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FOREWORD TAROIGARASHI
ARCHITECTURE HISTORIAN, ASSOCIATE PROFESSOR TOHOKU UNIVERSITY



THE DEVELOPMENT OF POST-WAR HOUSING IN JAPAN WAS A PHENOMENON NOT
SEEN ANYWHERE ELSE INTHEWORLD

There were a number of contributing factors, including the large number of homes
that were burned down during the war; a government push for homeownership to
stimulate the economy; growing anxiety amongthe middle class on their ability
to purchase single-family homes amid a rapidly growing economy; the tendency
to rebuild homes every 30years (or what | call the ‘Great Invisible Earthquake’);
and the lack of high-quality urban residential complexes. As a result, many home
construction firms sprang up, offering housing as anewtypeof product and giving
architects more opportunities to create signature homes from ayoung age. Both
Tadao Ando and Toyo Ito began their careers designing excellent small residences
in the 1970s. Post-war Japanwasan architectural testing ground from which were
born numerous classics that refined the definition of residential architecture until
itcould not berefined any further. This, of course, did nothappenovernight.

This book, as its title suggests, analyses the ways in which the modern Japanese
home was created. Itis not your typical coffee table book, simply showing picture
after picture of unusually designed residences. Visuals on their own would only
offerasort of Orientalist pleasure at finding out what unique residences the
Japanese people live in. That is not Nuijsink’s intention. She wants to explain

the background and processin which the modern Japanese home came into
being, and what ideas and concepts lay behind their designs. Most notably,

she has divided the content of the book between architects bornin the 1950s
(such as Kazuyo Sejima and Kengo Kuma), architects born in the 1960s (Manabu
Chiba, Yoshiharu Tsukamoto), and architects borninthe 1970s (Sou Fujimoto,
Akihisa Hirata, Junya Ishigami), thus giving space to our youngest generation of
architects before they have reached their full potential. There are also interviews
with structural engineers and designers who have worked closely with them,
inadditiontocritics, editors, producers and home construction firmstooffera
multitude of perspectives on Japanese residential architecture.

There is surprisingly little published in Japan that offers such a wide perspective
onmodernJapanese homes. Perhaps it took someone from another country to
actively seek out meaning behind the cityscapes that we Japanese have come

to take for granted. | first met Cathelijne Nuijsink in Meguro, Tokyo. Initially,
lattempted to speakin myrather poor English, but before | knew it, we were
conversinginJapanese. Nuijsink has spent many years offand on in Japan and
knows the country verywell. Itis this background that has allowed herto create
abook that offers not superficial observations, but something meaningful for
bothJapanese and overseasreaders. It isan important book that goes beyond
Orientalismtohelp therest of the world correctly understand the stateofthe
modernJapanese home.
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THE JAPANESE SINGLE-FAMILY HOME
ATYPOLOGY THAT MOVESWITHITS TIME

Cathelijne Nuijsink



Worldwide, the typology of the single-family home has produced extraordinary
statements about housing, but none of them can compete with the variety

of innovations developed in Japan. Nowhere else in the world have so many
architects built so many small and unique detached houses. The radical nature of
the design, the minute scale of things, the limited building budgets, the extremely
dense urban settings, the extraordinary living requirements of families, the
excessive amount of building regulations and the relatively short lifespan of

the structures make the detached Japaneseresidence a perfect laboratory for
experimentation. In rapid succession, Japanese architects have been able to
develop and introduce countless new ideas on housing, each reflecting the social,
politicaland economic context of its specific time period.

MINUTE ON ALARGE SCALE

Whyisthe designofadetached housesodominantinthe portfolioofa

Japanese architect? Major commissions like large apartment blocks, office
towers, museums, city halls, theatres and stations are primarily awarded to big
constructionfirms because of the multidisciplinary character of such companies.
Their handy combination of in-house engineers, architects, urban planners,
landscape designers, and experts in traffic management, acoustics, lighting, and
building physics means independent architects often missthe boat. They have

to make do with the smaller projects that are left over. While their portfolios may
feature only small homes with floor spaces of 100 m? or less, these architects
approach each commission as a full-fledged project. Practically every Japanese
architect starts his or her practice by designing a single-family home, and many
continue todo so fortherest of their careers. Even well-established architects
who have gone on to design larger buildings continue to design smaller dwellings
‘because of the freedom, the speed of completion and the opportunity to
experiment’, as master architect Kengo Kuma (b. 1954) explains. Kuma himself

is fond of using the small detached house as atest case for newideas.Oncea
concept has been successfullyimplemented, he will re-use theideaona larger
scale every so often.

DOZENS OF CONSTRAINTS

If we are talking about extremely small homes in a context not comparable to
citiesinthe Western world, what makes the Japanese house an interesting design
assignment for the non-Japanese? First, Japanese architects work under the
most extreme conditions. They have to deal with the strictest building regulations
inthe world, regulating the shape of the building envelope, the maximum building
height and volume, earthquake prevention, a compulsory 50 cm distance

from the neighbouring buildings, as well as sun exposure and sightlines. Even

if they manage to come up with creative solutions under such challenging
conditions, their design process has to be inspiring to others. Secondly, clients
who commission an architect have often purchased anincredibly small and

oddly shaped lot. High inheritance taxes often force the subsequent generation
to subdivide the plotand sell the property. As aresult, many large suburban
properties have been subdivided into smaller plotsin recentyears, according

to Yoshiharu Tsukamoto (b. 1965).' Used for mini-development projects, large
properties have been turned into narrow strips, cul-de-sacs and flagpole lots.

CATHELIJNE NUIJSINK
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Even when sold at adiscount because of theirawkward shape or unattractive
location, these subdivided plots are still expensive because of the high price of
land. As aresult, any budget left over for the construction of anew homeis very
small. The houses are beautifullyconstructed as if they were high-endyvillas,
but we are talking aboutlow-budgethouses.Theaverage price of the houses
presented in this book is 180,000 euros, which is still cheap, eveninterms of the
price per square metre of their limited floor space. None of these obstacles keep
the architects from doing their job with passion. In fact, the many restrictions
inspire the designers to get the maximum out of the project. Everythingis done
totransformanapparentlyuninhabitable plot of land into a comfortable place to
live.

EXTRAORDINARY LIVING REQUIREMENTS

Unlike arentalapartment or house forsalethat has to maintain its market value
atahigh level of comfort for a wide range of people, the single-family home in
Japanis designed for one specific family. Asitis unlikely to be inhabited by any
family otherthanitsinitial occupants, architectural concepts can be taken to
their extremes. Unusual features like a kitchen at an unorthodox height, a toilet
as aseparate volume off the main living space, a transparent bathroom in the
middle of the living room, or a set of bouldering equipment lining the walls -
requests unheard of in Europe — can be easily fulfilled in Japan. The short lifespan
of buildings inJapan — an average of only 26 years in Tokyo — hasresultedina
continual renewal of the urban setting and consequently a rapid implementation
of new architecturalideas. Asanincentive to new development, the depreciation
of the value of a house is deductible from taxable income in Japan. Wooden
houses, considered to have a lifespan of 20 years, can be completely written
offin 20 years. A house built of concrete, with an expected lifespan of 30 years,
can be written offin 30 years. Once ahouse has depreciated in value to zero, its
owners can choose to continue livinginit or tearit down and build a new one. By
continuously building new structures, you can therefore obtain considerable

tax advantages. Demolishing existing buildings and building new onesis also
considered cheaper and easier than repairing old structures. ‘Wood structures
are prone to damage over time,’ says ARUP engineer Ryota Kidokoro (b. 1976) to
explain why the scrap and build mentality is still prevalent, especially in Tokyo.
Besides the fact thatthe Japanese crave new thingsin all aspects of society,
Kidokoro adds an architectural factor to the scrap mentality. ‘Many agree that
“normal” buildings designed from after the Second World War up to the 1990s
are generally unpleasant — low ceilings, tiny rooms and cheap facades. These
qualities are less accepted today.’ In combination with their low-maintenance
attitude, the Japanese are quite ready to empty a plot to make way for something
new. Moreover, for many architects around the world, a tiny house would equal a
short design phase. InJapan, more time and energy can be devoted to the design
of asmall single-family home, thanks to the commitment of students working
part-time atarchitecture firms as part of their training or with the support of
their mentor or senpai. The willingness of the Japanese to work untila certain
level of satisfactionisreached,howeverlongittakes,is also anadvantage for
the architect. In addition, the architects benefit from the fact that single-family
homes, such as those described in this book, are all private commissions.

THE JAPANESE SINGLE-FAMILY HOME



No unwanted interference or vision froma commercial developer disturbs the
design process. AJapanesearchitectcantherefore carry outaconceptas clearly
as possible through to the final completion of the building. When combined with
avery highstandard of execution —perhapsthe bestin the world - these single-
family homes resultin architectural conceptsrealized to perfection.

GENERATIONS OF ARCHITECTS

How to Make a Japanese House contains 21 interviewswith 21 Japanese
architects fromthree different generations, bornin the 1950s, 1960s and

1970s. All of these encounters concentrate on one central question: ‘How do

the Japanese approach dwelling requirements?’ —thereby offering insightinto
aseries of unique design processes. Twelve interviews reveal the innovative
design method of the latest generation of architects by featuringhomes they
have produced. Nine interviews with master architects place the designs of the
latest architectural generation within the context of the historical development of
Japanese housing. The selection of 21 architects is based on sustained interviews
over the past six years, repeated site visits to newly built work, and the overall
diversity of architecturalideas amongthe selected designers. Each home used
toillustrateaninterviewrepresentsakey projectinthearchitect’s portfolio, not
only demonstrating an extremely innovative dwelling concept, but also providing
an appropriate example of her or his design method. The design methodologies
have been presented ininterview style to allow the reader direct access, for

once, toJapanese architects, inavery personal way. Critical monologues by

Jun Aoki (b. 1956), Taro Igarashi (b. 1967), and Yoshiharu Tsukamoto (b. 1965) are
complemented by five thematic essays that open up the mystery around the
modern Japanese house and make itintelligible. Besides reporting on the state

of the art of modern domestic architectureinJapan, this book also sheds light
ondifferentarchitectural generations. It shows the diversity of approaches to
housing taken by three generations of Japanese architects. At the same time it
explains what connects the architects within one generation and what makes
eacharchitect uniquein hisor her approach. This dual structure makes it clear
that what we have here is not just a single type of architecture - modern Japanese
architecture — butalso an exposition of the way this design discipline is directly
handed down, to wit: from teacher to pupil.

ZEITGEIST

Without an understanding of the traditional Japanese house, the cultural norms
governing family relations and therestrictions on building in highly urbanized
areas, itis notimmediately apparent to Western eyes that these extremely small
houses inJapan are comfortable places to live in. This book explains this siting,
cultureand zeitgeist, revealing that the power of aJapanese house has little to
dowith the rational, such as the number of square metres it encompasses, but
everything to do with the spiritual. Forexample, economic and political forces
have had a majorimpactonthe evolution of the single-family home typology. After
the Second World War, the American occupation forces imposed a new family
ideology, based on equalrights forwomen, equalinheritance by all children, and
afreechoice of spouseand career. As aresult,Japanembarked on a transition
toamore Americanized nuclear family system. Subsequent shiftsin family
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structure, such as married couples no longer wanting to live with their parents,
were directly reflected in the planning of the urban dwelling. Post-warJapan
experienced a period of rapid economic growth, which reached its peak during
the so-called ‘economic bubble’ from 1986 to 1991. During this time, the Japan
Housing Corporation encouraged the Westernization of Japanese society with
the massive construction of prefabricated houses based on American models.
Subsidized apartments designed accordingto the rational nLDK planning system,
inwhich the ‘n’ stands for the number of rooms, the ‘L for the living area and the
‘DK’ for a combined dining room and kitchen became the new housing standard.
The nLDK apartments were as rigid, uninspiring and repetitive as the open layout
of traditional Japanese homes had beenflexible. Economic prosperity resulted
inthe unbridled expansion of cities, and architects in the 1960s and 1970s
responded to this by making the private sphere turnits back on the city. Homes
isolated from the urban context were no longer the exception. There was a belief
that closed concrete walls could protect the residents from the overcrowding
and noise of the ‘cruel’ outside world. As aresult, family life became a purely
private matter,and aview of the sky was considered the only reliable factorin this
context. Afterthe asset price bubble burstin 1991, this negative stance towards
the ‘chaotic’ city changed into a much more optimistic one. ‘Whereas “Chaos”
had been theultimate paradigm for the postmodern city and Tokyo its prototype
during the days of economic prosperity,’ write Yoshiharu Tsukamoto and Jorge
Almazan, architectsadopted a morereflective outlook during the economic
recessionthatfollowed, ‘trying to go beyond the mere aesthetic contemplation
of chaos and reveal the laws and processes that shaped the city’.? More and
more people wanted to own asmall plotin the expensive central parts of Tokyo,
although thisimplied avery limited amount of floor space. Architects started to
face the urban situation by highlightingthe charms of neighbourhoodsinstead
of only their problems. Through the design of asingle-familyhome, designers
and clients started to look for ways tore-create ties with the city. The single-
family homes designed by architects from this period onwardsrepresenta

new relationship with the street, an exterior with amore opencharacter,and
aninteriorthatis connected to the exterior without sacrificing the privacy of

its occupants.

THE 1950S SPIRIT

Theinfluenceofa masteronthe formationofastudent’s architecturalideasis
indispensable. New graduates have one master: their university professor. By the
time they start their independent careers there is usually another: the architect
they worked forimmediately after graduation. This means we can roughly identify
anew generationonce every tenyears. The oldest generation of architects
featured in this book was born between 1950 and 1960 and is represented by
Kengo Kuma, Kazuyo Sejima (b. 1956), Jun Aoki (b. 1956) and Kazuhiro Kojima

(b. 1958). The architects of this generation all grew up with the ideals of the
Modern Movement. They are all searching for ways to go beyond modernistideals
but admititis difficultto completely liberate themselves. ‘While those from the
generation before us could talk about the city as a huge issue, my generation
talks about concrete ideas for a particular client and site,’ is how Aoki sums up
the ‘Fifties spirit’. Their clients, often older than the architects, are self-confident
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people who usually know what they want. They consider it the task of the architect
torespond their requests, but allow them to put their own stamp on a project.

‘Our thinkingis nota kind of ideology, but more a fundamental thinking, Aoki says
todescribe the difference with the older architects who addressed majorissues
such asthe cityas awhole. ‘We don’t strive for abig social change, but rathera
slight change in attitude.’

THE 1960S SPIRIT

The generationofarchitects borninthe 1960s started their practice during the
economic heyday when everything was possible, or just after it when suddenly
nothing was possible. During the years of prosperity, postmodernist buildings
were the norm. During the crisis that followed, research instead of design became
the main focus. Waiting for new design assignments, many architects formed
teams and thoroughly investigated how to create a good relationship between
the home andits surroundings. ‘These unit groups are effectively organizations
that are well-suited for survivalin the post-bubble network society, comments
architecture critic Tarolgarashion design firms like Mikan and Atelier Bow Wow.
‘They have an extremely positive attitude towards the city, because they believe
thatreform and innovation begins with small things,’ is how Igarashi explains the
‘Sixties spirit’. The architects from this generation are represented in this book
by Yoshiharu Tsukamoto (b. 1965), Manabu Chiba (b. 1960), Ryue Nishizawa

(b. 1966), Akira Yoneda (b. 1959) and Katsuhiro Miyamoto (b. 1961). Compared to
the elder generation of ‘stiff-collar architects’, this generation is ‘notably casual,
bothintermsofits look andits startintothe field’, Igarashi says. As a result of
their fieldwork and investigations, they discovered that the urban landscape
could function as anincubator for newideas,?and took advantage of the small
size of sites in order to produce little houses with unique forms. ‘I don’t think we
are so muchreinforcingthe status quo of Tokyo’s landscape as looking forward to
discovering what lies beyond,’ explains Tsukamoto on how he addresses the city
duringadiscussionwith his contemporary Nishizawa and seniorarchitect Riken
Yamamoto (b. 1945) about his generation of architects.* ‘This 1960s generation

is very much influenced by the generation before me,’ says Aoki, noting the skip
of one generation. ‘Because they also address the city, they have a more intimate
dialogue with the generationbornin the 1940s thanthe one borninthe 1950s.’
Although they are very much concerned with their clients’ hobbies and individual
lifestyles, whenit comestoresidentialdesignthe 1960s architects deal more with
spatialissues. ‘Of course |l listento theclients’requirements and respond to their
requests, but the answer should be strong and able to apply to other clients or
sites as well,’ says Chibain explaining the importance of a certain flexibility. ‘My
design attitude is how to make a skeleton for the urban fabric of Tokyo.’
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THE 1970S SPIRIT

Duetoeconomic hard times, design opportunities for the youngest generation
of architects in this book, born roughly between 1970 and 1980, are limited to
small-scale projects ranging from interiors, renovations, products, graphic
design and small single-family homes. Nevertheless, they take the tiny projects
very seriously. Their design methodology is flexible and multifaceted: not just
applicable to small buildings but also suitable for developing products, interiors,
bigger buildings. Their contribution to the discussion on the contemporary urban
landscape lies in finding new ways to involve the family in urban life. Instead of
withdrawingthem from the city, architects propose new lifestyles that allow
residents to reconnect with the urban context. What they have incommonis
their curiosity for little things happeningimmediately around them. By closely
observing both location and clients, these architects arrive at phenomenal
solutions. ‘While the older generations of architects in Japan carry the status of
adoctororajudgein the eyes of their clients, the young generation of architects
can be better described as life consultants,’ architect and designer Naoki
Terada explains. ‘The young architects are of the same age as the clients, share
similarinterests and are really good in dealing with the highly detailed requests
of their clients.’ Architects and clients spend a lot of time together during the
design process, casually drinking and eating together. Often a new friendship
starts, something quite unlikely for the older generations. During these informal
meetings, architects listen carefully to the minorissues of the family. Not
surprisingly, thisis when their clients’ requests are truly understood by the
architects. Suddenly the abiding love of the husband for his classic car emerges,
or the secret that the female clientis not good at cooking and consequently
cannot arrange the fridge properly. Such a close relationship between client

and architect often ensures a steady stream of work thanks to word-of-mouth
publicity: a satisfied client willintroduce the architect to his or her friends. In
spite of the restrictions of the smallplans (with footprints assmallas 30 m?)
alldesignshavealliberatingeffectbecause their solutions focus on their
three-dimensionality. The interiors emphasize a sense of grandeur rather than
limitation. Aremarkable thingin the era of rapid globalization is the locality
thatunderpins theirarchitectural concepts. Inspiration often comes from the
immediate environment (the city), or from personal memories that still carry
strong echoes of traditional Japanese culture. The young generation is very aware
of the impact the Modern Movement had on the design of previous generations,
but they look for solutions that gradually go beyond those of the modernists or
elaborate completely newconceptsbased on modernistideas.

Arecentandrecurringtopicinthe work of these youngarchitectsisthe
reinterpretationof nature. Kisetsu, the Japanesefeeling for the fourseasons,is
stillaprominentconcepttoday. Architectsrealizethatgrowingupinaworld of
concrete and plastic calls for solutions that go beyond the conventional idea of
agarden, and they use nature as a metaphor for a new architectural language.
Curiously enough, master architect Toyo Ito (b. 1941) takes a very critical view of
the work of Japan’s younger generation of architects. Having educated many now-
renowned architects, such as Kazuyo Sejima (b. 1956), Makoto Yokomizo (b. 1962),
AkihisaHirata(b. 1971) and HideyukiNakayama (b. 1972), he believes most ofthe
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work currently being builtinJapan is too white and abstract. ‘| think that there
is absolutely no future for architecture inthe extension of twentieth-century-
style pure abstraction,’ he writesin anintroductionto Sou Fujimoto’s work.5
‘The obsessive flatness and coolness of that kind of minimalistic refinement
just leads to the loss of vivacious human sensibilities, and produces even more
homogeneous, uninflected people.’ Ito encourages young Japanese architects
togooffinacompletely differentdirection. By inviting young architects to
collaborate, sitting ona jury for design competitions and through his own school,
ITO (Initiative for Tomorrow’s Opportunities in Architecture), he wants them to
explore away of architecture that ‘can restore the primal relationship between
people and nature’.

