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Introduction
The globalization of Japanese ukiyo-e woodblock prints began in the nineteenth century
when European artists first traced their lines, imitated their vibrant colors and reflected their
flat surfaces. Since then, the appropriation of traditional Japanese print styles has catapulted a
global art culture whose commodification has only expanded and diversified in contemporary
art circles across all mediums. The incorporation of anime into the market over the last twenty
years has heightened this commodification and further diversified the art scene. Takashi
Murakami, one of the most well-known Japanese contemporary artists, successfully utilizes this
phenomenon to catapult his art worldwide.
Although not a label widely used today, Japonisme 1 is an art historical term to describe
the artistic influences traded between Japan and the West in the nineteenth century. I aim to
extend the application of this term; to revive and redefine it in a contemporary context. There
is a substantial amount of existing scholarship on the market history of anime and the role it
plays in globalization, as well as its role in Murakami’s work. Academics have also drawn the
similarities between the market of anime and that of nineteenth century Japonisme. Few
scholars however bridge this gap and address how Murakami’s inclusion of anime puts his art
practices in line with this same Japonisme. I will address this gap in scholarship and argue that
Takashi Murakami’s incorporation of anime into his art is a perpetuation of Japonisme and will

1

Coined in 1875 by French art critic Phillippe Burty, the term Japonisme was created to describe the new
phenomenon of Japan’s influence on the West; and the cultural exchanges among the arts. After commodore
Matthew Perry’s naval mission in 1852 resulted in the opening of Japan’s borders, relations between the U.S. and
Japan took sail and continue to heavily influence each other today. Although no longer a widely-used term,
Japonisme’s application is still relevant.
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explore these similarities through three lenses; Christopher Bush’s theory of the “ethnicity of
things”2, Leslie Bow’s exploration of anime’s racist Kawaii stereotypes, and Pamala Lee’s
consideration of Murakami’s employment of the Post Fordism production model. I will examine
not only how anime reflects these concepts independently, but how through its incorporation
into his art, Murakami then amplifies this theory. To examine this phenomenon, I will consider
Murakami’s oversized, six-panel painting, Kawaii-Vacances: Summer Vacation in the Kingdom of
the Golden from 2010 (Fig. 1). Through this analysis, I will explore how Murakami speaks to
modern marketing trends and cross-cultural exchanges between the United States and Japan. I
will weigh how the merging of anime into his fine art practice has helped him to tap into the
buying power of the Japanese Otaku or “geek” subcultures which spans many countries.
Balancing his artwork between Japanese traditions and pop culture allows Murakami to
historicize his art while simultaneously drawing in new audiences to expand his market.
Murakami’s Cultural Framework
Born and raised in Tokyo Japan, Murakami received his PhD in Nihonga3, or traditional
Japanese painting from the Tokyo National University of Fine Arts and Music in 1993. His
education and interest in the artistic practices of Japanese art eventually evolved into an
interest in anime and manga4, or Japanese comics. This fascination with both historic and

Christopher Bush, “The Ethnicity of Things in America’s Lacquered Age.” Representations Vol. 99 No. 1 (2007), 7998.
3 Nihonga translates to mean Japanese paintings. The term was devised in the Mejii period and is meant to
distinguish Japanese style painting from Western-style paintings. Traditionally, nihonga paintings are done on a
Japanese paper called washi and are executed using a brush and ink or other pigments made from natural
elements.
4 The word manga literally translates to “impromptu pictures”. While the word was coined in the late 18 th century,
it has a much older history and Japanese tradition dating back to 12th century Japanese scrolls. Today, Japanese
manga is used to describe cartoons, comics and animations.
2
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contemporary Japanese culture informs Murakami’s signature style; a kind of anamorphic
monster of Japan’s past, present and future.
As one of Murakami’s largest paintings ever produced, Kawaii-Vacances: Summer
Vacation in the Kingdom of the Golden has a plethora of connections to contemporary pop
culture, as well as Japanese traditions dating back to the eighteenth century. Although his
references to traditional Japanese arts are starkly obvious, there is no mistaking his work for
anything other than contemporary. Murakami’s acrylic-painted, emoji-faced daisies span the
length of the combined six canvases. Standing at attention to address the viewer, these
personable flowers create a scene that likens itself to something out of the movie “Who
Framed Roger Rabbit?”. The brightly colored pedals of each flower create pinwheels that mimic
childhood toys, spinning in the wind. You can almost hear the giggles of children in the
background. The tops of multiple daisies seem to have forgotten their bases and dance freely
across the sky from bottom left to top right, as if on a journey to fulfill a recent wish. Two
monumental, “Toy Story”-like clouds rise in the background; worthy enough to frame the Magic
Kingdom itself. As the viewer consumes this “Candy Land” image, an obvious comparison must
also be made to traditional Japanese byōbu folding screens.5
Murakami’s six-paneled, single-sided canvases, although meant to hang on a wall,
reflect the byōbu folding screen’s multi-paneled construction and flat surface depictions. These

