definition. Documentation normally “re-
fers to” or “records” a certain activity, but in
Fuji's case, while some part retains that role,
some other part can be a work in itself. In-
deed, this work encompasses a system-type
representation called Kaekko, and in that
meaning, it exists as a document of demon-
stration. What appears to be remarkable
would be that this work has as its distinctive
character the duality of the document func-
tion and the work itself.

Furthermore, the viewpoint of “tool”
is introduced there. It means that Fuji sees
this work as an art tool just like Kaekko. Al-
though Toys Saurus and Dream Bird function
as a document of Kaekko, they are not func-
tioning sufficiently in terms of “tool.” A big
difference about Happy Paradies produced
as a spatial work, on the other hand, is that
it was already regarded as a “tool” from the
production stage, not to mention its feature

as a document.

Happy Paradies is presented as an art tool
to create activities in communities or to
tell the next generation about the con-
temporary spirit of today. It is also shown
as an art tool that will be unfolded in the
future including possibilities to connect
to some system, event, landscape, etc.

that are not conceptualized yet."*

You can see that he was conscious of
providing his work with a function as an art
tool while aiming at an art piece. He com-

ments as follows:

There is a space and in that is an art tool
collected as Happy Paradies. And it is as-
sumed that a system which induces activ-
ities is inherent there. Then | think we can
expect the concept of plug-in. It would be
nice if Happy Paradies could remain as
a collection that could incorporate other
elements. (...) | expect that other creators
and artists will be able to connect to the
system of Happy Paradies to utilize it into

a work in each era."®

Stating positively that this work should
not be stipulated as a fixed spatial work, Fuji
emphasizes the expansion of the work that
arises from there. As Kaekko left the artist’s
hands and spread into the community, this
time he tries to practice it again even as an
art piece that appears to have acquired a
seemingly fixed position. What he keeps in
mind is the function of “tool” to make con-
nections and relationships with others and
other spaces brought about from the high
degree of freedom that he could never ex-
press in a single work of Saurus or bird.

This work is an art piece, art tool and
art document all together. Fuji is extremely
aware of these three roles, and based on his
past activities, he seems to be presenting a

new way for the work to exist.

5. In conclusion

In this essay, | have studied Happy Paradies
as an example of converting a system-type
work into an art piece, from the perspective
of materials and motifs as well as from the
viewpoint of how a work of art document/art
tool should be.

First, Fuji tried to transform the spread of

activities of Kaekko into an art piece using a
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single piece such as Toys Saurus and Dream
Bird. Compared with Happy Paradies devel-
oped afterwards, they were not sufficient to
express Kaekko in terms of the amount of
materials and the degree of freedom. Fur-
thermore, in view of the important function
as a tool of the OS of Kaekko, in the case
of a single work group, whether it is Saurus
or bird, the materials are already glued and
there is no possibility for further change,
and the function as a tool is lost. In Happy
Paradies, on the other hand, the function as
a tool has been emphasized from the exhi-
bition stage down to the state of the work
after the exhibition. That can be said to be a
major factor to form Kaekko into an art piece,
which could not be accomplished by a single
3-D piece.

Here, | would point out a new question
regarding the nature of a tool he is thinking
of. He assumes that this work will change
flexibly considering the intervention of an-
other artist or work. As a museum holding
this work, however, we have to carefully
discuss how much degree of freedom to
be accepted regarding the way how such a
new type of work should be and how far we
can guarantee the nature of the work as a
tool. Our museum has plugged in Fuji's OS
at the time of collecting Happy Paradies. |
would like to think about the meaning and
possibility for the future that this work in our
museum collection has and the way how this
work should be.

In communicating with me, Fuji com-

mented as follows:
“The museum of contemporary art has an at-
titude to collect and preserve contemporary
works, not the past ones, seeking the mean-
ings for the future.”® “Expressive acts mean
taking a step further towards the future.”*"”

Fuji has always expressed doubts about

contemporary society through art. It is al-
ways expressive acts towards the future that
he has not seen yet. Our museum is expect-
ed to nurture the work along with the artist
keeping track of the essence of the work, so
that his present activity can continue to look
to the future through this work.

(translated by NISHIZAWA Miki)

NONAKA Yumiko
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Arts over Doubts! By Fuji Hiroshi, Fukuoka Art Muse-
um, 2005, p. 24.

Fuji's answer to the writer's e-mail, May 17, 2017.
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From the dialogue between the artist and the writer
through Messenger (SNS), June 13, 2017.

Many of Fuji's such activities are introduced in detail

IS

in his blog “Report Fuji Hiroshi Seisaku Kenkyujo”
(http://geco.exblog.jp) As for dragon motifs, the writer
referred to its pages on “dragon group” (http://geco.
exblog.jp/tags/AEFR/2/).

From “Sonzai shinainoni naze ryu wa sonzai shitekita-

o

noka (Why has the dragon existed even though it does
not really exist?)” of the afore-mentioned blog (http://
geco.exblog.jp/12469805/) (Accessed June 17, 2017)
From the dialogue between the artist and the writer
through Messenger (SNS) on June 11, 2017.

From “Waku puraza Katsuta no entoransu ni ‘yume no
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tori” wo kazaru (Displaying ‘Dream Bird' at the entrance
of Work Plaza Katsuta” in the afore-mentioned blog
(http://geco.exblog.jp/tags/ B %/) (Accessed June 17, 2017)
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From the work instructions submitted by the artist

when the work was added to the museum collection.
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