GLOBALEXAMPLE

Despiteits local inspirations and context-sensitive constructionrules thatdo not
applyoutside Japan, the Japanese single-family home sets an example as a global
design challenge. The largest developing countries in the world are currently
undergoinga process of growing urbanization. Migration to the cities and the
resulting shortage of space will force people to be satisfied with living in fewer
square metres. In contrast to the high-end luxury villas most people canonly
dream of, the Japanese single-family home is a low-budget solution accessible to
many. This book argues that the single-family home is not merely an example for
building a similar assignment overseas. Built under the most extreme conditions
and with alow budget, the design methodologies presented in this book offer
solutions for the design process of any building typology, in any country. The
lesson we can learn from Japanese architects is the ability to reduce things to
theiressentials, showing how the design of asingle-familyhome can become a
powerful mixture of spatial planning and top-notch structural design of limited
size and budget while still leaving room for intuition and poetry.

1 K Kitayama, Y. Tsukamoto and R. Nishizawa, Tokyo Meta0o.1zing . Tokyo: TOTO
Shuppan, 2010), 38-39.

2 Y.Tsukamotoand J. Almazan, ‘Scrap and Build: Alternatives to the Corporate

Redevelopment of Tokyo’, MONU Magazine 4 (2006). 6.

Kitayama, Tsukamoto and Nishizawa, Tokyo Metabolizing. op. cit. (note 1), 11.

4 Y.Tsukamotoand R. Nishizawa, ‘Discussing the Contemporary Urban
Landscape’, The Japan Architect 66 (2007), 10-13.

5 T.lIto, ‘Theoreticaland Sensorial Architecture: Sou Fujimoto’s Radical
Experiments’, 2G Magazine 50 (2009), 4-9.
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THE 1950S GENERATION

SUBURBAN TOY HOUSE
Jun Aoki

STEELTRAIN

Kengo Kuma

LEVELS OF COMPLEXITY
Kazuyo Sejima

UNDER THE CANOPY

Kazuhiro Kojima



Jun Aoki (Jun Aoki & Associates)

SUBURBAN TOY HOUSE [
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» Project name: N
I | ocation: Yokohama, Kanagawa Prefecture
Year of completion: 2007

Clients: couple + two children
Special request: Let’s try to make aninteresting house together. If an

extraordinaryidea doesn’timpose any inconvenience, the result could be fun
Site area: 165.00 m?

Builtarea: 35.09 m? -
Total floorarea: 127.39 m? §
Structure: reinforced concrete g’ ==

Structuralengineer: Kanebako Structural Engineers
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SUBURBAN TOY HOUSE

ARCHITECT: JUN AOKI

Year of birth: 1956

Education: University of Tokyo, Tokyo
Work experience: Arata Isozaki (b. 1931)
Master: Kazuo Shinohara (1925-2006)

How do you go about designing a house for aclient?

JunAoki: ‘Asarchitects, we know that every clientis different. Clientswhodon’t
feelthey're anydifferentfromotherclients may haverequirementsthatarevery
ambiguous orvague. Eachdesignprocessstarts withfindinga coherent feeling
aboutahouse fora particular client. By visiting the site together with the client,
we hope to add to the basic brief. The input from that visit helps us to pinpoint
priorities and to form aninitial design concept. In general, we create over 50
concepts for each house and eventually propose several options that satisfy the
client’s needs.’

What if the client’s brief is simply too vague?

JA: ‘| feel that all requests are based on personal experiences from childhood
and that people cannot free themselves from returning to the past. For example,
clients often request tatami rooms, but when we ask them to explain the need for
atatamiroom, they usually can’t give a clear answer. What they really want, as we
fully realize, isa place torelaxor perhapsaroom for guests. We often sigh when
yetanother client asks for a tatami room. We may decide tointerpret arequest for
something specific, like a tatami room, by suggesting something more abstract.
Ourinsights are usually correct, but not always, of course.’

What are the necessaryingredients forahouse?

JA:‘Agood housedoesn’thave to fulfil all requirements — just the basicones that
are high onthe list of priorities. The function of a house is not permanent, because
family members get older and children grow rapidly. It should be a very flexible
space. If you design a singular solution that meets only the current requirements,
in five years the house will no longer be convenient for the family. When we design
ahouse, we give even the more specific elements a sense of adaptability. It can
always be modified or renovated later.

What is the most essential rule?

JA:‘The siteis the mostimportant factor,becauseit’s usually the clientwho
selects and buystheland, makingthesite not just a physical condition, butalso
amentalone. By visitingthe sitewiththefamilywe geta glimpseintothekind

of lifestylethe clients foresee. When peoplechooseto live inthe heart of the
city,whichis very expensive, they typically picture avery unusual lifestyle. They
ask fora house with asingle purpose, such asaplacetorelaxortosleep. Take a
historical example like the Tower House (1967), designed by Takamitsu Azuma
(b.1933), whichis justaround the corner from my office here incentral Tokyo.
Azuma said we don’t need a living room, as the city itself is a living room. You

can eatinrestaurantsin the neighbourhood instead of at home. You can meet
your friends in the city and not at your house. Azuma’s design ended up being
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very small, almost like a staircase. But sites in the suburbs representamore
conventional lifestyle. Children can play outside here. The husband commutes
tothe centre of Tokyo every day to work and gets home late at night. N House is
located inasuburbanarea, and the occupants wanted the feel of a conventional
house.’

What role does the exterior of ahouse play in conveying the lifestyle of its
residents?

JA:‘The exterior conveys a message abouttheoccupantsandhow they feel
about their surroundings. We can build a house as big as possible, withonly a
50-cm setback from the property line. But this will make the house next door
seemvery oppressive, and there’s no possibility for natural ventilation. It’s
essential todesign with the client’s attitude towards the surroundings in mind,
especially with regard to the people living nextdoor. The first thing we try to find
outis how aclientfeels about relating to the neighbourhood. Choosing the space
between the buildings, and the shape of that space, is one way to convey the
message.’

Are you saying that the outside of ahouse expresses the client’s opinion of the
neighbourhood?

JA: ‘It’'s not adeeply personal portrait, butitdoes revealan attitude towards
others. In myopinion a house should not be too unique; ifitdoesn’tfitintoits
environmentatallitappears to be egocentric. You live in a space because you like
that place and thus should respect the area around you. The exterior should say
that the family likes its surroundings.’

The context of NHouse isatypical new town.

JA:‘Thenewtownis a highly specifictype of community. We could callit “rootless
space”. The environmentis not natural. It’s composed of rational requirements
andisacollection of signs. You can look atitas alandscape filled with “shortcake
houses”. Inthis country, the term “shortcake house” is used to express what the
Japanese calla “cutie feeling”. People living in the new town want a comfortable
space. But “comfortable” is a mentalrequirement that draws inspiration from
models, so to speak. For example, Amanresorts [luxury holiday resorts] claim to
be places of relaxation, so people often try to imitate the “Amanresort look” in
theirhomes. The same goes for lifestyles from other countries or even familiar
colonial styles, all of which you’ll find in our new towns.’

Indesigning N, you played with the shapes and materials used in conventional
houses lining the streets of Japan’s new towns. Please explain.

JA: ‘We didn’t set out to design an obviously unique house. Taking our cue from the
surroundings, we gave the house a pitched roof and used the same materials as
neighbouring houses forroof, walls and windows. Our roof even sports achimney,
although it has no function. The conventional house has brown or grey exterior
walls, and white roofing materials are not available in Japan, so we had to buy dark
shingles and paint them white with a silicone-resin emulsion.’

Do the neighbours see N as a misfit?

JA:‘The houseisonlyslightly different. Passers-by may not notice thatit’s
adifferentstyle fromothersin thevicinity, although now and then someone
probably sees that the windows have square openings with asymmetric sashes,
forexample. On each side of the house an asymmetrically divided window has
beenrotated. And rather than having the drain run from the roof, bend towards the
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building and continue straight down, we bent the drain away from the building and
had it go up, just the reverse of what you’ll find in an ordinary house. This house
belongs to adifferent species. It’s designed to be looked as if it wants to be part of
a group butis unsuccessful. [t communicates in another language — as though it
were a toy house.’

Atoy house? Who plays with it?

JA:‘Everyhouseinthenewtownisatoyto play with. That'sthe essence of the new
town. But the expression of the house should be rich and natural, not artificial.
That’s why we didn’t use cheap materials, which really would have turned itinto
atoy. We installed nutwood flooring, for example, a material with natural, rough
patches that gives the house a sense of luxury.’

Was N the result of a set of rules? Or did it emerge from its situation?

JA: ‘N wanted to obey the rules of its context, but —in line with our normal
approach to design — we were not willing to abide by the laws of a standard

code. The house did notrise from a tabula rasa. It’s an interpretation of the
surroundings. In Japan, contemporary designers like the idea of atabularasa;
they like starting from zero. But I don’t. | like changing the existing to create
something new. Sometimes the change can be very small, but even a smallchange
can make something happen.’

Tell us what it’s like to be inside N.

JA: ‘Roughly speaking, we prepared three kinds of spaces: a large-scale space
inthe basement, a small-scale space contained within the wooden volume,

and a medium-scale space in the form of a terrace atop the living area. Think of
Jonathan Swift’s story Gulliver’s Travels, which takes you to the country of giant
men, where you feel your body changing size — as it does whenyou’rein Arizona,
forinstance, aplace that makes human beings seem very small. If you build
ahouse whose spaces are all one scale, the body respondsto only one scale.
Walking around in this house, however, we're exposed to different scales and have
different feelings.’

What do materials add to the experience?

JA: ‘We make a distinction between the material and its application. The material
itselfis notas important as how it’s positioned and what effect it produces. In
the AomoriMuseum of Art we used brick. But for Japanese peoplebrickhasa
very heavy, Western feeling that | didn’t want to convey, so we painted the brick
white, creating a kind of opticalillusion. People look at white and wonder what
itisand what to think about it. It's hard for them to identify their reactions. In
ourLouisVuitton projects we usetransparentglass, but ordinarily we don’t like
communicating glass as glass. We want to express the transparency of glass

—its immateriality. We’ve developed a treatment of glass that produces a non-
reflective material with a translucent or matte quality.’

Canwe callN an example of Robert Venturi and Denise Scott-Brown’s ‘decorated
shed’ — the basement being the shed and the upper floors the decoration?
JA:‘lassume N is neither a “duck” nor a “decorated shed”. The house is outside
thisdichotomy. As Venturi said, architecture is a system of associations, a kind

of message to the people. This message encompasses two ideas: meaning and
media, the second of which conveys the first. Venturi believed in the existence

of meaning. As for me, | don’t think architecture should communicate meaning.
Ididn’ttry to give N meaning. If anything, | wanted it to confuse meaning. Soin
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answertoyourquestion, N does not have the same purpose as the decorated
shed.’

Recently, we've noted arenewed interestin a more pictorialrepresentationon
fagcades worldwide.Canwecallyour contributiontoarchitecture ‘iconic’?

JA: ‘I find much of iconic architecture superficial — buildings made as decoration
without any spatial contribution. It’s difficult to adopt this method of design,
because it’s not the surface thatinterests us buta more complexrelationship
with various elements, not least the context. You can call N House a piece of
meaningfuliconic architecture, but only in the sense of overdone. And here the
use of the term “overdone” suggests a very silenticonic architecture.’

THE 1950S GENERATION



‘MAKING THE SITE IS
NOT JUST A PHYSICAL
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Project name: Steel House

Location: Tokyo T

Year of completion: 2007

Clients: couple + two children - _

Clients’ profession: university professor + tea master“,
Specialrequest: Atearoom for tea ceremony classes and a display space for
model trains m_-'i:‘ —
Sitearea: 202 m’ jim—— =

Builtarea: 113 m? -

Total floorarea: 265 m’

=Structure: steel + concrete

Structural engmeer Structura De3|gn Office EJII’I




46

STEEL TRAIN

ARCHITECT: KENGO KUMA

Year of birth: 1954

Education: The University of Tokyo, Tokyo
Master: Yoshichika Uchida (b.1925)

You started your career during the economic bubble (1986-1991), a period in
whichreal estateand stock prices greatly inflated. What was the zeitgeistofthe
architects, and what kinds of buildings were being produced?

Kengo Kuma: ‘During this period ofrapid economic growth, common people
were suddenly able to find the joy of design and were really excited about
getting something designed by adesigner. Architects were really excited as
well of course, because every kind of design or move was possible. | started

my office in 1985, six years before the bubble burst. Although Iwas a beginner
without any experience, | received large-scale commissions right away. | ended
up designing a few postmodern buildings, which didn’t leave me with a good
reputation. The buildings became a symbol of the bubble era.’

What impactdid the burst of the bubble have on your career?

KK: ‘I suddenly couldn’t find any projects in Tokyo and had to change the
direction of the office drastically. My clients changed from rich bubble people
inthe Tokyo areato humble people from the countryside. After working on
huge-scale projects at first, |lwasleft with very small projects thatdidn’t

even make money. | wasn’t happy with the situation at the time but now

| believe experiencing the crisis was lucky for me. It was then that | learned to
collaborate with local craftsmen. And because we weren’t on a tight schedule,
wecouldthink up new variationsoftraditional details over and over again.’

You have experimented with a lot of materials, wood, glass, plasticand bamboo
to name afew, in previous housing projects. Where does this curiosity about
materials come from?

KK:‘Inthe quiet era, just afterthe bubble burst, | started studying traditional
Japanesearchitecture again. The humility of traditional Japanese architecture
perfectly fitted that time. Strangely enough, as a student at the University of
Tokyo Iwasn’t atallinterested in traditional Japanese architecture. | figured
out it was because my professor didn’t teach me the relationship between
traditional architecture and contemporary architecture. Instead, he just
taught methe frozen situation of traditional architecture. It was during the
1990s that | was able find a strong connection between the two. | found out
thatJapanese craftsmen are ableto preserve the spirit of traditional design
and that the essenceoftraditional Japanese architecture is deeply related to
materials and details, something a professor can’tteach you from textbooks -
you have to experience it yourself.’

Icanseeadirectconnection between your experimentsinbambooand wood and
traditional Japanese architecture. But whataboutsteel?

KK: ‘Steelis also a material that is deeply related to craftsmanship. Although
steelitselfis kind ofa global material, the way it is used depends on the local

THE 1950S GENERATION



culture. Japanese cultureis very much craftsmanship-oriented. | selected the
material of steeltoexperimentwithdetails, like | did with the other houses.
Oneoftheintriguing things about steelis its pre-shape. It provides freedom
and makes it possible to perforate the material.’

Cansteelreflect the sensitivity of soft materials like washi paper,bamboo and
wood, and otheraspects of traditional Japanese architecture?

KK: ‘With Steel House | want to show the beauty of shadow and natural light

by showing the different layers of the facade. In the interior we combined the
material of steel withthat of plastic. Between the steel and plasticweinserted
atransparentinsulation material. Usually, architects hide the structure by
coveringit with an exterior material, but in Steel House | deliberately wantto
display the different layers of the facade. In traditional Japanese architecture
the honesty of the structure was also veryimportant and carpenters would
always leave the structure visible, instead of covering it. It makes the project
verydifferent from, forexample, modern Chinese architecture, where people
appreciate the strong effect more.’

Nowadays you design huge-scale projects around the world. Whatrole is left for
small,detached Japanese houses in your portfolio?

KK: ‘| like the design of small houses. Bigger projects require a lot of people,
including developers and big contractors. Itis very hardto strike a balance
when so many different parties are involved. What’s more, the schedule of
large projects is very tight, so we’re always being pushed. In a small house, we
canstill find thetime to think deeply about details and in the process make the
projects very experimental. To me, the typology of a small detached houseis
aperfect laboratory for developing new details and for studying new uses of
materials. Those experiments are important toinnovate on the large scale. If
wedidn’t use these laboratories, we also wouldn’t be able to produce designs
aschallenging as we are doing now.’

Steel House is ahouse for a friend of yours, a professor who loves model trains.
What kind of house did herequest?

KK: ‘The only thing the client, a professor in computational design at the
University of Tokyo, requested was a space for his collectionof 10,000 model
trains and a small table to make new models. As there were no requests
concerning the spatial layout, | proposed a house with the dimensions of a
train. The structure is amonocoque, exactly like that of atrain.’

The houseis designed like an interface between the family and the city. Why
doyouthinkitisimportanttoinvite people other than family membersinside
aprivate house?

KK: ‘Traditionally, the Japanese used to live in close communication with their
neighbours. Houses were notisolated, but physically and socially connected. It
was after the Second World War that the American influence in Japan became very
big and the country shifted in another direction. Afterthe burst of the bubblein
1989, Japanese peoplerealized thatthe foreign influence felt strangeand started
to feel sympathy for the compact, old-style Japanese city again. The baby-
boomer generation in particular had been very much influenced by American
culture, but now eventhey seem to prefer the atmosphere of the traditional
Japanese city. SteelHouse is not just for the family: it is like a meeting space for
the family and their guests. The owner deals with business contacts on a daily
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basis, and receives them at home. His wife, a teacher of the traditional Japanese
teaceremony according to the Sou Hen Ryu School, receives her students in the
tea ceremony room on the ground floor of the house. The roof terrace, 54.5 m?,
provides space for relaxed get-togethers with students and clients outside
official business hours. Suspended above the compact urbanlandscape of
densely connected houses, this terrace is like an opening to the city, virtually
apart of the street itself.’

In contrast to the closed microcosm of houses built after the Second World War
in Tokyo, Steel House wants to communicate with its surroundings. What is the
dialogue?

KK: ‘The location of Steel House is very unique, as it is defined by two narrow
streetsthatcross at two different heights. The 6-m height differential is
incorporated into the house as a natural phenomenon. The client believed

the problem of this unusual site could only be solved with adistinctive kind
ofarchitecture. Wedesigned an L-shaped steel box that containsthetoptwo
floors of the dwelling and positioned itatop a concrete basement. It’s wedged
between houses, the two streets and a stairway that connects the two streets for
pedestrians. The sturdy appearance of the house — made of rough, moulded steel
3.2 mm thick — evokes the image of a train on a side track, which might be coupled
toanengine and pulled away atany moment.’

Atactile quality of materialsis usuallynotenough foryou. Youalso like materials
tochange expression. What experiments did youdoinSteelHouse?

KK: ‘Steel can have many different faces and | wanted to show this diversity.

The corrugated steel platesinthe facade, for example, are for structural as well
as decorative purposes. One of the qualities of corrugated steelis thatyou can
make lots of openings. Steel House has no less than 23 windows and five doors
that connect the house and the city. We studied the neighbouring houses, and
eachwindow in some way connects with a neighbour. Basically, we avoid a face-
to-face meeting with the neighbours; it's more about an oblique connection
withthem.Inside, thestructural plates are covered with a layerofurethane

foam as insulation, as well as 40-mm hollow polycarbonate plating. Lighting

was incorporated atfloor level, sothatwe can see the curvesofthe steel plates
through the polycarbonate and the insulation — not as a decorative motif, but
asareminder of the texture and the structural characteristics of the material.
Insulation materialis usually covered because people believeitis ugly.

However, | like texture so we used atransparent sprayed polyethane insulation
material.’

Hobbiesseemtobe the centre of this house. The main living space contains a
cabinetwhere model trains canride up and down.

KK: ‘At first | thought that the client’s model train collection would turn the house
into a private museum. But after designing the layout, | found that the house is
actually also a private museum for his wife. Happily, husband and wife respect
each other’s hobbies. The two routings through Steel House show this respect.

In order to preserve the privacy of the family, the dwelling’s circulation features
aformalas wellas aninformal route. Students of the Japanese teaceremony
accessthe houseviatheentrance onthe ground floor, where a traditional mizuya,
awaitingroom before the actual tea room, officially confirms their reception. At
ordinary moments this entrance space is the setting for a game of table tennis.

THE 1950S GENERATION
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Theinformalentrance is situated on the level of the higher street. It is if two
houses with two entrances are combined.’

It reminds me of an article you wrote entitled ‘What the Paddock Will Look Like’.
You mentioned that houses are only interesting when they have the power to
involve society.