Although originally from China, byōbu folding screens were adopted by the Japanese and have since become a
large part of their cultural heritage. Although the literal definition is “protection from the wind”, these screens
came to represent wealth and prestige as royal decorations and often served at backdrops during speeches and
meetings. The hinged design allowed for the bending and folding throughout the space and aided in an immersive
landscape experience. Most often produced in pairs, the transformation of the room would be impactful with
larger than life images.
5
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traditional screens however, came in pairs and were meant to divide and enclose interior,
private spaces. Setting the landscape across a traditional gold-leaf background gives this piece a
dramatic setting worthy of any Edo period leader.6 As we analyze this painting further, more
specific examples of these borrowings can be seen. Murakami mimics the layout of byōbu
folding screens with an off-the-edge composition that intentionally falls heavier on the outside
and lighter in the middle. This calculated configuration allowed the landscape to frame the
leader while also maintaining compositional integrity. As the three-dimensional nature of the
screens would fold and bend throughout the room, so too would the flowers and landscapes;
creating an immersive experience. While Murakami condenses this compositional layout onto
six flush canvases, the simulation of the royal backdrop however, remains the same. A
comparison to Ogata Korin’s Irises of 1701 further exemplifies this mimicry. You can see the
similarities in the floral patterning, the repetitive composition, the flat surface structure and the
use of gold leaf background (Figs. 1 and 2).
Byōbu screens ultimately became an extremely popular item of interest for Western
consumers during nineteenth century Japonisme and continue to hold the public’s intrigue
today; making Murakami’s decision to incorporate elements of them into his work an
understandable one. By placing his art within the context of Japanese art history, Murakami
establishes cultural precedence and allows his audiences to easily identify his work; giving him a
trademark for branding and globalization.

6

The Edo period was the era in Japan between 1603 and 1868 under the rule of the Tokugawa shogunate.
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Kazari: Decoration with things
Although Murakami’s landscape remains two-dimensional, he incorporates elements of the
immersive experience by other means. Originally created as part of an installation for the
exhibition “Murakami Versailles”, Kawaii-Vancances: Summer Vacation in the Kingdom of the
Golden is just one piece in the larger puzzle and is a continuation of an ancient Japanese
tradition called kazari.
Kazari is defined as “decoration” or “decorative art” and was coined in the nineteenth
century when the Japanese found themselves needing to translate English descriptions of their
work.7 This literal definition however fails to encompass the complete concept behind this
tradition. This artistic practice is not just about creating art pieces that can be used as
decoration. The act of curating the space to create symmetry, harmony and balance within
environments is equally important as the creation of the artwork itself.
An analysis of a photograph of the installation of Kawaii-Vancances: Summer Vacation in
the Kingdom of the Golden at Versailles aids in the understanding of such a conceptual idea (Fig.
3). The polyptych painting, displayed center stage in an otherwise empty room, is isolated in its
install and highlighted through spotlight illumination from an overhead track. The adjacent
Rococo-style molded walls of this Versailles room all remain unadorned, honoring the
magnificence of this painting’s presence. The only additional lighting in this dark room glow
from two dim, but brightly colored, Tiffany-style lamps. The spheres dangle on chains from the
ceiling, framing the painting like a set of complimentary earrings. Shaped and molded out of
Anne Nishimura Morse. Takashi Murakami: Lineage of Eccentrics. (Boston: MFA Publications Museum of Fine
Arts, Boston, 2017), 89.
7
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matching kawaii-style stained-glass daisies, they reflect the Tiffany lamp’s own complicated
Japonisme history 8. The otherwise serine, but dramatically lit room, is disrupted by a sea of
smiling daisies carpeting the floor, wall to wall; inflicting certain vertigo on whomever enters
the space. While kazari informs Murakami’s installations as an immersive experience, it also
helps to propagate this idea of consumption and purchase-ability. By coupling his artworks with
corresponding installation pieces, the viewer-and ultimate consumer can imagine these same
items adorning the spaces in their homes.
Murakami’s Ethnicity of Things
In his article, “The Ethnicity of Things in America’s Lacquered Age”, Christopher Bush
discusses these ideas of cultural precedence and consumption. Bush disentangles the ways in
which nineteenth century Japonisme was rooted in America’s search for cultural ownership
through product consumption. The argument finds a platform in Edgar Allen Poe’s claim that
“because Americans have no aristocracy of blood, they have fashioned for [them]selves an
aristocracy of dollars”9 Bush argues that in an attempt to gain cultural awareness and
worldliness, Americans began purchasing “things” and appropriating foreign cultures in the
eighteenth and nineteenth centuries at a rapid pace. He explains that Japan was highly targeted
during this period of consumption because of their inaccessibility prior to their newly opened
boarders. This was the beginning of globalization and the consumption of products as culture
and America was looking to lead the way as the main conduit of exchange.