KK: ‘The idea of the nuclear family is notatraditional Japanese concept, but one
imported from the USA just afterthe Second World War. Before this, the Japanese
family used to be very ambiguous. Families lived close to each other and shared
many things. After the bubble burst, in the 1990s, the situation totally changed.
Ahousebecamea place for leisure and hobby. At the same time the definition
ofthe nuclear family became ambiguous again. Now multi-families consisting

of differentindividuals share one house. On the other hand you have nuclear
families where all family members come togetherin aone-room space. What |
want to doin Steel House is show people that hobbies can be part of society. See
itas a pleasure house that connects with the world outside. It shows that the
typology of the single-family house still has its importance in society today, butin
acompletely different way.’

Isitactually quite natural for Japanese architects to now design houses that
openup to thecity?

KK: ‘Yes, | would say we are going back to our roots.’

THE 1950S GENERATION



‘EXPERIENCING THE
CRISIS WAS LUCKY
FOR ME. IT WAS THEN
THAT | LEARNED TO
COLLABORATE WITH
LOCAL CRAFTSMEN’

KENGO KUMA
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Project name: Okurayama Apartments
Location: Okurayama, Kanagawa Prefecture
Year of completion: 2008
Client: private individual
Specialrequest: Long lifespan, no tall building
Site area: 457.77 m?
Built area: 207.20 m?
Total floor area: 553.11 m?
Storeys: four

Structure: reinforced concrete
Structuralengineer: SSC/Sasaki Structural Consultants
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LEVELS OF COMPLEXITY

ARCHITECT: KAZUYO SEJIMA

Year of birth: 1956

Education: Japan Woman'’s University, Tokyo
Work experience: Toyo Ito & Associates
Master: Toyo Ito (b. 1941)

What’s the difference between designing a single-family home on commission
and designing apartments forunknown occupants?

Kazuyo Sejima: ‘Apartment buildings house a wide range of residents. Even

so, most developers want completely homogeneous buildings with identical
apartments. That makes it very difficult to design owner-occupied apartments
with a nice atmosphere. For example, when an architect suggests the use of
natural wood, the developer might disagree on the grounds that anything made
ofrealwoodis unique, and that notwoapartments would be exactly the same.
Each variety of wood does have a particular grain, of course, butvariationsin

the grain cannot be avoided. Designers appreciate such natural features, but
developers have other concerns. They're afraid someone willcommenton his or
her apartment being different from the neighbour’s.’
Pleasedescribethetypeofapartmentblock most developers would buildina
residential area like this one.

KS: ‘Housing projects in Tokyo are usually located on smallsites. Acentrally
positioned complex, rising amid a certain amount of greenery that normally
reaches the building line, has a footprint of 50 or 60 per cent. Communal space
includes stairs. Longrows of apartments are positioned to receive natural

light from the south. | hate designing buildings like this, because they’re ugly.
Inan ordinary apartment building in central Tokyo, each apartment functions
independently. Most people hardly know their neighbours.’

Intermsoflayout and exterior form, Okurayama Apartments is everythingbuta
standard Japanese apartment block. How did you refine the shape of the building
volume from the firstidea until the final construction?

KS: ‘From the beginning | thought about two things. First of all, itisvery hard to
rent a space with a garden in Tokyo, so | thought about making smallapartments
with gardens. Recently many Japanese architects have been designing small
housing projects, so-called ‘designer mansions’. Basically, these apartment
buildings feature double-height studios and look more designed because an
architectis involved. The property of those sites is small, but the developer asks
the architect to maximize the building volume. Automatically the architect will
focus onthe shape, the material or the interior design. Okurayamais slightly out
of the centre of Tokyo, about 30 minutes by train from Shibuya. This time the client
preferred not to opt fora maximum-sized building volume, leaving me space to
make gardens. Less than half of the 450-m?site is occupied by building mass.

It has a floor space ratio of 45 percent, very low compared to other apartment
buildings.

‘Secondly, collective housing usually means several units that are put withinone
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volume. Instead, | want tothink about the relationship between a housing block
and its surroundings, while at the same time | want each apartment to have its
ownrelationship with the surroundings. Every architect may have something to
say about how to get a good relationship with the surroundings, but they always
talk about the entire building volume. | want to bring character to each of the
individual apartments, which is how | eventually arrived at this shape. The block
can beread as nine apartments sharing one courtyard as well as nine individual
courtyards, each belonging to aseparateapartment.’

The curves make it very sculptural. How did you make sure it didn’tbecome an
object inthe city?

KS:‘The firstidea of three courtyards cut out oftherectangular volume displays
avery closed character towards the neighbourhood. Making cuts in the exterior
facade as well, | felt, would already improve the connection between the

building and its surroundings. However, atthis stage the one-volume idea was
still stronger than the idea of the individual unit. Thinking about continuity, |
located the entrances of all nine apartments on the ground floor. Moreover, |
experimented with a big garden on the ground floor instead of filling it entirely
(except forthe entrances) with interior space. It was a bit of a pity not to use the
ground floor at all, so | moved the volumes up and down: some apartments touch
the ground and others do not. In this way the apartments could get an own private
garden space on the ground floor or a private terrace on the rooftop. The final
designis thus a mixture of the firstand second idea. The rectangular perimeter of
the building is simply defined by the site after accounting for a 2-m setback, as |
wanted to plant some trees between the building and the street.’

Is Okurayama Apartments a statement against the current state of housingin
Japan?

KS: ‘People seem to feel more comfortable with alife in the interior space as they
spend more and more time inside, while at the same time they try to wipe away any
dirt from outside. | know thisis because when theinterior space is cut off from the
outdoorenvironmentitis easyto get control over it. If you were to open a window,
they would suddenly feel very uncomfortable with cold airand sound entering. It
isabit scary to me that people can only feel comfortable in such a closed space,
because you do not necessary have to think about other people’s behaviourin
thisway. InOkurayama Apartments | deliberately put loose soil in the garden
instead of a perfect pavement. Japanese people are getting too afraid to even
touch soil. I want to make a place, an apartment, where people canfeelmore open
towardsthe cityand where there is a betterrelationship with the surroundings,
while remaining comfortable. This comfort might sometimes be disturbed by
wind ordirt, as | rather want them to feel or find the comfort of the place. Ifa
spaceis completely closed or fenced off, it is not necessary to claim territory. But
isn’tit much nicer to see some kind of communication happening, for example
residents telling “intruders” on their territory not to touch or enter furtherasiit

is their private domain? Up to a certain pointit might not be a problem having no
clear fenced boundary, butif someone intrudes too far on a private domain, the
residents simply communicate thatitis their place.’

Whatis the differencein the atmosphere of the gardensin your earlier project of
Seijo Town Houses (apartments for sale) and those of Okurayama Apartments
(apartments for rent)?
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KS: ‘I believe that close proximity to greenery and soil is essential to good living,
especiallyinaplace like Tokyo, where people forget what it’s like to be in touch
with nature. Soilis something that should literally enter — and even dirty — the
house. Seijo Town Houses is situated in avery low-densityarea. The footprint of
my building is only 40 per cent. By spreading greenery accross the site we've not
only givenresidents more freedom, but also connected dwellings to the outdoors
and anticipated contactamongresidents. | tried to bring out the special character
of the location. Some of the communal space “belongs” to your neighbour, while
atother placesit’s as though you, as a resident, get part of that communal space
back. Mostimportantly, | tried to make a good living environment for different
families in one complex. Although the entire site is fenced for security reasons,

I tried to establish arelationship between the garden and the neighbourhood. The
atmosphere | feel around Okurayama Apartmentsis thatitis about the movement
of the airand about soil. The soil is more spread out than in Seijo Town Houses, as
notonly the gardens but also the terraces are finished with black soil. Okurayama
Apartments also shows there are actually no problems with security even though
it is not fenced, as people simply use the roads along the building block. Curiously
enough, it is elderly people who show interest in this openness of the block, while
young people just walk by.’

What did you achieve with the curved walls, something you couldn’t find with the
straightwalls of Seijo Town Houses?

KS: ‘This time | wanted a better mixture of light. In Seijo Town Houses the walls
areflat, soone side of a facade either gets light oris dark because it lies in the
shadow. When making curves the sunlight radiates in gradations, giving a better
mixture between the interior gardenand the surroundings. As Seijo Town Houses
are for sale, the units required three bedrooms. But using a curve to divide space
into smaller parts to make the required rooms would produce rooms difficult to
use in terms of layout. The units in Okurayama Apartments areonly half the size or
lessthanthosein Seijo Town Houses — basically one-room studios. Because the
studios are long, curves can divide the space more easily. For furnishing reasons,
we took care to give each studio two straight walls, except the centre one, which
only hascurved walls.’

What happensintheoutdoorspacebetween the units?

KS: ‘According to the regulations we had to make a 3-m path through the entire
site connecting with the street. | made three curved garden spaces, each
facingtheroad. In thisway|l created a public street, semi-public gardens for

all nineresidents and more private gardens, not exactly closed but extending
furtherinside the site. | hope that the people living here will arrange the gardens
themselves, as well as the spacein front of their entrance. This behaviour should
affect those who buy anindependent house in the neighbourhood, with owners
adding some trees next to theirown doors or in front of their house. In this way,
gradually the nine residents will create an entire environment.’

What was your biggest surprise during the whole design process?

KS: ‘The final shape of the volume was the biggest astonishment, as until now

my projects were somehow easy to describe after completion. Although the
processis long, the final form always seems avery simple one, and normally

I can explain why this shape or why this structure was the result. With Okurayama
Apartments, the shape was easytounderstand until the first stage, asitwas
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one block with nine units thataccommodated a courtyard by raising the volume
onpilotis. However, this volume was too closed: it blocked air flow within the
courtyard. The finalvolume of Okurayama Apartments isvery hard todescribe in
terms of structure or shape, as some parts have been moved up and some down.
Smalldetails, like the relationship of a higher or lower volume with the neighbours
iswhat determined the final shape of the building. Surprisingly, it is the most
complex one | have made so far, as it doesn’t look straightforward at first sight.’
Inwhat way does this project give you somefoodfor thought for future projects?
KS: ‘If | were allowed to use more money, | would have thought more about the
structure. Using a steel structurewithall those curves wouldn’t have produced
avery beautiful effect, so we opted for concrete. However, concrete needs more
thickness and therefore shows heaviness. This was not a low-budget project —
rather mid-range in terms of cost. Still, if | had been able to | would have liked to
develop a new structure that was a mixture of concrete and steel or something
else that would allow for more thinness. Recently, | have been thinking about

the physicalweight of a building, more than the context or the materials. Let

me explain. The site of this project is very close to the station.InJapanastation
area is naturally surrounded by bigger commercial buildings while behind these
commercialareas we suddenly have small-scale housing. The contextis a
contrasting mixture thatis hard to describe, but to me it is the distance and the
density, together with the programme, that conveys the impression of the real
weight of the area. Looking at the area from this standpoint, the concrete we used
now feels a bittoo heavy forits surroundings.’
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PrOJect Name: Sunken House ’*? 3
Location: Odawara City, Kanagawa Prefecture q
Year of Completion: 2010w
Clients: couple + one child ﬂ
Clients’ Profession: office worker '
Special Request: The possibility to hlde stuffin some kind of storage
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ARCHITECT: KAZUHIRO KOJIMA

Yearofbirth: 1958

Education: Kyoto University, Kyoto, University of Tokyo, Tokyo
Master: Hiroshi Hara (b. 1936)

You were fortunate enough to study architecture under Professor Hiroshi Hara
(b. 1936) at the University of Tokyo. How did he influence your way of thinking
aboutarchitecture?

Kazuhiro Kojima: ‘Hara taught me how to look at the world and how to understand
the world. He extensively researched many villages around the world together
with Riken Yamamoto (b. 1945) and other students. By getting acquainted with
different cultures, sites and people, Hara obtained his own strong logic. This isa
very essential quality when you have to deal with clients.’

lam sure you did comparable studies of small villages in Hara’s laboratory. What
kind of design methodology did you eventually develop out of those studies?
KK:‘Atthe very beginning of my careerin 1986, | had this idea of shrinking Tokyo

by making the city denser. My designs turned out to be very complicated, and
apartment buildings started to look like small complex villages in themselves,
similarto the ones weresearched. Key projects in my portfolio, like Kobe Factory/
Komatsu Forklift (1991) and Utase Elementary School (1995) in Chiba, eventually
changed my design approach. From those projects onward, | started to considera
design fromthe existing activities ratherthan form.’

Is this how the idea of the Space Blocks came into existence?

KK: ‘The system of Basic Space Block (BSB) is a design tool that can generate
complicated three-dimensional spaces in an easy way. It was firstapplied in

the project Space Block Kamishinjo (1998). BSB is a system of spatial blocks
consisting of three to five extremely small, interconnected cubes. By not dividing
theinsides of the cubes thatare connected, we produced a combination of fluid
spaces within a square section. The BSB units make a sequence and blendin

with the surrounding townscape, creating architecture with an indistinguishable
outline. Most small apartments in Japan tend to be designed by plan or based

on the layout of the rooms. However, we put a combination of cubic blocks (Basic
Space Blocks) into small apartments, so we could recognize rooms as solid space.
Residents will have a muchricher experience.’

Did the idea of simplifying a complicated space emerge because Tokyo is a city
with an incredible visual complexity?

KK:‘ladmitthat| preferthe visualimage of cities like Venice, Paris and Manhattan
to that of Tokyo. However, the experience of living in Tokyo is very exciting, because
it has many gap spaces and different sceneries. Life in Tokyo is like a small trip
with many different experiences. Every day another one! This kind of excitement
derives from the complicated city structure of Tokyo itself, which for outsiders
seems tc nave no urban control at all. While 20 years ago l incorporated the shape
of Tokyo mgre directly into my designs, | now prefer to think about the continuation
into my cesign of urban experience and activities already taking place.’
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You used to talk a lot about a classification of spacesinto ‘white’and ‘black’. Isn’t
thatan outdated concept?

KK:‘Of course, the reality is that aspace is not just merely black or white. We
mainly use the black/white concept to communicate with the client or with
ordinary people. Especially when designing schools, the maintypology in the
portfolio of our office, C+A, the given program is always completely black. In that
case, we consider that half of the space can become white and turninto aspace
where avariety of activities can happen. White space doesn’t mean universal, but
space where people can come up with the function themselves. If the meaning

of all parts of a building is already decided and people cannot decide anything, it
makes foravery rigid situation. | don’t like such uncomfortable spaces.’

Doesthis mean that white includes all kind of ambiguous grey tones?

KK: ‘Once we can have 50 percentblack in our projects and the other 50 per cent
any kind of grey or white to allow possibilities, | will be satisfied.’

How do you translate thisconceptinto housing projects?

KK: ‘Clients for private houses have so many requirements about the kitchen, the
bathroom, the bedroom, and so forth. If you have a large house, let’s say 500 m?,
youdon’t need the idea of black and white, because you can easily include all the
wishes of the client. But when talking about a small Japanese house, the entire
house will become nothing but black if we include all those demands directly. What
we doinstead is to tell our clients that we willincorporate all the requirements,
despite the factthat 50 per centofthe house will be kept white. We solve the
problemofthe limited square metres bythinkingabouthowwe can shrink many
issuesinto asmall space and show them different solutions. We never tell the
clients that they should stop having wishes.’

What was the starting pointof Sunken House,a 90-m? house located in Odawara?
KK: ‘The cityscape inJapan, as a rule, changes rapidly. The site of Sunken House

is an exception. Ontwo sides it faces a kaki fruit forest that is protected by law.
Therefore, the surroundings are rather calm and continuous. Because many trees
surround the house, we didn’t experience as tight a situation as we would when
building in the centre of Tokyo. We had the rare opportunity of designing a house
with four glass facades. The proposed lifestyle is one that is very connected with
the exterior. We sank the floor level of the entire house 70cm, so that the residents
feelthey are living under the kaki trees.’

Howwouldyouliketoseethe residents communicate with the neighbours?

KK: ‘The kaki forest doesn’t belong to the residents of Sunken House. It is the owner
of the kaki forest, an old lady, who is seeking a new way of communication. When
she comes to pick the kaki fruits, she freely enters the grounds and communicates
directly with the residents because of the unusual openness of Sunken House. But
although the house is setting anice example, | am afraid the other people in this
neighbourhood are not so keenonopeningtheirown house to the city.’

Isit perhaps too much of aluxury glass villaset in the forest?

KK: ‘No, the total budget of this project was extremely low! So low that we couldn’t
believe we would be able to construct a single-family house. To be precise,

the total budget of the house was about 155,000 euros. In comparison, young
Japanese architects usually build a single-family house with a budget of around
230,000 euros. Nevertheless | wouldn’t say it became a poor project after all! How
to produce a space with the materialis animportant factor.’
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What were the key issues for the clients?

KK: ‘Theclients are ayoung couple, a “salaryman” and a housewife. They asked
foramaster bedroom and two children’s bedrooms and at the same time they
requested averyopen house. She added the request that she wanted to be

able to store many things out of sight. But with a small budgetitis impossible to
design a big house with separate rooms. In the end we came up withanoriginal
partition system. By moving the white panels the residents can divide the house
into nine spaces as they like. Usually, in daytime the residents prefer to keep the
slidingdoors completely open, makingitaone-room space. At night, they create
bedrooms by closing some of the sliding panels. We solved the storage problem
inside a thick wall. It contains closet space, the television, and the toilet. If you
simply divide the activities in a house into daytime and night-time, it is very easy to
talk about blackand white. But in the case of Sunken House there are many kinds
of grey gradations. Only when all the sliding doors are closed to create bedrooms
canwe speak of adivisionin black and white. The layout possibilities of the house
are endless. If oneis using the space, it is still possible for others to use the house
in a flexible way. And even when the wallis used as storage space or for facilities,
peoplecanstilluseitasashortcut.’

Whatis the innovationin this house?

KK: ‘The section, showing the sunken space, is very important. We intentionally
turned the common U-shaped foundation upside down so the house sinks 70
centimetresin the ground. In this way the lower part of the ceiling aligns with

the trees, which gives you the feeling of being under the kaki trees. Although the
house was made with a universal and conventional wooden framework structure,
thereis asense of a much wider space extending towards the outside, as we
concentrated most of the supportin the centre of the house, while the restis
held up by thin white columns. The strange boxontop of the house looks as if itis
separate from the main house, like a smallannex. Itisaspecialroomincaseone
of theresidents wants towithdraw for a little while from the rest of the family. The
floor of this annexroom is made of a lattice screen. Natural light comes through
into the central part of the living room underneath.

How canatransparentfloor provide privacy? Areyou perhaps talkingabouta
mental privacy, instead of a physicalone?

KK: ‘The family consists of only a mother, father and one child, so they don’t
require privacy in anisolated way, completely closed off from each other. The

top room just givesthem achange from everyday life. Theviewfrom upstairs
iscompletely different from that from the house itself. While in daily life the
residents linger underneath the trees, upstairs they feel as if they areontop of
the trees. From here they can enjoy a far-reachingview over the forest and the
surrounding houses. If the couple get really angryateach otherone day, | guess
oneofthem will go for a walk outside.’

Do you feel youmade the daily lifeof the clients happierwith this house?

KK: ‘The clients used to live in a standard rental apartment. In Sunken House, they
feelveryfree,including in relation to the surroundings. They told me that they
have many possibilities for arranging their life.’

In what sense did you create a new environment here?

KK: ‘Recently, we have been talking about the concept of fluidity, including
elements like windows, light, water, sounds and activities. Activities are fluid.

THE 1950S GENERATION
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Designing architecture means setting the direction of the flow. When designing a
small private house, we also think a lot about the flow in the surroundings. In this
case,itisabout how to share the kakiforest, how to deal withshadowand how

to control the visibility. Almost all parts of the house are visible to passers-by.
Gradually, the behaviour of the surrounding people will change, something we also
consider fluid.’

While designing this house, did you come up with anidea you would like to
research in your next housing project?

KK: ‘At the moment|am interested inal fresco or what | consider semi-outdoor
space. In Sunken House, almost all parts are interior space, but | like the idea of
residents being able to live more outdoors as well. In Jetty Cabin (2007), a single-
family house in the shape of aship, | designed a semi-outdoor space underneath
acantilevered structure. Passerssby feel as though they are between inside and
outside. Atthe same time, the cantilevered wooden deck facing the street is a
great outdoor space for open-air parties for the residents. Many neighbours walk
pass the cantilevered wooden deck. | like it when people naturally start to gather
ontheroad andtalk with the peopleonthe deck.’

Sunken House is very open to the city. Is this possible because the surrounding
houses are still very closed?

KK: ‘Atraditional Japanese house consists of 90 to 95 per cent white space and
5to 10 percent black. This is because of the flexible use of the tatami space.

The built-in closet and the butsudan, a small Buddhist altar in Japanese homes
tocommemorate deceased family members, arethe only fixed elementsina
traditional Japanese house, and therefore its only black spaces. The Japanese
are traditionally very flexible in changing the function of a space. With a foldable
futon mattressinstead of abed, an undefined room covered with tatami mats
canchangeintoabedroominaninstant. Whenthe mattresses are replaced by
alow table the very same space transforms into a diningroom. It was only in the
1960s that Japanese peoplewereintroduced to the Western notion of privacy.
Nowadays, young Japanese people especially have a curiosity for new types of
living. | believe that if you design one part of the house very closed, forexamplean
underground bedroom, the other part of the house can be extremely open.’
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FOURARCHITECTURAL GENERATIONS
Monologue by Yoshiharu Tsukamoto

I would like to talk about the trends in twentieth-century houses in Tokyo and
specifically about the fourth-generation house, the house built after the year
2000.Tokyo’s first suburban developments in the 1920s produced the first
contemporaryJapanese house. As the average life span of a single-family house in
Tokyois26to30years,wecandistinguish four generation cycles, which started in
1923, 1949, 1975and 2001, respectively. Theoretically, we havethusexperienced
three generations of houses in Tokyo. Inevitably, architects today are designing a
fourth-generation house. This continuous cycle of housing generations in Tokyo

is quite unique compared to other megacities. Fashion, for example, has areally
shortcycle of only six months or ayear. Infrastructure, on the other hand, has
along-time scale of 100years. The Tokyo house provides anintermediate time
scale, between commercial, fashion, socialactivities and infrastructure. By
embedding a 26-year regeneration frequency within the residential areas, we can
begin to observe avariety of building behaviours in Tokyo accordingto specific
generations.

During the post-war period, Japan rapidly produced a consumer society.

The construction of detached single-family houses not only articulated the
difference between a nuclear family and an extended family, but also separated
the individual from the family. It introduced private rooms using the so-called
nLDK system, a formatindicatingthe number of rooms plus letter designators
indicating the presence of common areas: Living, Dining and Kitchen. Instead of
equipment and furniture for one room (common in the traditional Japanese house)
each room inthe modern single-family house needed a television, aradio, a table,
abedandachair. Thisreally accelerated Japanese domestic demand. The flip
side of this legacy is that the single-family house became solely for the family. The
modern Japanese house has also undergone many changes. Since the 1970s, itis
fully equipped withair-conditioning, which is used constantly, while the curtains
are habitually closed. And the houses stand closertoeach other than ever before,
because all plots have been subdivided. All these facts mean the Japanese single-
family house has become intolerant. The task of today’s architects designing
fourth-generation housesistoescape from this spiralofintolerance and create

a betterrelationship between people through architecture. Toachieve this
objective, ahouse should include certain spaces that accept people fromoutside
the family. We can achieve this by integrating other functions such as an office
space, aworkshop, acafé ora shop, and inviting in those who are not members of
the family. Secondly, more opportunities for the residents to spend time outside
in a quasi-exterior space can be provided, forexample byintroducing a loggia or

a balcony. When people become familiarwith spending time in a semi-outdoor
space, communication between residents and pedestrians will take place.
Thirdly, the typical gap spaces between two detached houses could be redefined.
We caninvent new uses forthesespaces, forexample as alight chamber or
balcony.

To understand the dynamics of Tokyo, and the meaning of a single small house
inthe context of a megacity, it is not enough to study only the urban form. You
need to study the rhythm and time scale of the city as well. We summarized those

FOURARCHITECTURAL GENERATIONS




investigations in our book Behaviorology." Only when we study behaviour can we
sense a time scale. Within one building we distinguish three kinds of behaviour.
Oneisthe behaviour of human beings. It is about the relationship between the
posture of human users and furniture, for example. Second is the behaviour

of naturalelements, such as light, heat, wind and humidity. These elements
involve with the micro-phenomena of physics, which arise outside and eventually
infiltrate buildings. Third is the behaviour of buildings as observed in the larger
context of a city. We investigate the vocabulary a group of buildings shareson a
particular site, without overlookingits retroactive quality as well as its inherent
flexibility. The range between the architectural languages is what could be called
the behaviour of buildings.

Toinvestigate behaviour, we need a certain time scale. For example, the behaviour
of human beings, includingthe acts of waking up, eating, drinking, going to

the toilet, working, resting, eating, going to bed and waking up again, need to

be observed over one day. Social behaviour, including activities such as going
toschool orthe office and a weekend off, needs at least one week. Tofind out
aboutthe microclimate inside a house, you might need only three hours, from 9
a.m. to noon. To observe the changes in the behaviour of buildings in the city you
need atleast50oreven 100 years, so behaviourrelatesto typology. In places
where buildings share a certain set of characteristics, a streetscape hierarchy is
produced. If you carefully look around a Tokyo residential area, you will discover
that several different generations of houses exist next to each other. Although
the details may be different, it will be easy to identify the first generation, the
second and thethird. The changes in generations show in fact the different kinds
ofbehaviourofabuilding inthe city. Architectural design can synthesize all
different behaviours in one entity. By trying to understand those behaviours, we
can transform the existing behaviour in amore humorous way.

One of the most obvious building behaviours | discovered during my research
onresidential neighbourhoods in Tokyo is the Urban Village. The Urban Village
describes a residential neighbourhood surrounded by ten-storey fireproof
buildings along the main street — the Fire Prevention Access configuration. The
rows of fireproof buildings prevent fires from spreading to the neighbouring
blocks and keep the main street saferforevacuation. Atthesametimeit provides
Tokyo with adistinctive urban configuration. Buildings within the firewall are kept
very low in height. They face narrow, winding streets with almost no traffic. Once
you leave this block, youarein the middle of the citywith ten-storey buildings and
shops. The second phenomenon I discovered is what | call subdivurban. The first
generation of suburban developments in Tokyo, like Denenchofu and Okusawa

in the 1920s, started 10 km from the city centre. Because the city has expanded,
however,thesesuburban areasare now located in the midstofthe city. There
ismuch pressure on these areas, because the price of land became extremely
high under the condition of highinheritance taxes. While the first houses in the
suburban residential neighbourhoods totalled 240 m?, the land soon became
unaffordable for ordinary employees to inherit whole. This has accelerated the
subdivision of property in orderto pay inheritance taxes. The initial concept

of those residential neighbourhoods has thus been transformed. A third
phenomenon | discovered iscommerzidence. Cat Street, a well-known shopping
street famous forits hip youth-oriented fashion shows and cafés, is the most
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typical example in Tokyo. In this small street commercial activities interact with
the structure of aresidential area. Thisis an urban pattern that Tokyo residents
really like, combining shopping with working and living, all in one place. Typically
foracommerzidence, the buildings are small and in keeping with the scale of the
urban space. Wedo not find any chain stores or big companiesin such areas. All
the buildings are maintained by small capital, and customers know the owner
personally. This kind of urban typologywas never planned; it has always emerged
during atransformation of aresidential neighbourhood by means of commerce.
A good example of commerzidence in Tokyo used to be the areaaround
Nakameguro Station, an area that was discovered byyoung people in the 1990s,
and one of the centres until 2006 or 2007. Nowadays the centre of commerzidence
is moving towards the west side of Tokyo, around Ookayama.
Architectsfromolder generationstriedto turn the house into.a microcosm in

an attempttocriticize modernism. Modernism focused on a fantasy of creating
super-transparency between theinside andoutside. Architecture hadtobe
universaland functional. | cannot learn from the modernist approach anymore but
simply being opposedtomodernismisalsopassé. | would rather find the solution
in architecturalintelligence:acommon creativity embedded in the architectural
language of a building. Itis similartothe kind of intelligence still found in Italian
palazzos, Parisian apartments or Kyoto’s old machiya (old wooden town houses).
An architect is not somebody who just designs a building but also somebody

who thinks about the social framework of architectural production and urban
creation. This framework must be investigated in order to discover how to see the
city, how to understand the city,and mostimportantly, how to activate the city.
The challenges leftin Tokyo for our generation of architects definitely lies in the
design of public space. We have too many buildings in Tokyo, but there are still
many undefined spaces. Look atall the non-organized interstitial spaces between
buildings, streets and front yards. With public space | don’t mean the kind of
public space in buildings owned by the government. We should design public
space thatappears indifferentvenues. | canimagineitcould even extend into
privately owned buildings like single-family houses.

1 Atelier Bow-Wow, The Architectures of Atelier Bow-Wow: Behaviorology (New York:
Rizzoli, 2010).
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Project Name: Studio Gotenyama
Location: Shinagawa-ku, Tokyo
Date of Completion: 2006

Client: Artec co., ltd |||l
Special Request: A product clearly designed by Manabu Chiba. The §&
general producer of this projectis related to an art museum, so he want
the building to be one of his masterpieces

Residents: three individuals/couples

Site Area: 131.40 m?

Built Area: 80.28 mzﬁ; P

Total Floor Area: 277.35 m? ;' < ||

Maximum Bmldmg Helght 11.30m

Storeys: four
Units: three (rental) | "‘a‘,

Structure: box frame type reinforced concrete \ &
N Structural Engineer: Kanebo StructuralEngmeers
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ARCHITECT: MANABU CHIBA

Year of Birth: 1960

Education: The University of Tokyo, Tokyo
Work experience: Nihon Sekkei Inc.
Master: Hisao Koyama (b. 1937)

What canyouas anarchitect contribute to the design of the urban landscape?
Manabu Chiba: ‘| recently talked with landscape architects who spoke about the
sculptor Robert Alwein. Alwein listed four definitions for a sculpture. First, he
talksabout “site dominant”. In this case the sculpture is made without thinking
of the setting of the sculpture. In fact, the sculptor doesn’t care whether the
sculptureis agarden oramuseum. The second conceptis “site adjusted”. The
sculptor thinks about the kind of location in which the sculpture is going to be
placed, forexample a station plaza or a garden. The third conceptis well known
and is “site specific™: the artist has visited the site and thinks about a sculpture
thatreally fits. Butaccording to Alwein, there should be a fourth definition,
namely “site generated”. Once the sculpture is placed on the site, the meaning
of the site becomes clear. By making the sculpture you gradually discover the
contextand aspects of the site that were unknown. Compared to this, “site
specific” isactually a very passive concept. Alwein’s explanation of “site
generated” describes my ideas on architectural design very well. In Tokyo, itis
really hardto explain the context. Somesay itis chaos, while others say the chaos
isits beauty. | still believe we should look for a context. Tokyo’s context is hidden,
and you have to discover it each time you create architecture.’

Whatis the context of Studio Gotenyama?

MC: ‘The site is typical Tokyo, a dense mixture of modern high-rise towers and
old two-storey orthree-storey wooden structures behind them. There is little
sunlight and limited views. It is easy to say that this is not a good environment for
living. But if we take this attitude we will always have to repeat the scrap-and-
build methodology, immediately destroying everything that is not good. Tokyo
has many aspects we never discovered before. Atthe Gotenyama site | wanted to
design abuildingthat can rebuild the charm of thatarea.’

What did you discover about the site?

MC: ‘The distance between the neighbouring buildings and the site isa mere

1m, so | concentrated on the boundary design and the relationship between
theinterior space and the very dense exterior environment. The first discovery
was the effect of putting depth in the windows. | created deep window frames —
between 700 mm and 1000 mm - all around the apartments. Sitting ata window
you have adirect connection with the outdoors. On the other hand, because of
the depth, you can easily hide yourselfand find privacy as you move through the
apartment.’

It’s nice way of thinkingabout privacy, but notenough to make a positive
statement towards the ugly environment.

MC: ‘Yes, that’s why | came up with the idea of cladding the inside of the windows

THE 1960S GENERATION



withreflective stainless steel. The steel gives interesting reflections, like a
kaleidoscope. The reflections provide more detail about the micro-landscape on
the site. The deep window controls the privacy, but atthe same time it reveals a
very unique living condition by reflecting the micro-environments found between
buildings. The reflections give you a little bit of illusionary scenery.’

Atfirstyou made athick and defensivewall. Then it seems you softened the wall
again by punchingit full of holes.

MC: ‘Adesign process is always full of contradictions. People want to protect
themselves and at the same time communicate with each other. Living very close
toeach otherinaverydense urban environment like Tokyo, it’s difficult to find
agood balance between privacy and community. So people usually just take

the easy way outand shut out the neighbours for the sake of their own privacy.
Because thereis notan extremely nice view from this siteand the apartments

are located close to a noisy thoroughfare, | started off with a thick boundary to
protect the residents from the environment. Inside this boundary, in the perimeter
of the house, | put all the facilities such as storage, toilet, bathroomandkitchen.
But by merely enclosing the private space with a thick wall we get a kind of 1960s
attitude. From the 1960s onward we experienced rapid economic growth in Japan,
andthecities expanded attremendous speed. Architects naturally responded

to this situation by closing of f the living environments from the chaotic urban
environment. Tadao Ando’s Row House in Sumiyoshi (1976), a small two-storey
concrete house castonsite, is anicon of this era. The house is completely
separated from the neighbours and Ando used the sky as the only reliable context
in the city. | respect Ando’s solution a lot, considering the zeitgeist of that period.
Butas timesarechanging, | would like my buildings to express adifferent attitude
towards the city. After | made this thick protective wall, | started to think about
openingitagain by meansof windows and establishing a connection between the
interior and the exterior. The holes in the very thick wall make foranambiguous
boundary condition.’

Thisis a small apartment building with rental units. What is the difference witha
single-family house?

MC: ‘When designing a privateresidence, | know the clients and their way of life.
Still, lalways try to stayaway from lifestyle. To me, architecture isan extension
of the topography or the urban fabric. If an architectural space can repeat or
exaggeratethecharmofthe siteitwillbe anice placetoliveforanybody, not
justforone particular family or lifestyle. Studio Gotenyama contains three
apartments for rent, one on each floor. As | didn't know who was going to live
there | made the space very flexible. Flexible space doesn’t mean universal
space. Flexibility is people figuring out for themselves how to use a space. For
example, when children visitavacant lot, they just use the existing topography as
aplayground. That kind of dialogue between topography and human activities is
something we can always find. If | can make a residence or housingcomplex as an
extension of the urban topography by means of architectural space, then anybody
can live there or enjoy discovering how to use the space.’
Doyoufeellimitedinyourdesignifyoudon’tknowthe clients?

MC: ‘Basically, people are not so different the world over. My attitude is about
how to design askeletonin the urban fabric of Tokyo. How much you design as
anarchitectand how much the owners design asresidents — thatis what| call a

MANABU CHIBA
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creative space. The needs of clients may differ on a detailed level, but in the end
they all request some kind of privacy and aconnection with other people atthe
sametime.’

So how do you achieve acommon level of comfort?

MC: ‘People feel relaxed when entering an open space, but feel scared goinginto
adarkorinvisible space. Thisis auniversal phenomenon. Children, for example,
always tendtoenterclosed spacesor niches. The built-inclosetspaceina
traditionalJapanese house is the perfect playground for children because it feels
like a protected space for them. On the other hand, children also like very large,
openspaces torunaroundin. When | talk about flexibility, I'm not talking about a
standardized use of a space. I'm talking about land form and topography, rather
than the square metres orthe amountofrooms. When | design Itrytorespondto
that level of use or equipment of facility.’

What canwe learn about Japanese flexibility?

MC: ‘Making rooms and corridors can solve a lot of architectural problemsina
very simple way, because you can easily provide privacy. But this way of thinking
is too black and white. When my clients request privacy, | am sure they also mean
they want some sort of connection with other members of the family or their
surroundings. You cannot resolve such conflicting requirements by just making
adoor that opens and closes. Thatistoo meagre aconnection, like zero and

one. Awalloradoorworks functionally, but not mentally. With the door closed,
the connectionis completely gone. | prefer making one continuous space that
contains private space as well as connective space.’

What kind of space do you have in mind when talking about connective space?
MC: ‘Imagine you are going to the forest for a picnic. The best spotin which to eat
outdoors will never be the same spot children choose to play. Adults will pick a
lovely tree to situnderneath to eat. Children who want to play will move to a place
thatis more open. Human beings are always reacting to a space. Theforestis an
interestingexample, asitis acontinuous space butatthe same time a place that
you can hidein.’

How can a natural forest be translated into architecture?

MC: ‘Natural phenomena like the difference in light conditions outside could
already form a kind of separation between the family members. Even the
movementofatreeoutside thatisreflected inside the houseisusefulasa
mediator. If we consider natural phenomena or time as an alternative to walls,
we can establish both a connection and separation, and make very delicate
levels of distance.’

Inyouropinion the layoutofaWestern house is toorational. Do Japanese
architects design more poetic housing plans?

MC: ‘Because we have four distinctive seasons in Japan, our culture knows
many ways of appreciating nature. We can enjoy the same tree in acompletely
different manner throughout the year. The changes in natural conditions have
provided the Japanese with a delicate sense for even subtle changes in their
environment. Take the traditional Japanese Zen garden Ryoanji in Kyoto. Itis
arock garden, butweJapanese canimagine an entireseaby just looking at
stones. This kind of attitude is very strongin Japan.’

Where are the natural phenomenawhen we talk about the concrete jungle of
Tokyo?

THE 1960S GENERATION
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MC: ‘Tokyo itself is like a forest. Every day we experience different trees, new
buildings and new activities. The entire figure may seem the same, buton the
smaller scale there are subtle differences. Think of the humidity, the change of
seasons, or the dryness in wintertime. Tokyo may not be a natural forest, but
activities are always happening here, just like in aforest.’

What subtle changes did you make the residents of Studio Gotenyama aware of?
MC: ‘There is areally ugly wall behind the apartment building, and also a not so
beautifultree. Why not consider thetree a nice bonsaitree, orthink of the tree
asamicro-garden inside the urban fabric? Although you are looking at an ugly
tree, with a subtle treatment of the windows, as done in Studio Gotenyama,
youcanturnitinto something beautiful. With a bitof imagination, it even looks
like you are inside a big, gorgeous garden. Perhaps this is something Japanese.
Anything small, intemples, shrines, gardens, can turninto something
extremely nice.’

Is the smallness ofthings and buildings the potential of Tokyo?

MC: ‘Recently developers have been building a lot of high-rise buildings in
Tokyo. Itisadisaster becausethe scale exceeds that of normal apartment
complexes inthe city. Tokyo apartment blocks are really small compared to
European standards. While in Europe you have one city block filled with one
apartment building, in Tokyo that same city block contains many different
buildings of a smaller scale. Itis this small scale that activates the city and
gives Tokyo theimage ofa forest. If Tokyo can remain a forest, with each
treechangingindividually, some trees dying, some new trees growing, it can
continuetobe averyexciting but stable environment.’

THE 1960S GENERATION



‘IF AN ARCHITECTURAL
SPACE CAN REPEAT OR
EXAGGERATE THE CHARM
OF THE SITE, ITWILLBE A
NICE PLACE TO LIVE FOR
ANYBODY’
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Project Name: House & Atelier Bow Wow (i
Location: Shinjuku-ku, Tokyo § )
Year of Completion: 2005 pe o
?;Cllents Yoshiharu Tsukamoto and Momoyo Kaulma _
\ Special Request: Ahouse and office like a semi- publnc bunldmg

A\l Residents: architect couple o
\‘ Site Area: 109.03 m?
m Built Area: 60.94 m? : :

% Total Floor Area: 218.67 m’ g\ ]
Maximum Building Height: 9.94 m
Programme: private house + office 8
Storeys: four (B1-3F) i S e
Structure: steel frame with relnforced concrete basement
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ACTIVATING THE GAPS

ARCHITECT: YOSHIHARU TSUKAMOTO

Year of Birth: 1965

Education: Tokyo Institute of Technology, Tokyo
Master: Kazunari Sakamoto (b. 1943)

The single-family house is a major component of Tokyo City. Why do you favour
thesmallscaleinstead of the large-scale developments recently goingonin
Tokyo?