The Tiffany Lamp was created around 1985 by Louis Comfort Tiffany and his studio. Although typically classified
as part of the Art Nouveau movement, Louis admits to being highly influenced by an interest in Japanese ceramics.
9 Christopher Bush, “The Ethnicity of Things in America’s Lacquered Age.” Representations Vol. 99 No. 1 (2007), 83.
8
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The collection and interpretation of Japanese "things” became an embodiment of
Japanese ethnicity and a racialization of these “things”. In the minds of Westerners in the
nineteenth century, people and object became inseparable. This is a phenomenon we continue
to see today beyond just the physical art worlds, and manifests itself in other creative practices
like the music industry. Gwen Stefani’s song Harajuku girls, and the subsequent perfume line,
are examples of this perpetuation. Her collectible perfume bottles perpetuate Asian
stereotypes and unattainable feminine ideals by depicting her Harajuku-girl back-up dancers
with slanted eyes and tiny mouths. The plethora of marketing images of Gwen Stefani and her
“crew” depict her parading these Japanese women around and posing them like toy dolls, only
further exoticizing and simplifying the Japanese culture and their people (Figs. 4 and 5).
Because the Japanese “thing” has demonstrated a sustainability in maintaining its
cultural identity, while also universally appealing to the aesthetic market, it maintains its
popularity. Bush states: “Part commodity, part art object, part exotica, the Japanese “thing”
participated in both the material culture of the Gilded Age’s everyday and that age’s grandest
visions of universal history and liberty.”10 Kawaii-Vacances: Summer Vacation in the Kingdom of
the Golden embodies Bush’s concept of objects as “part commodity, part art object, part
exotica”11. The extreme visibility afforded to a touring contemporary painting appeals to worldwide consumers of anime and other pop culture. This in turn perpetuates not only the
preemptive consumption of Japanese culture through the act of viewing the work at a museum,

Christopher Bush, “The Ethnicity of Things in America’s Lacquered Age.” Representations Vol. 99 No. 1 (2007),
78.
11 Ibid., 78.
10
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but also promotes the sale of Murakami’s supplemental Kawaii tchotchkes and trinkets in
museum gift shops and online stores (Fig. 6).
Murakami’s Cross-Cultural Marketing: Kawaii, Disney and Emoji’s
Kawaii, or cute, aesthetic is especially fun and easily digestible. As sweet fantastical
creatures with vibrant cartoon colors, the kawaii-style reaches cross-culturally and taps into the
inner child of all ethnicities. Murakami’s kawaii flowers in particular are not only reminiscent of
the 1970s hippy movement in America, but also reference childhood visions of Disney movies
and Saturday morning cartoons.
This parallel to Disney comes instinctively for a reason however. Although anime is a
Japanese pop culture phenomenon tied to manga, it also has roots in the United States with the
influence of Walt Disney’s cartoons. In the late 1940s, Osamu Tezuka became the most prolific
animation artist and attributed his greatest influence to Walt Disney. It was the release of Snow
White and the Seven Dwarfs in 1937 that inspired Japanese animators to make full-length films.
Growing up on these films, Tezuka implemented not only Disney’s detailed storytelling style,
but also its artistic design with the borrowing of bold lines, round heads and notoriously big
adorable eyes.12 Tezuka’s most famous character, Astro Boy, is often compared to the face
shape of Mickey Mouse while borrowing the big doey eyes of Bambi (Figs. 7, 8 and 9).
Anime as we know it today became an American phenomenon in the mid 1970s and
peaked in 2003. Murakami’s inclusion of anime is an intentional decision in order to connect