Yoshiharu Tsukamoto: ‘Tokyo is a city of small property ownership and detached
houses. Togiveyou anidea, Tokyo has more than 1.8 million differentreal estate
owners, 1.7 million are private. Tokyo’s urban structure is characterized by the
huge scale gap between the mega business development and smallindependent
houses. Since the land ownership is really segregated, the single-family house
plays an extremely importantrole in the urban structure.laminterested in a new
sense of order; an emergent spatial development by the accumulation of small
elementsratherthananimplication of order on the bigscale.The single-family
houseisalsointeresting because we are still able to discuss the rationale “Why do
webuild?”’

Ideally the individual house forms alink between the city and its residents. Why
have most houses in Tokyo lost this connection?

YT: ‘Onereasonis that the properties in Tokyo became smaller and smaller over
the pastdecades due to the subdivision of land. By now, detached houses have
lost their gardens and semi-covered thresholds. The windows have become
much smalleras well, and are usually shut offby curtains. The resultis very
introvert houses. In addition, the relationship between neighboursis not so much
respected these days. In early days, people usedtosharealotofthingsin their
own neighbourhood. But nowadays we hardly share with the community anymore.
People are livinginan abstractsocial system where there is no autonomy of
community space.’

Isitabig problem that people opt forindividuality instead of acommunity-
based life?

YT: ‘One of the most shocking things in Japan today is that single elderly people
diealoneintheirhouses and are notdiscovered formonths. Many people say it

is because of the lack of solidarity among people. But | believe it is also a spatial
problem. Since the houses are so introverted, wedon’t know what’s really
happeninginside of the house from the outside. People value a house based on
the levelof privacy. Butthe problemisthat the spatial translation of privacy is
very poor and it easily falls into an enclosed, protective gesture. | think privacy
does not have to mean enclosed and introvert. A house can have different facesin
one. Forexample, one part of the house could bevery open, while other parts are
more closed-off. That is the reason | like to introduce loggia spaces, especially
inamega-city like Tokyo. Loggias enable residents to spend time outside the
house, while passers-by are able to checkiif the residents are allright. It also gives
another dimension to the detached family house, a place that todayis purely for
the family members.’

THE 1960S GENERATION



The property of House & Atelier, your private home and the studio of Atelier Bow-
Wow, is a typical flagpole-shaped site. The common solution for such limited
spaceis tosimply erect closed walls. What is your alternative?

YT: ‘The flagpole-shaped site is a form of site fragmentation often found in Tokyo.
This kind of site is wide to the rear, closely surrounded by buildings on all sides
and only connected tothe road by a very narrow strip of land. Because the building
can hardly be seen from the street, it provides a sense of living within the building
block. When starting the design of House & Atelier, we observed the surrounding
conditions and found limited openness towards the south and the narrow alley,
and a proximity towards the neighbour’s walls. We chose the building volume that
follows the building code, and tested the spatial articulation inside the volume
tofind a better framework for utilizingthe maximum volume. Thevolumeis 10 m
high and almost 2 m below ground, givingus 12 m in height. Initially, we divided
the entire volume intotwo: the upper part for our private house and the lower part
for the atelier, with a 1.4-m-high storey in between for storage purposes. In this
proposal therewasan exterior staircase, which provided independent access to
the living part from outside. But we rejected the scheme because the relationship
between living and working wastoofixed in our eyes. If the schemeassumes
thatlivingand working should be disconnected, then it is better to build them
separately ondifferentsites.On the contrary, we were interested in seeing how
livingand working can mingle and transform our behaviourin the building in an
appropriate way. The final scheme we came up with has only one entrance and the
interior spaces are vertically connected from bottom to top, from common work
areato private living space.’

How doyoubringlifeinto flagpole-shaped sites?

YT: ‘Each buildingin Japan is independent, and adjacent buildings do not share
walls. Because of this, gap spaces arise between buildings. Gap spaces, without
name and shape, exist everywhere in the city and carry a strong significance.
Although theyareregarded as a by-product of construction costumes in Japan,
the existence of gapspaces should give feedback to the designintentions.’
InwhatwayisHouse & Atelierredefiningthe gap space?

YT: ‘We examined the use of gap spaces as part of the exterior living space,
providingits users more opportunities to spend time outdoors. It isvery
important that each house has some explicit exterior spaces where people can
communicateacrossthe street, the garden ora gap space. Itis not necessary

for people to actually talk. Just abow or exchanging smiles might be enough to
reconstruct the solidarity among people. We shouldn’t forget the vegetation that
enriches gap spacesin an unexpected way. In House & Atelier, we planted three
trees in avery tight gap space on the northern side of the house. One of them, a
Paulowniatree, is now 10 m high and nicely provides shade on our balcony.

The exterior of the building, with its unusual slants and projections, responds to
the surroundings, which seems to have animpact on the interioras well.

YT: ‘Following the building regulations, the exterior wall slants inwards.
Segmented floors, larger than the stair landings, float inside the building volume.
Centralcolumnsalsoincline, follow the edge of floors on the first and third
storeys, and affect the behaviour of the peopleinside.’

It seems landings and stairs, and not ‘rooms’, fulfil the primary functionsin this
building. What relationships didyoucreate inside?

YOSHIHARU TSUKAMOTO
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YT: ‘This house contains landings, floors and stairs that vary in size. The objects
occupying those landings, floors and stairs give them their character. The
disposition of different objects from the living and work areaon separate floors
create a spatial continuityinside the building. It is a space thatdoesn’tappear
autonomously. It constantly changes your perception, while atthe same time
incorporating the gap space adjacenttothe building.’

You took the visual opennessveryliterally. House & Atelier Bow-Wow features
afloor-to-ceiling window in avery unexpected place of the living room, directly
facingthe neighbour’s walls.

YT:‘House & Atelierintroduces visual openness by making large openings towards
the neighbour’s walls. The large window manifests that our living roomis part

of the surroundings. It reframes the exterior wall of the adjacent building as
wallpaper. We wanted to define this floor between living and working like a plazain
thecitywhere different activities can happen simultaneously.’

How do you deal with the two programmes — a private home and an office — in one
building?

YT: ‘The solution is space-time-sharing. During weekends the entire building
becomes a big house for two people. During weekdays the office extends its
territory into two-thirds of the building. What isimportant is that the building is
inhabited 24 hours aday and very efficient in terms of energy saving.’

Itmeans that the line between the office and your private home is constantly
shifting?

YT: ‘Yes. Thisis what we like to do.’

Aflagpole-shaped site means minimum sunlight and poorventilation. What
actions did you undertake to make the most out of those inferior conditions?
YT:‘Normally the exterior unit of an air-conditioner exhausts heatinto the gap
space between buildings during the entire summer. It discourages people from
opening the windows to get a breeze inthe house. In order to escape from this
negative situation, weinstalled a geo-thermal system using well water for heat
storage. This system exchanges the heat with well water from 40 m underground,
water thatis a constant 15 degrees throughouttheyear. The productionofhot
waterin winter and cool waterin summer starting from water with atemperature
of 15 degrees canssignificantly reduce energy consumption compared to normal
air-conditioning. The radiatoryou see in the centre of the building allows hot and
cold watertorunthrough the entire building.’

The buildingwas completed in 2005. Have you already noticed improvements in
the neighbourhood?

YT:‘Recently, the neighbours that borderour alley started to renovate their
house. Before that, theirwindows were always closed on the side of our alley

but nowadays they open this window. It seemed they don’t find us so aggressive
anymore but have recognized we are disciplined. Our access route alley has
become a little garden for them.’

Whatelse can architects contribute to the neighbourhood with the design of a
smallsingle-family house?

YT: ‘Although the house is for specific residents, it can also be positioned inthe
genealogy of housingtypes.Japanese architects of our generationaredesigning
the fourth-generation house. The detached house type initially appeared in

the 1920s during the first suburban development. Asthe average life span of

102 THE 1960S GENERATION
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Japanese homesiis less than 30 years, the buildings have been regenerated at
least twice during the last 90 years, and now we're starting the fourth-generation
houses. Each generation is based onitstime. The difference is obvious. The
transformation of the house during the twentieth century, observed from the
firsttothe third generation, can be summed up in that house properties became
smaller,and houses became purely for family, and houses lost outside space for
socializing. In short, the house became intolerant and ungenerous. Architects can
questionthese tendencies and show a new framework for creating better living
conditions through typological proposals. The house genealogyis quite important
in terms of the cityscape: arandom disposition of different house generations.
Solidarity through architectural production was totally forgotten. This deeply
affectsthe state of community today.’

Canyou summarize the dialogue between House & Atelier and the surroundings?
YT: ‘House & Atelier is a typical fourth-generation house, and with that adirect
critique of the previous generation of houses built in the twentieth century.

My intention was to make the house more generous in the following ways: by
reintroducing the space where non-family members can stay naturally, by
providing covered exterior space inorder to give inhabitants more opportunities
to spend time outside the house and by redefining the gap space in order to extend
the conceptofliving territoryto the physical surrounding of houses. The quality of
the surroundings, surely a part of the city, should be reconsidered every time we
constructa new house. This is the most fundamental way to improve Tokyo, a city
made of houses.’

THE 1960S GENERATION



‘PRIVACY DOES NOT
HAVE TO MEAN
ENCLOSED OR

INTROVERT. AHOUSE
CAN HAVE DIFFERENT
FACES IN ONE’

YOSHIHARU TSUKAMOTO
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Project Name: Hoj

Location: Shibuya-ku, Tokyo

Year of Completion: 2009

Client: DrYasuaki Oeda

Special Request: Aretreatin the midst of the city and a pool for his beloved dog
Site Area: 101.94 m

BuiltArea: 55.12m

Total Floor Area: 92.67 m

Maximum Building Height: 6.86 m

Stories: two

Structure: steel + reinforced concrete
Structural Engineer: Yasutaka Konishi
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ARCHITECT: AKIRAYONEDA

Year of Birth: 1959

Education: University of Tokyo, Tokyo, Harvard GSD, Cambridge
Work Experience: Takenaka Corporation

Masters: Tatsuya Hirobe (b. 1932), Tadao Ando (b. 1941)

Whatis the first thing you do when you visit an empty site?

AkiraYoneda: ‘Avoid space or empty lot should be read as a positive territory.
Once you start putting architecture on that plot like a solid mass, the space
around the site will become nothing but negative. Architects should look fora
building that expands positively across the boundaries and can actually enliven
the space between the house and the neighbouring houses. Makingthe house as
an expansion. This fundamental dialogue comes from Gestalt theory.’

Why did you develop a design theory based on Gestalt?

AY:‘In Gestalt theory a perceptual pattern or structure is seen as possessing
qualities asawhole thatcannotbedescribed merelyasasumofits parts. In other
words, the notionofa good form isintroduced by the unificationof elements
thatrelate to each other. Traditional environmental design in Japan transforms
such contrastin continuity, butthe unificationisbased on the contrast between
figure and ground. The Japanese used to combine a house not only with artificial
landscapeelements, like gazebos, gates, steps or fences, butalsowith natural
landscape elements like ponds, rivers, mounds, trees, stones and sand into a total
environment. At the same time Japanese environmental design differentiates

the scale, the distance and the viewpoints in its totality. Hojo is a tiny project
without any solid walls, like a void in a void. The loose and weak boundary of the
house can effectively perceive the subtle changes in the surroundings. It defines
the territory physically and atthe same time sensitively communicates with an
areafaraway. Theexisting lowwallon the site border defines the garden territory
and simultaneously includes the scenery in the distance in a way thatis similar to
shakkei, atypical Japanese landscape concept.’

Amembrane roof, pipe screens and the openness give the house avery
temporary character, almost like camping in Tokyo.

AY:‘The mode of this house relates to the temporality found in traditional
Japanese architecture. Traditionally, buildings in Japan were constructed with a
wooden modular frame system. This frame could easily be taken apart, removed
and reconstructed at another site. Itis a system that allows for quick modification
and reproduction. While Western culture aims to protect humans from nature,
Japanese culture is open to nature and accepts the ephemeral transition around
it.Theclient for Hojo, adoctor workingin Tokyo butliving permanently in the
suburbs, drops by this house from time to time to enjoy the daily and seasonal
changes.’

Aweekendretreatin the middle of Tokyo. What makes you think we can relax
betterinside Tokyo than in the suburbs?

Traditionally, the Japanese have lived in densely populated areas, often in wooden
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town houses called machiya. Accordingly, they introduced small retreats into
those urban dwellings: micro-courtyard gardens marked by greenery. These
settings eventually provided a place for the Japanese tea ceremony and gave rise
to the notion of sichu no sankyo, which means “a cottage with a small gardenin
the midst of an urban context”. Hojo is a modern descendant of this tradition. The
machiya shows that the Japanese caninterpret even a small garden as a high form
of nature. The Japanese arein awayavery imaginative people. We can see small
things and interpretthem asvastand big!

TheopennessofHojo gives theimpressionthat the clientand the architect were
veryindifferenttoits neighbours. Isthat true?

AY:‘Although a lot of foreigners live in this area, the owner of Hojo is Japanese and
hopes that his neighbours understand Japanese values. The very thinscreenis a
very Japanese example of animaginary boundary. Once you cross this imaginary
boundary, people will notice and somehow apologize for the violation. Hojo has
aweak boundary made of pipes, which screens and defines the site physically
and atthe same time expands it in a sensuous way. A low wallaround the sitein
traditional Japanese architecture has asimilar effect. Itdefinesthe garden while
simultaneously including the scenery in the distance. Hojo is just atemporary
abode, so that the idea of opennessis not so crucial for the neighbours who are
livingthere permanently. In the mostideal situation, the owner will start planting
treesinthenearfuture that willworkas an extra screen, and with that contribute
toapositive environment.’

Would you say thisis a typical Tokyo house?

AY:‘Spending little time inyour house is something typical for modern people,
notonly in Tokyo but also in other metropolises. Urban people are used to living

in publicspacesoracafé, asitis soconvenient nowadays togoanywhere. The
necessary elementstocall ahouse ahouse are historically already limited in
Japan. Atraditional Japanese houseis a very neutral space, the size of 6-jo or 8-jo
(9.18 or 12.24 m?)withvery few specified rooms or functions. Occasionally, people
arrange the neutralroominto a setting fordinners or guests. Now, about 50 years
after the Japanese governmentintroduced functional apartment buildings based
onanAmerican typology, Japanese architects are starting to realize that small
spacesbecome even more limited when they are subdivided into smaller rooms,
Western-style. They realize thatforthe Japaneseitisnotnecessarytodividea
smallliving spaceinto specified, individual rooms to have a comfortable life.’
Doyougive the spaces in yourfloorplans names?

AY: ‘Theterm “storage” doesn’t carry any additionalrequirements in Japan, so
afterarchitects provide the required 1LDK —alivingroom, a kitchen, adining
room and one bedroom — we tend to call all other spaces storage. With that, we
leave it up to the clients to do what they want with the space. Toavoid a 1LDK
apartment become arigid building, creating many “storage spaces” isacommon
solutionamong architects andis even recognized by Japanese officials. The
regulations state thatallroomsinside a 1LDK apartment have to have a window
forventilation. But even officials realize that you can’t always putinawindow
when buildings are set so close to one another!”

Doyourclients oftencomeup with strange requirements?

AY: ‘Recently, clients have become more familiar with architecture themselves
and enjoy having a unique solution for their house. Actually, itis not the
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requirements that are strange, but the situations! Often the clientcannotimagine
therightsolution for his or her own lifestyle. Thatis why they ask architects to
come up with asolution. Ingeneral, itis aclient’s dream to make the plot, however
the conditions, into his or her own kingdom. In Japan, dreams belong to the
clients.They don’twantto make theminto a public showcase but prefer to put
theminto a smallspace,their house, and keep them forthemselves. Only people
who have the luck to have a really big living space are willing to share.’

Whatis the gap between dreams and reality?

AY: ‘| try toinclude all the dreams of the client in one design. In reality you have
limitations because of the physicaldimensions, butas | said, clients have a lot

of imagination. If you can realize all those dreams on a small plot, the clients will
expand theirdreams to a suitable sizebythemselves, using theirownimagination.
Evenatight spacecanbecomeaswideastheuniverse! Inverbal statements
dreams are so huge, but once | draw them into the small limitations the clients can
understand the limitations of the plot. Sometimes they are disappointed when
they realize how small their plotis. But when this happens, | starttoexpand their
dreams again. The powerof Hojo doesn’t stopatthe plot’s boundaries.’

Could you construct the project asyou wanted?

AY: ‘The construction costs were calculated to be twice as high as the

original budget, sowe had to shrink the size of the original design. But the
accomplishmentofthe house ina physicalwaywasthe mostimportant thing.
We architects are often asked toinclude a tokonoma [a built-in recessed space
inaJapanese-style reception room, in which items for artistic appreciation are
displayed] and washitasu, a Japanese-style room with tatami mats, but there

are people whodon’teven know the original use or size of these spaces anymore.
Atokonomawas originally the size of one tatami mat, 1.53 m?, though nowadays
people are satisfied with a smallerversion, 30 x 30 cm forinstance, enough to
display some flowers.’

You mean Japanese clients can easily be satisfied with smallness?

AY:‘Usually “the big accepts the small”, which is physically true. The reverse
phrase “the small accepts the big” is not so common, but spiritually we recognize
that kind of affordability. For example, a furoshiki, a small Japanese traditional
square wrapping cloth, can be used in multiple ways. In the same way, in the
Japanese mind averysmallteaceremonyroom can contain the vastatmosphere
of the cosmos. Even the Imperial Palace in Kyoto is not a big, overwhelming,
gorgeous building but actually a very simple and mainly wooden structure, not so
different from common people’s houses.’

Talking about structures, your projects always deal with a complicated
construction. Why thisinterest?

AY:‘Astructure is very important in defining the quality of a space. The human
perceptionimmediately recognizes the quality of aspace, even before realizing
the exact details. Once you enteraspace, the structure should be immediately
clear, oratleastyou should be able to feel the presence of the structure, its scale
and itsdimensions. When you enter a big church you cannotimmediately grasp
the structure, but we can feel the atmosphere of the space created by the unique
structure.Thisis avery essential issue forme.’

Whatdowe feel when entering Hojo?

AY:‘The structure is a slanted system, not rigid at all. From the redundancy of the
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structureyou can feelopenness, a floating feeling. Visitors might not directly
understand the structural system, but they willunderstand that it is the small,
slender columns that make the floors float. If Ihad used a very rigid structure with
bigand straight columns, the structure would be immediately clear to anybody
but obviously would not contribute the same casual and light feeling.’

Should all void spaces in Tokyo be filled with floating structures?

AY:‘Void spaces can be seen asvital elementsinthe city. We architects should
reinterpret negative void spaces into positive, public ones. | predict thatin the
future architects will be mediating more between the large and small scale.

The Japanese notion of imagination can also be applied to public space. People
can easily expand a small public spaceintoa bigone. Asmall bonsaitree canbe
considered a huge tree, while a small gap between houses can be interpreted as

a big, green forest. The principle of borrowed scenery, shakkei, is one solution. It
could evoke a new relationship between an object and its environment, extending
aspace further. Although shakkei is an old Japanese concept, | see possibilities to
usethisincontemporary Tokyoonthe scaleofthe city.’

THE 1960S GENERATION



‘ONCE YOU START
PUTTING ARCHITECTURE
ON A PLOT LIKE A SOLID
MASS THE SPACE
AROUND THE SITE WILL
BECOME NOTHING BUT
NEGATIVE’
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Project Name: Clover House :
Location: Nishinomiya, Hyogo Prefecfure
Year of Completion: 2006
Clients: father + two sons
Specialrequest: Todwellinaruin
Site Area: 117.44 m’ :
Built Area: 46.95 m?* i %
Total Floor Area: 76.19 m* e
..‘I\/lammum Building Height: 5. 71 m &3
W Storeys: two (B1F + 1F) S L3
Structure: steel plate, steelframe relnforced concrete
*Structural Engineer: Masaichi Taguchi(TAPS) IS
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CURVES FOR PRIVACY

ARCHITECT: KATSUHIRO MIYAMOTO
Year of Birth: 1961

Education: University of Tokyo, Tokyo
Master: Seibun Suzuki (b. 1927)

Based in Hyogo Prefecture, do you feelany difference from your Tokyo
colleagues?