Tabatha Butler. “How Walt Disney Influenced Anime.” http://www.themovieblog.com/2013/08/how-waltdisney-influenced-anime/ (retrieved May 14, 2019).
12
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the cultures of the United States and Japan. 13 With the rise of anime, so too rose the otaku
subculture, which in 2003, helped promote anime sales of goods and events to $17 billion.14
Murakami targeted this otaku subculture by adopting characteristics from anime like the
kawaii-style.15 The flowers in Kawaii-Vacances: Summer Vacation in the Kingdom of the Golden
live up to its title. The daisies, with life size happy faces—and some sad—intentionally reflect
myriad emotions, drawing at the heart strings of the painting's viewers and inciting a sense of
child’s play.
The influence of the universal, yet very Japanese, emoji is clear in the expressive faces of
the dancing daisies in Kawaii-Vacances: Summer Vacation in the Kingdom of the Golden. The
human desire to express emotions through recognizable images is almost instinctual and can be
seen in cave paintings dating back to 9,000 B.C. Derived from the American-made smiley face16,
the Japanese emoji17 helps to build a worldwide language through universal facial expressions.
Additionally, the digital use of simple emoticons, such as a colon and a parenthesis for a smile,
led to the manga-inspired emojis. The internet has allowed for an increase in trans-national
communication and helped to spark new ways of interaction through images and symbols.

Nissim Otmazgin, Anime in the US: The Entrepreneurial Dimensions of Globalized Culture, (Pacific Affairs, Vol. 87,
No. 1, 2014), 59.
14 Ibid., 70.
15 Amanda Cruz, Midori Matsui, and Dana Friis-Hansen. Takashi Murakami: The Meaning of the Nonsense of the
Meaning. (New York: Harry N. Abrams, 1999), Exhibition Catalogue. 29
16 Harvey Ross Ball was an American graphic artist that came up with the image of the smiley face in 1963 wen he
was commissioned by The State Mutual Life Insurance Company to design a graphic that would raise the morale of
their employees. Bell completed the design in 10 minutes, was paid $45 for his work, but unfortunately never
copyrighted his design. The image was produced on pins for the insurance company employees and was found and
appropriated by Hallmark in the early 1970s who eventually trademarked it and sold more than 50 million buttons
by the end of 1971 as part of political propaganda to push for optimism after the Vietnamwar.
17 What society knows as the modern emoji was created by Japanese artist Shigetaka Kurita in 1999. First widely
accepted by mobile users in Japan, it became a world-wide phenomenon with the rise of social media.
13
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While the reduction of complex language to symbols can be useful, it can also lead to
stereotyping.
Kawaii-style emojis and anime, while simple and appealing, have a hidden racial agenda.
When comparing Kawaii-Vacances: Summer Vacation in the Kingdom of the Golden to its earlier
version Kawaii! Vancances d‘ete’ from 2002, we can see a more varying of skin tones and the
occasional stereotypical slant-eyed Asian caricature (Fig. 10). Bush states “The value of the
Japanese thing is produced by its being overtly foreign and substantially “universal”, that is,
different enough to produce value but also assimilable enough to do so: a kind of model
minority thing.”18 While this concept of Asians as a model minority is most often discussed
when analyzing their ability as a people to blend into America’s culture, it can be dually applied
when considering the skill of Japanese art to assimilate into America’s art markets and heavily
influence entertainment culture.
Kawaii-Style: Marketing the Racism of Cute Things
As a subcategory of anime, kawaii-style masks an otherwise shameful stereotyping
through its cuteness. Its capacity to incite feelings of affection remains discriminatory and
bigoted nonetheless. In her essay “Racist Cute: Caricature, Kawaii-Style, and the Asian Thing”,
Leslie Bow quotes Takashi Murakami explaining his take on the kawaii-style as a kind of
temper-tantrum representation of “Japan’s occupation-era emasculation” and states that it is
“a sign of (Japan’s) postwar dependency.”19 While racist caricatures certainly materialized in

Amanda Cruz, Midori Matsui, and Dana Friis-Hansen. Takashi Murakami: The Meaning of the Nonsense of the
Meaning. (New York: Harry N. Abrams, 1999. Exhibition Catalogue), 87.
19 Leslie Bow. “Racist Cute: Caricature, Kawaii-Style, and the Asian Thing”. American Quarterly, (March 2019,
Volume 71, Number 1.),45.
18
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the minds of Westerners independently, it didn’t take long for Japanese artists and producers
to recognize the benefits of self-commodification versus falling victim to it. Bow goes on to
state that the cuteness of kawaii-style things is merely a symptom of the anxieties that
Japanese feel due to the power dynamics of “neoliberal capitalism, global commodities and
colonial fantasy.”20
As a Japanese man, Murakami joins the forces to appropriate this essentialism21 and
market it to his benefit, further playing the system and tapping into Bush’s concept of
America’s need for cultural consumption. The marketing of one’s own race and culture,
although not a new concept, is epitomized by Murakami’s practice. Because anime is so
identifiably linked to Japanese culture, having also established a universal appeal, Murakami
dually attracts the market in America while maintaining a Japanese identity. This exoticism of
the Asian “thing” perpetuates an enjoyment of racial desires and unequal power dynamics.
Cuteness allows for dominance and a type of sadistic pleasure. The instincts as the viewer to
want to hold, snuggle, and pinch the cheeks of these cute “things” are encouraged. As the
desire to coddle and parent these inanimate objects spreads, so does the desire to purchase
some small representation of the cute characters paraded on canvas. By tapping into such a
well-established market demand, the final piece to the puzzle for Murakami would be to
provide an equal supply to that demand….production.

Leslie Bow. “Racist Cute: Caricature, Kawaii-Style, and the Asian Thing”. American Quarterly, (March 2019,
Volume 71, Number 1), 55.
21 Essentialism is the concept that people or things have a natural or inherent aspect to them that is not learned or
taught. For example, that people from different cultures are born with intrinsic abilities or characteristics that are
fluid throughout all members of that culture or race by nature or scientifically.
20
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Murakami’s Toyotaism and Market Globalization
Post-Fordism or “Toyotaism” refers to the time period after the invention and
implication of the Ford assembly line process when Japan’s Toyota production model came to
dominate the industry. Toyota cars were released in 1944 and rapidly expanded in the 60s and
70s. Their production model grew so large in the 70s and 80s that restrictions were placed on
the import of Japanese products into America. Although this new model utilized a similar
Fordist assembly line technique, it added an individualized touch with customized tailoring
(Figs. 11 and 12).
This idea of mass-production with tailoring capabilities was not a new concept to Japan
however. Ukiyo-e prints, which gave rise during the Edo Period of 1615-1868, were also
conceived as a way to fit the demand for inexpensive and collectable artwork during a time of
economic boom and a blending of social classes. Like Toyotaism, the production of the ukiyo-e
print helped to blur the lines between high art and ‘low art’ or craft. It wasn’t until the creation
of the Tokyo School of Fine Arts in 1887 however, that the Japanese began to distinguish a
difference in what the Westerner’s had already divided as labor, craft, and fine art. It was
Japan’s participation in the Philadelphia Exhibition in 1876 22 that set the wheel of Japonisme

It wasn’t until relations with Russia went sour in the 1890’s, that the Japanese began to search for ways to
establish and proclaim a level of significance, power and wealth with the west. This led to Japan’s recognition of
the political influence of the Western Art Expositions. The hierarchical organizational structures of these
expositions reflected the political and governmental structures of powerful countries like America through a
representation of culture and sophistication. Japan represented itself and their goods at the exhibitions by setting
up temporary “Japanese-style” buildings called bazaars and staffed them with Japanese performer’s, mimicking
their home culture. This aided the marketing of their goods through cultural entertainment. Not only were the
Japanese objects on display in hopes of acceptance, but so too were their people and culture. These expositions
were a form of commodified voyeurism where Japanese sold their identity in exchange for an education in the
Western social structure. Westerners in contrast hoped to gain some type of cultural osmosis through commodity
consumption.
22
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into motion and began the American-Japanese craze. This American desire to consume the
Japanese “thing” gave rise to the popularity of the ukiyo-e prints due to its ability to showcase
intricate and technical skill through mass-production. This process intrigued Westerners as
much during nineteenth century as it did during the evolution of Toyotaism over two hundred
years later.
Murakami began reflecting these successful Japanese production models in 1996 with
the opening of his own factory and assembly line, the Hiropon Factory; which later evolved into
his Kaikai Kiki Factory in 2001. In her book, “Forgetting the Art World”, Pamela Lee states
“Whether called lean production, post-Fordist production, just-in-time production, or
Toyotaism, these models are allegorized by Murakami on both extramural and domestic
levels.”23 Through the Toyotaism model, Murakami’s team mass produces everything from
small plush kawaii-style keychains to made-to-order large masterpieces (Fig. 13). This process
allows anyone, despite their income level, the ability to purchase a little piece of a Murakami.
Kawai-Vacances: Summer Vacation in the Kingdom of the Golden was created at the
Kaikai Kiki Factory and is a later edition of its earlier 2002 version Kawaii! Vancances d’ete’
(Figs. 14). Every square inch of gold leaf added with care, every flower outlined with precision,
every face color and expression curated with thought and intension. The tweaking and tailoring
of the details can be seen when comparing it to its older version. A few minor changes can be
seen in the placement of the flowers near the top edge of the second cloud, and more diverse
skin tones are included. The most obvious difference, however, is the flashy addition of the gold