Katsuhiro Miyamoto: ‘My office is based in Takarazuka, a small city near Kobe that
is located on active faults. The earth can rise from the ground and turn any site
into a mountain. The places | work always happen to have a special topography.
When | design architecture, there is always this strong relationship between the
earthand the building. When | talk with my contemporaries in Tokyo, | don’t feel
anydifference. Our methods are very similar. Yoshiharu Tsukamoto, for example,
talks about environment. Environment for him means the circumstances around
architecture. Every element around architecture is the result ofdesigning. This
way of makingarchitecture isalmost the sameas myapproach. The architects of
my generation tend to have a sensitivity towards the city. While older generations
of architects used todesign only the site, our generation always thinks beyond the
plot borders. Designing a new house feels like making an addition toacity.’

Tell me about yourinterest in topography.

KM: ‘Clover House is a clear example of architecture that has to do with the
topography. Itisaverysmall house built on an extremely low budget. The cost

of excavating the site took one-third of the budget. The steel plates used took
another third. It was an extraordinary balance of costs, as we could only use
one-third for architecture, therest was all for the foundation. The client wanted

a house like aruin. This inspired me to come up with the idea of living in the
basement. He was thrilled by the idea of doing so.’

Whatotherrequests did he have?

KM: ‘Just before the start of the project, the client’s wife suddenly died. In
responsetothis, he asked for anew house that would cheer him up. We started
digging the ground and the house began to make a reference to kikkobaka,

turtle cemeteries found on the Okinawa Islands. Many families gather in front

of those graves once ayear, eating and drinking together. Of course, acemetery

is notconsidered a happy space in Japan either. However, the sense of living

with deceased but beloved people isvery common. Every house inJapan hasa
butsudan, a small pavilion commemorating deceased family members. Clover
House is a modern interpretation of the traditional butsudan. Both the main space
of Clover House and the front yard of a kikkobaka are surrounded by curved walls.
One of the wave-shaped wallsin the dining area of Clover House contains the
butsudan. The familyeatanddrinksinfrontofit, like people in Okinawa gather
inthe front yard of theirancestor’s kikkobaka. Living with the dead was not the
concept of the house, but after the constructionwascompleted, boththe client
and | saw similarities with this kind of graveyard, in that people are living in front of
the memories of the dead.’

THE 1960S GENERATION



Was this a particularly difficult site?

KM: ‘When the client was looking for a site, he found this very steep site. It was
verycheap precisely because itdidn’t have any parking space. Making a parking
space would be very expensive on this heavily sloped site — the height differential
isalmost4 m —sotheclientasked foradiscount.Atfirst we started digginga
carport. Butwhen it was completed, the client saw the potential of livingin this
excavated space. He pictured himself living in the carport, togetherwith his car.
But we gave up thisidea and parked the car somewhere else. Most difficultin
termsofconstruction was howtosolvethe strong soil pressure. We hadtomake a
strongretaining wallin a curved shape. Eventually, we chose three clover shapes.
The client, around 40, and his 5- and 13-year-old sons would each get their own
clover as private territory. Although we chose curved sheets against soil pressure,
eventually we had to change the construction system. The clover shape could
resist the soil pressure but not prevent the house from sliding. Although we used
the weight of concrete behind the curved steel plates, the distinctive shape of the
cloveritself remained and we used it to resolve the planning.’

What about the privacy in this house?

KM: ‘Acurved wallis very convenient. Wherever you are, you can see whatis
happening. Behindeachalcoveis aprivate space thatlcallabox. Thefather’s
own private boxis the kitchen. The two sons used theirs as their own study space.
So, all three family members have avery private box and a semi-private alcove.
Although it isavery small house, the residents can carefully choose their privacy.
But, well, there are only three men in the house, and no women.’

Where do they sleep?

KM: ‘Each family member has his own tiny sleeping space on the loft level, the
actual ground level. They climb up tothe loft with a ladder. The big loft is open, and
the family members can communicate with each other when theyare standing.
Butas soon asthey lie down, they cannot see each other anymore because the
curved wallacts as a partition screen. From outside, people cannotlook into the
bedroom spaces, as the flooris elevated.’

What do the clients like best about this house?

KM: ‘Many features in this house are always changing. For example, on avery
sunny day, the sunis reflected on the curved white walls. At such moments, you
cannot sense the scale of the house anymore as its depth is modified.’

Does CloverHouseadd anythingtothe neighbourhood?

KM: ‘Usually, aresidential buildingis a concrete box on top of a site with a space to
park the car nextto it. In the case of Clover House, we didn’t add any extra volume
tothe site because we excavated. You could call the house a pocket, avoidin

the middle of aresidential area. Making a goodvoidis a contributiontoadense
neighbourhood. Inthe future, the client of Clover House would like to have an
exhibition space or other eventinside Clover House. The wallsatthe entrance are
curved ina Baroque style to welcome the visitors. In other words, the hall of Clover
House can become an expansion of the public street.’

And the pocketwas topped off with aroof?

KM: ‘For the architectural concept we didn’t need aroof, but it was necessary to
protect the residents. We decided on avery thin roof. Seen from a certain angle,
theintervention really looks very light, like a floating roof. When seeing this image,
I suddenly realized why the client told me atthe very beginning that he wanted

KATSUHIRO MIYAMOTO
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to liveinaruin. Although I didn’tunderstand at that time what he was talking
about, lunderstood when the housewascompleted. Aruinis an already existing
structure. My clientwas just looking for a place that looked as if it had been there
foralongtime.’

Did you propose anew lifestyletothe family?

KM: ‘Yes, their way of living certainly changed. Right after the completion of the
house, the family felt like members of the same sports club. The situation in the
house wasperhaps not always tidy and they felta little confused, but totally
happy together. The clientrecently remarried. His new wife and her son also
moved in. So now the five of them are sharing this house. The situationdidn’t
change much, though. The new wife and son naturally joined the club as if they
were new members of the sports club. As the only female personinthe house, the
wifeis like the housemotherin a dormitory.’

How did they redefine the space with two extramembers? KM: ‘One of the private
boxes is now used as the main bedroom for the parents. One private box contains a
new double-decker bed for the father’s two sons. The wife’s son sleepsinthe loft.’
This means that this 72-m?house isvery flexible? KM: ‘It is not the house that

is flexible, but the family members who are flexible! When the two new family
members joined, we thought about adding an extravolume to the house, like

an annexor changing the roof into avolume. In the end we didn’t perform any
changes. The client preferred to keep on living in the house asitwas.’
DoestheformofClover House substantiate the residents’ wayofliving? KM:
‘Usually you start with afunctionand afunction leadstoacertain shape. But
inthis projecttherelationship between form and function is reversed. We first
created the clover shape, and after that we divided the functions. After we agreed
on the clover shape, we started to think about how to live in this form. For privacy,
we added some closed boxes behind the waved walls. Then we wondered where
to make the bedroom space. The clientis super-flexible and thatis the power of
the project. Usually a client does not know what he wants, so | like to respond by
first putting a structure on the site. It is similar to the concept of bricolage, making
creative and resourceful use of whatever materials areathand. | would say Clover
House pays homage to the existing topography.’

126 THE 1960S GENERATION



‘| LIKE TO RESPOND
BY FIRST PUTTING A
STRUCTURE ON THE SITE,
SIMILAR TO THE CONCEPT
OF BRICOLAGE’
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Project Name: Moriyama House
Location: Ota-ku, Tokyo
Date of Completion: 2005
Client: Mr Moriyama
Site Area: 290.02 m?
Built Area: 130.06 m?
Total Floor Area: 263.08 m?
Maximum Building Height: 7.82 m
Units: variable (1-6)
Storeys: variable (B1F-3F)
Structure: steel plate
Structural Engineer: Structured Environmen
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ARCHITECT: RYUE NISHIZAWA

Year of Birth: 1966

Education: Yokohama National University, Yokohama
Master: no statement

MoriyamaHouse is located in a typical Tokyo residential neighbourhood. What
is the charm of this area?

Ryue Nishizawa: ‘The beautiful thing is that each community in Tokyo has its
own history. Suburban neighbourhoods were only created after the Second
World War, and are therefore not so very old. They used to berice fields that
developed into new towns because there was a shortage of places to live.
Kamata, the area where Moriyama House is located, originates from the late
1940s, which means the community is around 60 years old. Mr Moriyama,

the owner of Moriyama House, wasborn on this property together with his
friend who now lives 10 m away. In Kamata, people still maintain a traditional
lifestyle. Gardens and public alleyways, the roji, are part of people’s daily life.
They grow plants along the street and use the alleyways as small pocket parks
where kids can run around. Itis a very beautiful way of using atown. Nowadays,
almostall streets in Tokyo are covered with asphalt and allow for a very specific
programme only. | can’t feel freedom on the streets of Tokyo anymore. If you
spontaneously want to picnic on the street for lunch with a friend, you will have
policemen coming up to you saying that the street is not a place to sit and enjoy
yourself. In Kamata, people still maintain the original way of using a city. Some
roji are stillunpaved and not used for serious traffic, but used for growing plants
oras public space.’

Nowadays alotofrojiin Tokyo have lost their original meaning. Theresultisa
strange distance between the houses without any communication. Why does
thisdistance feel strange?

RN: ‘Although not many people use the roji anymore, | am not too negative. Cats,
forexample, stillcan really appreciate those spaces. The positive point for
people is that we still have in-between spaces between neighbouring houses,
which givethe neighbourhood a feeling of transparency. We used to have row
houses in Tokyo, nagaya, a traditional form of urban housing in Japan with long
narrow houses closely connected to each other alongacommunal street. Small,
detached houses give acomplete different feeling to the city. You feel daylight
coming from all sides, which gives avery light feeling to a city.’

Moriyama House didn’t start with a mere copying of the typicalurban
structure. It seemsyou added a little more space between the volumes than
thewidthofaroji. Whatwasthe starting point of the design?

RN: ‘My purpose is not torepresent the old society. | wanted to create
something more fundamental than just copying a structure. | was looking for
architecture that could be used for community life again and aboutin-between
spaces to use as roji. Moriyama House doesn’t want to limit the programme. It
allows the freedom to start thinking about the function or programme. People

THE 1960S GENERATION



coming to the house canimagine for themselves how to use the buildings. It could
as easily be a kindergarten, a group home oraschool.’

You dismantled the housing programme and distributed the boxes over the site.
Thetenindependentvolumes, scattered across the site, host six housing units
atthe moment. How did youdecide on the exact size and place of the volumes?
RN: ‘I didn’t want to repeat the size of the neighbouring houses, as that wouldn't
beinteresting. Butif | made Moriyama House into one big building, it would turn
outreally huge for thisarea. That’swhy| broke the big volume into several pieces.
Each houseis therefore really small, but they are not the same. All have different
proportions. The programme of each box and the connections between the boxes
is also different. If | had given every box the same layout and proportion, the
project would have looked like an army camp! | created diversity, designing some
boxes as rooms, some as houses and some as amachine room oradoghouse.
Because the boxes have different shapes, different openings and different
connections to the gardens, very different things appear in this landscape. It

is filled with a little bit of the same feeling, butatthe same timeis a little bit
confusing.’

Sothescaleisaveryimportantaspectin this project?

RN: ‘Yes. | tried to make all volumes different, but there is one thing that all of the
volumes share, and thatis smallness. There is no such thing as bigness inside
this plot. If | had failed in making good smallness, it would have been my death
sentence as an architect! Walking on the streets of Tokyo, you see so many bad
examples of smallness. Look at very small apartment rooms where people shut
the window withatranslucent,veryuglytypeofglassand averybadcurtain.
Idon’tlike thatatall. Although nobody tells youtodo anything about those kinds
ofin-between spaces, | decidedtodoso.’

The smallurban scale within the mega-cityis acharacter unique toTokyo. Do you
share my affection for Tokyo’s urban smallness?

RN: ‘A city is where you can have many different kinds of scales in the same place.
The combination of avery big river, avery big park and a skyscraper, like the city
structure of New York, gives avery great feeling. However, smallness has another
advantage that people in a big skyscraper cannot have. If you live in a tiny Tokyo
apartmentyou don’t have to move around to get something, as everything is within
arm’sreach. Itis like you are sittinginacar - nothing that you cannotreach. How
great! Besides avery flexible space, smallness also provides a very intimate
feeling, something a big park or big river cannotdo.’

Does the landscape you created with Moriyama House contain signs of intimate
relationships?

RN: Just after the Second World War, the Japanese government started to provide
veryrepetitive public housing without any difference among the units. Atthat
time, the composition of families was also almost the same, consisting of ayoung
couplewith3or4childrenwiththe wife stayingathome and the husband working
inthe city. The floor plans of that time reflected that every family could live the
same way, but be independentbecause theapartmentswere divided fromeach
other by means of strong thick concrete walls. In Moriyama House, thereisavery
differentrelationshipamongitsresidents. It shows a much more contemporary
relationshipamongurban people: the residents are equally close and equally far
away. They don’t share too much with each other, but onthe other hand they are
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not disconnected like they were inthe “microcosmic” houses designed in Japan
afterthe war’

The key person of Moriyama House is the owner, Mr Moriyama. Although he
might someday use all the buildings himself, he nowrents out five of the units.
The reason why this small community seems to work sowellisbecause Mr
Moriyamaistheperson whobinds alltheresidents together. Whatkind of

life does he lead? RN: ‘Moriyama is avery childlike, open person. He actually
didn’tappreciate windows at alland lived inavery dark house for 50 years. He
used to shut all his windows as well as the amado, wooden shuttersin front of
his windows, to create adark room so he would have lots of wall space to store
his great collection of movies, music and books. When he visited my studio to
commission the design of his house, he asked for a really enclosed one with no
windows. However, my idea was the total opposite.’

Why did he accept your radical proposal?

RN: ‘Moriyama is really open to things new. He has the ability to learn what he
doesn’tknow yet. That iswhy he loves Moriyama House. One of his great new
hobbies, for example, is planting flowers outside and inside the house. Another
occasionin which he showed how open-minded he iswas during a sudden
visitby some rather rude Italians. They unexpectedly opened the windows of
Moriyama’s apartment to say hello. This is definitely not something you should
doinaTokyo neighbourhood! However, Mr Moriyama was nevertheless kind
enoughtoinvite the peopleinto his house.’

Does Mr Moriyama have special criteria for selecting new residents of
MoriyamaHouse?

RN: ‘When Moriyama House was completed he asked me to find people

who could live here. | chose the very first residents among friends and
acquaintances: an actor, magazine editors and a young architect. Moriyama
instantly agreed. Actually, | don’t think he’s said no to any newcomers since
then. Butlam sure that, according to him, people who wantto live here mustbe
very positive towards the use of the space. If peoplewantto live in a standard
one-room apartment, they’d better move into a typical developer’s mansion
building.’

Allvolumes are puncturedbyratherlarge windows. How do the residents find
theirown privacy?

RN: ‘Everybody says Moriyama House is really open, but in reality more than 80
percent of the envelope is steel panel construction. Windows account for only
20 per centofthe facade, which is not that open compared to aregular Japanese
house. The difference is that | made a really big window in important places,
which givestheimpression that the apartments are very open. For example, |
made one really big opening on the top floor of the tower, Moriyama’s bathroom.
Thisisoneofthe first things people encounter when approaching Moriyama
House. After 5 p.m., when the residents start turning on their lights, you feel the
presenceofthe people. Butyoucan’tinfactseetheresidentsdirectly. Inmy
opinion, Moriyama House is not that open. When designing this project | had the
feelingthat Iwantedto create privacy through means other than awall. There
are many ways to create comfort. To me, privacy is a kind of atmosphere that you
can create by using architecture, the garden, the street and furniture.’
Moriyama House is a new, independent environment within an existing

THE 1960S GENERATION
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neighbourhood but without any walls. Do the residents feel part of one
communalgarden, orcan they feelindividuality?

RN: ‘The territoryinside the plotlines of Moriyama House is communal, but

not well defined. Each owner can create his or herown border to show whatis
communaland whatis private. | didn’t give them any strong walls to divide the
communal garden, as the residents can naturally make aseriesof connected
semi-private gardens. What | wanted to establish with this projectisa
relationship that doesn’t have any centre. Inside the plot, you can create your

own centreevenwhenyou are livingatthe edge. Inthat casethe edge suddenly
becomes the centre. Think of the feeling when you are living on the border of two
neighbourhoods that are connected. It is the authorities who decided on the
political borders, but people themselves don’t feel those borders. Neighbours

go beyond political borders. This neighbourly feelingis a spatial concept of
Moriyama House that you don’t notice immediately. By living here for a while, say
one or perhaps five years, the spatial concept is gradually felt.’

Moriyama Housewas completed in 2005. What has been the impact of this
projecton the Kamata neighbourhood so far?

RN: ‘There are many different people that appreciate the architecture. For
example, there is this woman who uses the grounds of Moriyama House as a
shortcut to run from A to B. She understands the concept! There are also different
catcommunities in this neighbourhood who all go through it. They understand the
concept of transparency. Another woman living next door often brings Moriyama
the newspaper to say hello. Before, in order to say hello, she would have to go

out of a gate, enterthe streetand open another gate. Now, it has become so easy
to say hello. | hope Moriyama House will give some lightness to the city. If | had
presented one big house containing all the units, it would give nothing but shadow
to thecity.’

What does the atmosphere among the white volumes of Moriyama House have in
common withthetraditionalatmosphereintheold-style roji?

RN: ‘Both roji and the in-between spaces are not spaces defined by the
government. People living around a roji decide how to use it. In this sense they
arethe same. Butthereis also abigdifference. Arojihas a historical layer. Many
different people used to share arojiasacommunalterritorywhere everybody
knows everything. Young Japanese people nowadays dislike roji, because they
can’t find any privacy. They associate this with having no future and that is why
they move out of the inner city. Many roji have disappeared since the Second World
War.lam concerned that people have become very disconnected from each other.’
How do you see people becoming more connected again in the future?

RN: ‘During the past 50 years Tokyo has grown too much. Tokyo has an aging
society. The population is shrinkingand more and more housesarebeing
abandoned. | believe people will starttoshowinterestin the local community
again, and move from the city to the province. In the last 50 years, Tokyo

residents were content to live without appreciating the local community and
without privacy. But from now on avery different situation will prevail. People

will start to think about what kind of connections they want to create in their
living environment. | don’t wantto merely create architecture, butrathera
contemporary city space. | wanted to make an atmosphere, atotal environment
of architecture, city, garden and many other thingsin one. Instead of puttingupa

THE 1960S GENERATION



fence around the plot, | opted for acomfortable continuity throughout the house.
thegardenandtherojiandthecity, like one gradual movement.’

It sounds like you wanttogobacktothe good olddays ofthe Edoperiod.

RN:‘No, it is notabout going back in time. We must look to the future. But we

can learn from the past by bringing something of it into the futureinavery
contemporary way. Moriyama House creates the future. It shows a new way of
living. Although it doesn’t give a very concrete example, it provides a starting point
forthinking about the use of a house. | often go into the city and collect things |
appreciate. Then|think about how | can use those impressions, notin a historical
way, but in acontemporary way. It is something that every architect mustdo.’

‘IF 1 HAD FAILED
IN MAKING GOOD
SMALLNESS, ITWOULD
HAVE BEEN MY DEATH
SENTENCE AS AN
ARCHITECT’

RYUE NISHIZAWA
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FROM RIPPLES TO WAVES
Monologue by Taro Igarashi

Post-Bubble

Eachtime a new generation of architects in Japan emerges they change their
attitude, and sometimes this attitude is completely oppositetothatofthe
previous generation. Forexample, the three latest generationswe can distinguish
inJapanarethe bubble generation, the post-bubble generation and the 1970s
generation. The post-bubble generation includes students baptized by the bubble
economy. After the burst of the asset price bubblein 1991, they wanted to start
their own career. But because the ladder was removed, it wasn’t easy for them to
survive. A lot of architects grouped into units, like Atelier Bow-Wow and Mikan.
The unit-groups were effective organizationsto survive the post-bubble network
society. Asthere were nolongerclear ‘establishments’ and ‘powers’ to resist,

the architects of the post-bubble generation began to build from the familiar
andordinary. Their point of departure was toreveal reality in the awkward slits

in the banal and unremarkable day-to-day life. Having little work, they started to
do fieldwork in the city. Atelier Bow-Wow did the Made in Tokyo project; Manabu
Chiba researched void spaces in the city, while Katsuhiro Miyamoto looked at

the slope, the land topography and infrastructure prior to his design. Although
Tsukamoto and Chiba are more into urban topography, and Miyamoto more into
the historical and regional, they share the same survey technique. Ryue Nishizawa
was still very young when he started SANAA with Kazuyo Sejima, so he didn’t have
time to do the fieldwork exercises like Tsukamoto and Chiba. But Nishizawa also
developed aninteresting point of view on the environment. All architects bornin
the 1960s have an extremely positive attitude towards the city. Thisis because
they believe that reform and innovation begins with small things. They don’t
design strong architectural forms because they depend on outer conditions.

1970s generation

There was arisein coolindividual types among the 1970s generation. While the
unit-groups of the 1960s generation did not assert their individuality, the 1970s
generation consists of architects with character and great talent. However,

the tendency of architects to avoid creating strong powerful spaces continues.
There are now more architects coming from foreign offices or apprenticeship
relationships — Toyo Ito, SANAA, Jun Aokiand Kengo Kuma, to name a few. Finally,
more are working seriously with computers and making active use of the web.
Sou Fujimoto and Junya Ishigami are bothattemptingtograspa new principle.
Instead of constructing theirarchitecture from observational fieldwork in the city
as characteristically done by Atelier Bow-Wow and Mikan, Fujimoto and Ishigami
attempttocommunicate the principle of theirarchitecture before explaining

the external conditions of asite. Asimilar attitude is recognizable in the work of
Akihisa Hirata, who creates spaces with twisted topologies.

From the 1990s onward, postmodernist modes of form-making have lost
popularity in the architectural world and we see a gradual return to modernism.
Thecommon technique of creating complex spaces while still maintaining
conceptual clarity through formal simplicity is utilized by architects like Jun
lgarashiand Go Hasegawa. Neither strictly functionalist nor fictional, they
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define theirarchitecture through a soft formalism. The unit-groups of the 1960s
generation, in contrast, intentionally avoided expressing conceptual clarity to
achieve a sense of ambiguity.

Japanese architects have always had many opportunities to practice their design
in housing projects. After the 1990s, architects were unlucky and unable to obtain
bigger projects anymore. Young architects nowadays have tocontinue their
careerdesigning houses. Thatis why this generation considers interior design,
installations and renovations asrealarchitecture projects. Butthe advantage

of small commissionsis that they can innovate a lot. The keywords that fit this
generation bestare ‘principle’ and ‘phenomena’. We cannot clearly explainthe
characterofthe spacesthe 1970s generation has designed, because ofthe
phenomenaoccurringinside this space.

Many new generations appeared from Toyo Ito’s office and the influence is still
continuing. Forexample, Junya Ishigami (b. 1974) worked at Kazuyo Sejima &
Associates, Sejima (b. 1956) worked for Toyo Ito (b. 1941) and Ito worked for
Kiyonori Kikutake (1928-2011), the architect of Metabolism. We can even trace a
fourth-generation line starting with Maki Onishi (b. 1983). Toyo Ito supports the
young generation, but he also complains about that their design in too subtle,
focusing ontoo many little details. To startdesigning overseas you need to be
much stronger. Ito provided the catchphrase ‘the ripple-architects in Japan’s
doldrums’ for the cover of Takashi Nakazaki’s book, A Softly Connected Society

— The Condition of New Spaces Seen in 31 Architects (Nikkan Kensetsu Tsushin
Shinbunsha, 2006). Sou Fujimoto, Junya Ishigami, Jun Igarashi and Akihisa Hirata
are all included in this book. While this can be taken as a harsh remark from Ito
towards the young generation of architects, surely he has a point. Fumihiko

Maki (b. 1928) once named Kunihiko Hayakawa (b. 1941), Takefumi Aida (b. 1937),
Itsuko Hasegawa (b. 1941), Yuzuru Tominaga (b. 1943) and Kazuhiro Ishii (b. 1944)
the ‘bandits of a peaceful age’. Maki’s comment was directed more generally at
the postmodern generation of architects bornin the 1940s, which of course also
included Ito. With this remark, lto commented on the amateurish attitude of the
younger generation architects in a similar way Maki once did on his generation,
and called the 1970s generation ‘bandits’. But those who were once bandits
themselves, Tadao Ando (b. 1941), Toyo Ito (b. 1941) and Riken Yamamoto (b. 1945),
now enjoy worldwide fame and have designed large-scale projects all over the
world. The ‘bandits’ turnedinto ‘ripple-architects’, and so will the ‘peaceful age’
change into ‘doldrums’. We shall watch closely to see which architects will step
forth fromtheripples to generate big waves.

We often use the word ‘Galapagos’ for Japanese products. The Galapagos Islands,
partof Ecuador, are veryisolatedfromthe rest of the world. Here we can find very
interesting and unique creatures developingindependently. Sometimes | feel
Japanis like the Galapagos Islands. Japanese architects designin such arefined
andverydetailed way thatitis not always easy for foreigners to understand. The
interestofthe 1970s generation of Japanese architects, for example, isvery local.
Ideas circle among the architects. Very Galapagos. They all talk about modernism
as ‘past’andabouttheneedtoinnovate. To me, Sou Fujimoto, Akihisa Hirata and
JunyaIshigamiare the ones who changed the most basic rules of architectural
design. Fujimoto, forexample, showed a new variation on Le Corbusier’s Domino
model. Ishigamiis one of the most extreme ones, as he triesto float structures.

TAROIGARASHI




There are many talented young architects based in Tokyo, but there aren’t many
masterpieces being built yet. If those young architects were giventhe opportunity
todesign bigger projects, they might be able to develop a kind of sightseeing
spotin Tokyo. Although for the architectural scene even a tiny house can be a
masterpiece, Tokyo needs large building to have impact. Moriyama Apartments,
designed by Ryue Nishizawa, is one of the mostimportant housing projects of

the 1960s generation in Japan. That innovative project could be realized because
itsscaleis not big. But good small-scale projects like Moriyama House can
become ‘Long Tail bestsellers’. Think of the ‘Long Tail effect’ of book orders at
amazon.com. ‘Long Tails’ are the niche books thataccount for a large share of
Amazon’s total sales. People still buy these books many years after they were first
published. It works the same with those small housing projects. Tokyo is so big
and has somanypeople that whenitis only possible towork on the small scale,
architects should aim to create interesting ‘Long Tail’ projects. Bestsellersin
Japan are stillthe prefabricated houses designedbya commercial house-building
company. To have successful projects overseas, with considerable less quality

in construction than in Japan, young Japanese architects will need a very strong
concept. Fujimoto’s projects have a chance of succeeding abroad. Some other
architects’designsare so sensitive that it willbe very hard to realize the same
quality overseas.

NEW DIRECTIONS




THE 1970S GENERATION

NESTED BOXES

Sou Fujimoto
MOUNTAINOUS LANDSCAPE
Akihisa Hirata

TWO UNIFIED VIEWS
Kumiko Inui

HEAVENLY STATE
Jun lgarashi

FRIENDLY NOD
Takei Nabeshima Architects (TNA)

AVIOLIN INSIDE AROCK

Mount Fuji Architects

ALLEYWAY LIVING
Suppose Design Office (Makoto Tanijiri)

LIVELY BALCONIES
GoHasegawa

EMPTY HOUSE
Hideyuki Nakayama
UNREACHABLE SPACE
Yuko Nagayama

TRANSPARENT SCENERIES

Junyalshigami

RULEROFTHE SITE

Ryuji Nakamura
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NESTED BOXES

ARCHITECT: SOU FUJIMOTO

Year of Birth: 1971

Education: University of Tokyo, Tokyo
Master: not relevant

Youinvented an artificial and cave-like scheme as an alternativetoLe
Corbusier’s Domino system.

Sou Fujimoto: ‘In Le Corbusier’s Domino system all elements (slabs, columns and
stairs) are clearly distinguishable. They have their own, well-prepared function
and are combined logically with each other. In my system, the slabsare slabs but
atthesametimechairs, steps or shelves. It’s an undefined structure thatcanbe
used at will. The function only becomes clear after people respond to the space.
My structure invites and inspires people to behave freely. Because every person
responds in adifferent way, the function or meaning will always be different.
Modernist thinking is too simple. If you rigidly divide inside and outside, you
completely miss out ontherichness of all gradations in between.’

Severalofyour earlier housing projectsare cave-like. What doyoufind so
appealingin this quality?

SF: 1 make a distinction between a nestand acave. For me, a nest is a functional
space, assembled with a certain purpose. A cave, however, is something that’s
already there: an existing space people can find ause for. The cave-like space
isricher and has more possibilities for use. | ask myself whether it’s possible to
create an artificial cave in an architectural form. Once people live in it, the cave
will gradually become a nest.’

By reinterpreting basic elements like clouds, mountains, caves or forests, you
developed a new point of view on architecture.

SF: ‘Recently, | have become interested in old solutions to present-day questions,
rather thaninventing new solutions. Along time ago, the house and the forest
were mixed entities. Of course, a house was a house, but the forest usedtobe a
place for people to live in. City and forest were interdependent. In the modern-day
world they’re completely separated. Thinking about this is extremely interesting.
It’s a primitive line of thought, but studying those old living conditions can create
something completely new for the future.’

How doyou turn those references into architecture?

SF:‘When | talk aboutthe cave oraforest, it is not a real cave or real forest but
alandscapethatinspires people to behave accordingtothatlandscape. Itisa
space not well-prepared for people but a field of complexity where people can
find their own meanings and own functions in their own ways. | already developed
afew methods to create such complexity, for example by means of randomness,
stacking or using layered spaces. Dividing the elements into small pieces and
assembling themindependently into a network can result in a method to create
new architecture. Stacking, for example, is a very simple process, but how to
stack is open. It can create unexpected space or surprising accidents.’
Mostpeopledreamofsimply having asingle-family housewithagarden.

THE 1970S GENERATION



Your‘House N’ in Oita, on Kyushu Island, goes beyond that dream. Why this
experiment?

SF: ‘Thefirstidea for this house came from the fact that the site is rathe- la-ge.
compared to a Tokyosite.Japanese people — like people inmostothercountries -
wish to have a garden with their house. | like to turn this common wish intoaricher
experience. Acityisacity,andahouseis ahouse; thatis aratherboring concept.
Whenyou openthedoor, you areimmediately stuckinside the house. | think that a
much richer gradation of spaces is possible. Over the years, | have been trying to
make in-between situations — part garden, part house, partcity — in various ways.
The box-in-a-box system l used in House N is one of the simplest ideas.’

Sowhat exactly was yourintention?

SF: ‘First of all, | wanted to propose a new prototype for a house with agardenin
thecity, with acontradiction builtintoit:ithasagardenthat seemstobe both
inside and outside. Secondly, | tried to create something that is back-to-basics.

| made a garden, covered by a huge boxthatresemblesaruinofanancient
structure. Only walls are left and the window frames hold no glass. It makes for
averydreamlike garden. But the gardenis notonly a garden. When inside the
house many layers surround us, and the gardenis one of those layers. Through
the openings we can see the garden, but also the sky and the not-so-attractive
old houses of the neighbours. The garden, the neighbours and the sky contain an
equal hierarchy. Compare it with the effect of shakkei (borrowed scenery) used

in the arrangement of a traditional Japanese garden. In House N each layer works
like shakkei. That’s why we feel depth.’

The three nested shells connect with the city inadifferent way than the plotlines
do.Whatis theimpact of this house onits surroundings?

SF: ‘The white box is very different from the traditional two-storey wooden houses
of the neighbours, soitdoesn’t look like a house at all. It is more like an empty
space. From the street people can peek through the biggest box and see the sky.
It feels as if the volume has suddenly landed in the neighbourhood. But after we
planted the trees, the neighbours were very surprised that the volume didn’t
feelas stronganymore. It had become park-like. This is a result of the balance
between openand closed. From outside, the inner shell looks very small. Inside,
we can feel the atmosphere from the street.’

I spotted the bathroom in the outer shell. How do you make sure the house
functionswell?

SF: ‘Programme-wise, the inner shell is not the most private one. The smallest
shellcontains a livingroom and adining room, the middle shell has a bedroom
and a guestroom, while the bathroom, for example, is located in the outer shell. It
isnotabout hierarchy. Itis about creating various kinds of spaces by using those
shells. With the abundant combinations of those openings and layers we can
create many kinds of distances and connections. The bathroom is located in the
outershell, butatthe backofthe house. From here we can only see the outer walls
of the gardens and thus the residents are protected.’

Have passers-by ever misunderstood the boundary lines ofthe private domain
andtrespassedontoprivate territory?

SF: ‘That mistake could generate avery interesting city landscape! In this case,
however, itdidn’t happen, asthe site is almost square and the streetis very much
a street. Passers-by naturally stay outside the plot limits, but friendsofthe

SOUFUJIMOTO
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clients can communicate through the layers while the clients are still inside. The
“fence” is notanordinary boundary in this house. Itis spatially more developed.
Itisatransparent kind of fence, like a territory where people can walk in and out
butwhereitisclearwherethelimitsare.ldon’twantthe residents toexpose their
whole life to the city. That wouldn’t make a good house. | protect their privacy but
atthe same time open the house up to the city. There could have been one more
shellone size biggerin this design. Inthat case the street would be included in the
shell, which would perhaps have created more confusion.’

How do the current owners, aretired couple with their dog, handle this place
without strictboundaries?

SF: ‘At first, the male client requested a division between the bedroom and the
livingarea, as his wife receives lots of friends who chatvery loudly. After movingin
he didn’t need itanymore. He could find a place of his own, hidden to some extent
from others, by simply moving himself. And if the chatting gets to be too much

for him, hecanalways escapetothe garden!Itis a space thatinspiresresidents
tolinger and where people can act and walk freely. Sunlight comes and goes,
cutting through all these layers and openings. When exposed directly to the sun,
aspace becomes very bright,butonecaneasily movetoanotherarea, according
tothe weatherand differencesin brightness. The layers and openings provide the
clientswith differentareasinside.’

Kazuyo Sejimaand Ryue Nishizawa love to use gardens in their housing projects.
What makes your gardens different from theiridea of making agarden?

SF: ‘Forexample, House A, designed by Ryue Nishizawa, has agardeninside

the house. When | visited the project and entered the gardenroomthe skylight
was open and the atmosphere was filled with outside air. However, as soon as
Nishizawa closed the skylight, | felt the air flow stop. At that moment you realize
you are indeed justinside. The situation of the light and the condition of the space
may be the same, but when we shut the windows, the flow of the air changes
completely. Experiencing this contrast so clearly was amazing. | like to make
amore straightforward outdoor garden, though completely different from an
ordinary outdoor garden. | am very interested in the traditional Japanese garden,
asitislikeauniverse containing afield of variety. To me, that kind of garden is like
“architecture with no roof”. Take Kyoto’s Ginkaku Temple, my favourite. It looks
very chaotic, but inside the garden werealize that it is a field containing many
relationships. The architecture of House N is not solid but soft. Itis noteasyto say
if something is far away or close by, because of the various distances and depths.’
What quality are you tryingtoaddtothe current housing stockinJapanwith your
innovative housing designs?

SF: ‘I would like to create a house like the city of Tokyo, not a Tokyo house. A house
that is complicated and confusinginits inside-outside relation, but well-
functioning as a house to live in. I'm influenced by the city of Tokyo, notonlyin

this housebutalsoinmyother projects. Tokyo is half artificialand half natural.
While itis made up of artificial things, the experience is rather naturalin the sense
thatitisajungle. Iltacts as averycrowded, small-scalecitythat goesonand on.
With every step you take you’re confronted with new views. Streets in Tokyo feel
like interiors. Although my house designs are always completely new, | like that
distinctive quality of the city to return.’

Would you say thatwith this houseyoucreated a little Tokyo in Oita?

THE 1970S GENERATION
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SF: ‘A good point of Tokyo is the crowded city that is like a soft cloud, mixing
emptiness withdensity. The basic box-in-a-box system that organizes House N
has somethingin common with the organization of Tokyo. When designing the
house, | didn’tintend to export Tokyo to the city of Oita, but just the feeling of this
cloud.We could easily put the same kind of house in Tokyo, and | think it would
even have a betterimpact. If | have a chance, | would make another kind of House
N in Tokyo with rather strangely shaped shells or even with four or five shells.’
What kind of variations on elemental concepts are you goingtosurprise us within
your upcoming projects?

SF:‘lamveryinterested in making something between natural and artificial
things. While in the twentieth century we had to simplify things in order to get
controlover them, inthe twenty-first century we can handle more complex
situations because we have computers. Artificial architectureis getting closer to
nature. If| can combine natureand architecture | can create a space where people
behave more challengingly. My long-term outlook on architecture is to extend the
barriers of artificial architecture, so that it touches the natural.’

Itisveryexciting to enter your house, butlcanimagine thatitis notalways easy
to convince clients about the inconveniences.

SF:‘Our projects might look strange, but they are actually all about very
fundamental things. We think about what areally good place tolivein is, and in
what way people can live in a more three-dimensional way. We come up with avery
joyfulideathat we propose to our clients. Usually the client can easily understand
that the house contains fundamentalissues and that it will be pleasanttolivein. If
clientswantareally ordinary house, they’d better ask another architect...’
Why all these effortstochange?

SF:‘Ahouse should be arich experience, not only for the clients but also for other
people. It contains openness butatthe same time protection. This kind of duality
between openness and privacy is a very fundamental feeling, and should also
inspire other people.’

THE 1970S GENERATION



‘IF YOU RIGIDLY DIVIDE
INSIDE AND OUTSIDE,
YOU COMPLETELY MISS
OUT ON THE RICHNESS
OF ALL GRADATIONS IN
BETWEEN’

SOU FUJIMOTO
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MOUNTAINOUS ROOF LANDSCAPE

ARCHITECT: AKIHISA HIRATA

Year of Birth: 1971

Education: Kyoto University, Kyoto

Work Experience: Toyo Ito

Masters: Kiyoshi Sey Takeyama (b. 1954), Toyo Ito (b. 1941)

Toyo Itois Japan’s master of innovation. Did you discover his secret during the
eight years youworked for him?

Akihisa Hirata: ‘There were a lot of discussions between Ito and the staff about
the development of ideas, but he showed nointerest in talking about anything
that wasn’tdirectly related toactually making something. What | learned from
him is the need to maintain a strong focus in order toreach a goal. What’s more,
Itoisverygood at switching between reality and imagination, which enables

him to realize a desired programme in an innovative way. If you concentrate

only on the limits imposed by reality, you may be able to realize a project, but it
simply won’t be interesting. When you get carried away by imagination, you can’t
implementyour idea. Only by going slightly beyond the physical boundaries -

by integrating the concept with technologies and users’ demands — canyou
produce something new and interesting.’

Didyoualways follow the master’s lead without exception?

AH: ‘After about three years, | contemplated a slight shift away from Ito’s ideas
—as ameans of developing the work we were doing then. For example, while
working on the Bruges Pavilion in Belgium, Ito advised us to make something
similartothefirst sketch of Sendai Mediatheque: aslab supportedbya light
structure. But | didn’t want to make a carbon copy of an existing design, so|
proposed new solutionsin line with Ito’s work. We ended up with a structure of
aluminium honeycombs. By covering only the necessary parts, it started to look
like lace. Flatness, which seemed importanttoltoatthat time, was associated
with the idea of continuous space, the central dogma of modern architecture. I'd
rather make something that’s not flat.’

As the head of your own firm, Hirata Akihisa Office (HAO), where do your
interests lie?

AH: ‘Iwonder if it is possible to make architecture that resembles living things.
Life hasitsown generating principles and thus a strong basis for continuation.
Atthesametime, life is fragile. Theaim of modernism is to make a homogeneous
space independentofits surroundings. To get beyond this style of architecture,
we need to come up with anew principle.’

Whatkind of principle areyou thinking of?

AH: ‘| always use the example of a tree. People feel very comfortable sitting
beneath atree.The tree, however, didn’t assume a comforting shape by thinking
of people.ltsshape derives from the practicalneed fora maximum surface area
for photosynthesis. As a result, people see this shape as both interesting and
comfortable. To make architecture that resembles the relationship between
people andtrees, you need generating principles. In the samewaythat someone
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chooses a spotbeneath atree as a pleasant environment, an architectcan
choose and develop generating principles. Although spaces that are defined
inthiswayare not controlled by human activities, they can still provide people
with comfortand stimulate creativity.’