23

Pamela M Lee. Forgetting the Art World. (Cambridge: Massachusetts Institute of Technology, 2012), 63.
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leaf background. This intentional upgrade furthers the connection to historical Japanese
culture, leaving a more dramatic and lasting impact for the viewer. Although, an obvious
comparison is often drawn to Andy Warhol, I’d almost argue that Andy Warhol himself was
playing off conceptual ideas and innovations linked to Japan. Like Warhol however, an essential
component of Murakami’s art is the capitalism and sale of his supplemental merchandise. The
mere display of the myriad of tchotchkes and trinkets alone is an installation piece in its own
right (Fig. 15).
Conclusion
When paired with his employment of the Toyotaism production model, Murakami’s
incorporation of anime, pop culture and the kawaii-style globalizes his work through an
exploitation of the “ethnicity of things” and cultural consumption. This modern extension of the
business model of nineteenth century Japonisme allows us to redefine this term with presentday examples. Analyzing Kawaii-Vacances: Summer Vacation in the Kingdom of the Golden gives
us a better understanding of how not only art is a reflection of the history that precedes it, but
also how we ourselves are products of our own making, forever connected and evolving.
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Figures:

1
Takashi Murakami’s Kawaii – Vacances Summer Vacation in the Kingdom of the Golden, 2008.
Acrylic and gold leaf on canvas, 9.8 ft x 29.6 ft. Private collection

2
Ogata Korin’s Irises, 1701.
Pair of six-panel folding screens; ink and color on gold leave on paper, 59.4 in × 133.4 in each. Nezu

Museum
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3
Takashi Murakami’s Kawaii – Vacances Summer Vacation in the Kingdom of the Golden, 2008.
Acrylic and gold leaf on canvas, 9.8 ft x 29.6 ft. Private collection
Versailles Installation Image
Photograph: Patrick Aventurier/Getty Images

4
Gwen Stephanie Harajuku Girls. Jean Baptiste Lacroix/WireImage
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5
Various online images of Gwen Stephanie Harajuku Girls Perfume Line.

6
Various online images of Murakami Merchandise
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7
Images of Astro Boy by Osamu Tezuka from
https://www.quora.com/Why-do-many-Japanese-animation-characters-have-big-eyes

8
Image of Mickey, Astro Boy and Goku from https://wallflyer.wordpress.com/tag/osamu-tezuka/

9
Image of Bambi by Disney from
https://www.quora.com/Why-do-many-Japanese-animation-characters-have-big-eyes
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10
Takashi Murakami’s Kawaii! Vancances d‘ete’, 2002.
Acrylic on canvas, 118.11 in x 354.33 in.

11
Image of Post-Fordism production from https://www.e-ir.info/2018/04/02/the-merits-of-postfordism-from-a-gendered-ipe-approach/
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12
Image of a 1978 Toyota Factory in Australia from
https://www.toyotaglobal.com/company/history_of_toyota/75years/text/entering_the_automotive_business/cha
pter2/section5/item6.html

13
Murakami's Kaikai Kiki Factory
Images from:
https://studionevin.wordpress.com/tag/kaikai-kiki/
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14
Murakami's Kaikai Kiki Factory producing Vacances Summer Vacation in the Kingdom of the
Golden
Images from:
Photo of a page from the Murakami Versailles exhibition catalogue

15
View of Takashi Murakami: Under the Radiation Falls, GARAGE Museum of Contemporary Art
Moscow, 2017
Image from:
https://garage.vice.com/en_us/article/59dvzn/takashi-murakami-interviewed
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