And this theory differs fromlito’s...

AH: ‘The comparison between us reminds me of the famous discussion between
Newton and Leibniz. While Newton argued for the existence of absolute,
motionless space, Leibniz claimed that space exists notonits own butasa
relationship between things. | believe that Ito’s use of modern glass boxes
subscribes to Newton’s way of thinking. | am drawn much more strongly to
Leibniz’s argument, as it contains the possibility of making architecture like
aliving being. Ito often cuts off the generating form along the perimeter of
abuilding to create rectangular glass surfaces. He does this, in my opinion,
because he uses a generating rulethathasno abilitytocreate an outer shape.

| find it much more interestingto look for a generating principle that leadsto a
building that seems to be “growing” from a given environment - like a living thing
that develops whenyou putitinacertain environment.’

How doyouestablish aprinciple?

AH: ‘Our surroundings provide us with meaningful forms. Without reducing

their meanings, we can liberate these formswith the use of principles. Take a
roof, forexample. The similarity between mountains and the pitched roofs of
aresidentialarealiesin the efficiency of waterdrainage. To me, a generating
principleis akind of seedfora project. Eachdesignstarts with the selectionofa
seed and with a search for similarities with nature. Next, we make a lot of quick
study models using clay, foam or CAD.Withthese wecanaccurately define the
geometry of the building in question.’

It seems that, as aresult of such studies, most of your buildings feature pleated
spaces.

AH: ‘lam not tryingto avoid simple boxes as an end in itself, but curved objects
have curved lines and pleated objects have pleated lines. These are shapes that
create unique relationships. Pleated surfaces, for example, allow for a variety of
alcoves, but they can also produce one continuous space.’

You like todraw inspiration from the Tokyo urban landscape by looking at it
fromabird-eye’s perspective,don’tyou?

AH: ‘When we look at Tokyo from above, it looks like a living being. | getespecially
intrigued by West Tokyo, since innumerable buildings tangle into the original
pleated topography and create the currenttopographical condition. | believe
thatthe cityscape created by these pleats holds elements that recall an animal
instinct.’

What kind ofdiscoveries haveyoumade so far?

AH: ‘Alp Apartments has a roof shaped very much like amountainous landscape.
limagined residents livingin a similar geographical environment. Inside the 12
apartments people constantly feel the uneven walls. A semi-private corridor
running through the building volume seems to have been swallowed by the
earth.’

Alp contains apartments for rent. Could you be completelyfreein the design?
AH: ‘Designing rental apartments usually means designing arather standard
interior. Inthe case of Alp, however, we were able to make randomly angled walls
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and stairs. Each tenant can have a different spatial experience because of the
irregularly shaped walls and the different light phenomena. They can feel the
exterior shape of the building form inside. The apartment blockis in thiscase
related to the surrounding environment, as ifit were a cityscape of mountains.
Eveninside, the tenants can feel arelationwith the city.’

Are there possibilities forinnovating the programme of housing in an
apartment block, like we can with a single-family house?

AH: ‘What we caninnovate is different. In the case of a single-family house,

the architects can design everything, including the kitchen. We can create
theinternalrelationships, the way to live, as well as the relationship with the
exterior. In an apartment building we can create a new relationship between the
different apartments as well as arelationship between the entire building block
and the surroundings. It is about how to connect the outer shape (totalidea) to
the city, so tenants feel where they are living. See itas arelation between the
big world and their own private world. The impact of a single-family house tends
to be smaller than an apartment building. You can propose a way of living, which
directly affects the family. In an apartment buildingyou can add urban elements
like a semi-private street.’

If you were to design a single-family house, what would it be about?

AH: ‘My keyword now is “fermented”. | would like to cause the house to change
through the action of living substances. With that, | want people’s way of living
to be more closely connected with nature. | am not talking about arigid, limited
space but a mixed one. “Fermented” refers not so much to changing the way of
building, but to the relationships between rooms and interior and exterior. The
Japanese master of modernistarchitecture, Kunio Maekawa (1905-1986), an
heir to Le Corbusier (1887-1965), has the same opinion. He said that architecture
history has atendency to decrease the area of the partin a plan thatis coloured
black. If we develop this process further, we could imagine architecture where
the space is divided by a modern skin thatis all stirred and mixed. | am thinking
ofarchitecture that holds a system of extending areas similar to fermented
bread dough that holds air and becomes a larger volume. My architecture
presents the image of mixing the air of the interior with that of the exterior.’
What happens when you combine one or more generating principles?

AH: ‘Tree-ness House, an apartment block, is a good example of that. Although
the projectis situated in averydense part of Tokyo, the client requested a large
amount of floor space. | found the solution to the problem in the hierarchical
structure of atree, whosedifferent partsareloosely defined by branches,
leaves and openareas. In myarchitecture, l also like to create open areas
thatare notdefined by the envelope or enclosed by walls. In designing Tree-
ness House, | stacked various boxes and made openings, producing diverse
relationships between inside and out, which | enhanced with greenery. The
building is covered in plants. Many in-between areas that actually belong to the
exterior feel very much like an interior space. The resultis as ambiguous as the
spot beneath the branches ofatree. | think this kind of architecture canimprove
acity. Imagine awide array of three-dimensional gardens hangingin the sky.
Tokyo would be really green!”

And part of that revelationis the need to make new architecture?

AH: ‘It’'s not important to make a new shape per se. | wantto explore the relations
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between things we take for granted by using new principles. Life is defined by
species, and species are always looking for new ways of living in order to survive.
My approach to architecture is a naturalinstinct.’
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Dro'ectName'Apartmentl (<)
Location: Shibuya-ku, Tokyo I

Year of Completion: 2007k

ullent EARLY AGE CO., LTD

magination

Residents: various |

Site Area: 48.44 m?|

Built Area: 25.74 m*

Total Floor Area: 127.57 m?]
Building Height: 11.50 m |8
Storeys: five (B1F — 4F) |
| Units: five ||
atructure relnforced concrete
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UNIFYING TWO VIEWS

ARCHITECT: KUMIKO INUI

YearofBirth: 1969

Education: Tokyo University of the Arts, Tokyo

Yale School of Architecture, New Haven

Masters: Yoshihiro Masko (b 1940), Kijo Rokkaku (b. 1941), Jun Aoki (b. 1956)

Since 2000 you have run your own practice. Why does your work focus on
discovering theorderordisorder surrounding Tokyo residents’ daily lives?
Kumiko Inui: ‘Daily life in Japan is disorderly. Look around Tokyo, there’s no
ordertobe found! Thecity consists of different designs, heights and people.
Eventhe attitudes of young and old peoplearecompletely different. When |
design abuildingldon’twant to ignore the surroundings — | want to think about
them and capture the disorder.’

Does the variety of the urban vernacular stimulate your desire to meticulously
observe and understand the sites of your projects?

Kl: ‘My ideas come from my love of observation. If you carefully look at Tokyo’s
urban landscape you notice a strange mixture of small houses next to big
apartmentblocks. And theinner landscape of apartments is chaotic due
tothe small floor spaceofeach unit. In Apartment|, | comparetwokinds of
chaos —inside and outside — and observe them simultaneously. For example,
if an apartmentis clean and beautiful, the landscape outside is considered
horrible. If the landscape outside is beautiful, the interior feels awful. In

this projectl erasedthedivision betweeninsideand outsideandused the
small size of the apartments to help create an equal situation. Because of

the narrowness of the interior space —the maximum width is 1.80 mand the
minimumonly 0.75 m —there is a greatinterior brightness during the daytime.
lintentionally made the interiors of the apartments as bright as the exterior,
creating the illusion that the two landscapes have identicalillumination.
Addingthe elementof furniture into this artificial singular landscape makes
the belongings look as if they are placed in the foreground of the overall chaotic
urban backdrop.’

Howelseare you able to manipulate people’s perception of spaces?

Kl: ‘The use of colour is a major factor when attempting to deceive perceptions.
Inthe boutique for Jurgen Lehl’s apparel brand in Marunouchi, for example,

I made aspace thatappears tobeilluminated by colouredlights. The blue
roomlookslikeitis litbyabluelight,theredroomlooksasthoughitislitbya
red light and so on and so forth. However, if you look carefully, you will notice
thattheroomis not whatis seems. | have implemented simple visual trickery:
there are no coloured lights that illuminate the rooms. It is the gradation of

the colours; the floor is painted the darkest and the ceiling the brightest.
Walking inside this shop makes you feel a little bit drunk. For a retail space

itis essential to make the customer happier when inside the store than

when he or she is outside on the street. So, another goal of mine in creatinga
gorgeous happy space was to slightly confuse people, but only enough that the
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customers gradually embrace the comfort once inside the store. The evolution of
emotionsiscriticaland colour was the key in thisinstance.’
Isthedisruptionofnormalperceptionyourunique point?

KI: ‘For Apartment | we tried to create the right interior. The space for each tenant
isvery small, only 20 m?. We thought a tenant would never be able to keep his space
tidy with so few square metres. The interior would be always messy. We wanted to
be positive about this reality. When designing this interior landscape, we found out
that the landscape inthe exterioris also messy. Wethoughtitwas great that both
inside and outside are messy. If the brightness of the interior and the brightness
of the exterior is equal, we can create one Gestalt, and take those things as one
situation. The boundary between interior and exterior is gone, and we see one
unified landscape.’

Do people outside expect a messy interior?

Kl: ‘Before we started this apartment, we researched the average studio apartment
in Tokyo and found out that it usualy faces the same direction, has arepetitive
balcony, and its window size is always the same. The neighbours living opposite

can be seen by the occupants. The neighbours behind this kind of apartments

also feel bad because they are always ignored by the occupants. The occupants
themselves are also unhappy, because the exterior of the apartment already tells
from the outside that the interior is very small. The occupant exposes his life to the
city, which also feels bad. Solots of people around this apartment start to feel very
Jnhappy. We don’t like this situation, so we tried to create adifferent stance. In
Apartment|, every occupant faces adifferent direction. The neighbours feel better
and the occupants feel better, as their lives are not exposed.’
Theirlives arenotexposed? But everythingisvisible!

KI: ‘Yes, but only parts of their lives are exposed. From the exterior, it becomes
difficult to even comprehend that you are lookingata housing complex. To make the
conditions more interesting all functions are scattered along the perimeter so that
the structure appears as if it were asingle residence.’

Is exposure partofatypical Tokyo lifestyle?

KI: ‘Housing policy in Japan uses the American system as a model. Inthe USAa

.ot of people also purchase a single-family house, and even poor people own a
detached house. After the Second World War, the Japanese government tried to
follow that policy and that is why we see so many single-family houses in Japan.
The bigdifference betweenthe USAand Japanisthesiteofthe lot. So although it

s based onthe same layout system, the result is very different. We’ve been making
miniaturized versions of American houses.’
Canyouavoid the system?

KI: ‘Actually, we Japanese architects are enjoying this mistake and trying to make

t better. We observe the landscape around the houses very carefully. We can
treatthe smallworld as a nice thing. We mix the interior and exterior world ina
more complexway. In America, indoor and outdoor are separated; the landscape
aroundthe house isverysimple. The design of the house is always dominated by the
‘amily’s demands, kind of boring. AJapanese house is more complex, as we have to
think about the family’s demands and about how the interior relates to the exterior
.andscape.’

How doyouimagine Tokyo in the future? Will the number of Apartment I’s grow
exponentially?

KUMIKO INUI
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KI: ‘I feelthat more and more young Japanese people now share a positive attitude
towards the landscape. Japanese people currently in their sixties tried to protect
themselves very much. We became more open minded and tried to enjoy our lives
more than previous generations. Openingyour life to the outside world is the most
rationalwayto enjoy life. I think that life can be shared by a lot of young Japanese
people. Gradually, they also want to live in a new-style house.’

Whydoyouthink the young generation can easily open their minds?

Kl: ‘I feel that through the Internet, young people try to form relationships with
others. They demand a bond. Thatisvery new for us. Before we always focused on
personal activity. Young peopledon’tbuy a lotofpersonalitems like cars, clothes
and gadgets anymore, because now they are paying money to create abond. In the
lastfive years, people have been paying for services to connect them. Theyare
tired of beinga selfish, individual person.’

How does this affect architecture?

Kl: ‘Now a lot of people are interested in common space, rather thaninindividual
space. | think thatinfluences our way of designing architecture.

Does your personality relatetoyour designs?

Kl: ‘I have two different personalities: one personality is very strict, serious and
honest and my other halfis like a joker, somebody who loves humour. That humour
isapparentinallthe facade designs | have created. At first | wasn’tinterestedin
brand designs atall,butthe early commissionsinmypractice, forDiorand Louis
Vuitton,made me starttothinkaboutbrand designs, forcing me to become that
humorous person.’

So there is always a touch of humourinyour designs?

KI: ‘I have this contradiction inside me. I’'minterested in rational things. The
common space issue, for example, isaveryrational thing. At the same time, | like
the fantasy world. Architecture, especially housing design, has to have some
fantasy. Nowadays, alotof people don’twantthis amount of fantasy inside their
house. They believe inthe typical fantasy, the typical lifestyle with very little
variety. Eveninthe designers’ apartmentyou find a typical style: concrete walls,
abigwindow and a big space with nothing more than a designer-style chair. | don’t
think this is nice. | wish alot of people would demand their lifestyle by intuition.
Iwant to make houses for these unique people. That’s my dream.’

Do your dreams also come from abroad?

KI: ‘Of course we study the work of foreign architects. But we also know that we
cannotdirectlyimport thisinformation but have to adjustitto our situation. After
the Second World War many master architects tried to importthe modernist
theory, but at the same time they invented a new Japanese situation. Our
generationis still much influenced by this situation. We learned the basic attitude
of how toimportideas from abroad from our master architects.’

What is the point of analysinginternational building typologies as areference?
Kl:‘I'minterested in foreign projects because of the roots of how the projectis
created. Whatinspiredthosearchitects?| am notinterested in justcopyinga
foreign projectinto our situation, but since we are living in the same age, | feel that
our generation of architects in Japan can share some things with those abroad.’
What formofdesigndeception canwe expect fromyouin the future?

Kl: ‘l am interested in thinking about thresholds. They strongly relate to the human
sense because theyexistas the boundary between two conditions. For example,
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after continuous contact with cold water, the sensation of cold changes to a
sensation of pain. Sensations like cold and pain do not seem to have much to do
witheach other. However, they can approach eachotheruntil they almost meet.
|want totranslate this ideain order to design a semi-outdoor interior place. But
not simply one that merely separates the indoors from the outdoors. | asked
myself what the minimum requirement is for people to understand thattheyarein
anindoor environment and whatthe minimum requirement is forthemto feel like
they are outside. In this way, | can arrive at an outdoor-like interior that could not
have been imagined had | simply tried to think of a place where indoor and outdoor
meet.’

‘I DON’T WANT
TO IGNORE THE
SURROUNDINGS -
| WANT TO THINK
ABOUT THEM AND
CAPTURE THE
DISORDER’
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Project Name: House M

Location: Asahikawa, Hokkaido Prefecture
Year of Completion: 2009

Client: couple

Site Area: 267.76 m?

Built Area: 155.23 m?

Total Floor Area: 185.04 m’

Building Height: 3.20-8.95m

Maximum Building Height: 8.95m

Storeys: two

Structure: timber frame

Structural Engineer: Daisuke Hasegawa & Partners
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HEAVENLY STATE

ARCHITECT: JUN IGARASHI

Yearof Birth: 1970

Education: Hokkaido Institute of Technology, Sapporo
Master: notrelevant

ContrarytoTokyo’s young architects,you seemto have arather negative view

of the Japanese city. Are your houses introvert to shut out the cold exterior
environment, oralsobecauseyou think the surroundings are not that beautiful?
Junlgarashi: ‘It is related to both. The conditions in Hokkaido Prefecture are
different, so the outcome cannot be the same as that of architects in Tokyo.
Winters are very cold up here, which means that you almostunconsciously

deal with the “state” of a place. You have to design for the cold, otherwise living
becomes very unpleasant. Onthe other hand, I don’t have any aversion to the city.
Rather, | feel a strange gap between architectural ideas from architects who live
inthe cityand mine. | don’t think | have a negative view. Acityis attractive because
itis chaotic. Because we cannot predict whatis going to happen, the city stays
attractive. If acity does not metabolize like a living creature every day, it will die.
I'm notinterested in making a smallresponse to the city. Architects are usually
interested in problems close to their own personal environment. Such thoughts
are always caught up when you work in the city, unless the situationis projected
objectively.’

Houses designed to protect the human body from the bitter cold of winter

on Hokkaido require special means of dealing with the forbidding natural
environment. How do you resolve such problems?

JI: ‘The ideal “state” or primordial place of comfort for human beings | am looking
forin architecture is making a pleasant and comfortable space. | think that this
depends neitheronthe eranoronthe trend;itisthe space for primary human
senses. My main concernis the performance of the insulation, the quality of

the air and the heating facilities. By designing those three things | can make a
stable hydrothermal (temperature and humidity) environment inside each house.
Insulation, airand heat are the primary elements of architecture that make a
house in Hokkaido comfortable. With the spatial layout of a house you can amplify
this comfort. For example, because of the extreme cold in Hokkaido, it is arule to
sink a house 60 cm into the ground. Usually this space is just filled with concrete.
But by using this 60 cm, | can, for example, make a really high living space.’
Inwhat sense are your house designs differentfromthe closed-off domains
Japanesearchitectsusedtomakeinthe 1960s, 1970s and 1980s?

JI: ‘The houses in my portfolio are almost all located in small cities in Hokkaido
and inevitably the result of aresponse to the surrounding environment. If the view
surroundingthe house s nice, | make sure the residents can see it. But| have no
intention of making a direct connection with the surroundings, as privacy is the
mostimportant issue for me. Although your neighbours are located far from your
own house inthe countryside, everybody knows everybody. Having familiar people
around might be convenientin some ways, butin terms of privacy it is not. To me
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those closed-off houses that were built in Japan between the 1960s and 1980s
were a mere spatial representation of the architect’s thinking.’

Your main architecturalinterestsarelightand shadow.Whyis House Man apt
example?

JI: ‘Light is a universal theme in architecture and always involved in the
mostimportantamenities a client requests. In House M | judged from the
circumstances that there was no need to make openingsinthewallsofthe house.
Instead of windows, the house receives naturallight through different skylights
in the roof. | carefully thought about the light conditions. When you stand close
toalarge glass window, light can be very strong and very violent. But how about
looking atthis stronglight from the back of theroom?Strong light can be softened
and diffused by means of depth ordistance. The same ideais used in House M
through the use of skylights. Because all the rooms have very high ceilings and
thereis acertaindistance between the personandthelightsource, thelightwe
experienceatground levelis acomfortable, softlight. Each of the 18 rooms in
House M has this kind of manipulation ofthe light conditions.’

Light and shadow are features of traditional Japanese architecture. Are you
talkingaboutasimilarinterest?

JI: ‘Yes, my architecture and the concept of light stems from the traditional
Japanese spatialelementofengawa. You can compare the diffuse light quality

in House M with that of anengawa, a floor extension at one side of aJapanese-
style house facingthe garden. A traditional engawa has many different functions.
Inthiscaselfocused onthe function of influencing the quality of thelight.The
conceptofdiffusedlightintraditionalJapanesearchitectureis captured as an
in-between spaceandis created bythe floor, the ceilingand the depth. Instead

of direct light, | opted for a softer variant: reflected, diffuse light that evokes the
effect of light shining through Japanese rice-paper screens, shoji. In traditional
Japanese architecture the shoji, aroom divider consisting of translucentrice
paperover a frame of wood, plays averyimportantrolein the lighting in the house.
Therice paper softens the strong natural sunlight and gently illuminates the
interior of the house. Itisvery comfortable to stayina place with light conditions
created by engawa and shoji. In allmy architectural projects I'd like to apply
diffused lightingin combination with other qualities of light. When you arrange the
lighting, you also change the quality of the shadow. Diffuse light can make shadow
ambiguous. Ultimately, | like a situation where the light quality means that you
can’texperience shadow.’

Whatother light solutions have you come up with so far?

JI: ‘Rectangle of Light, a house in Sapporo, lacks any windows to look out of.
Instead it features a tapered light cavity affixed to the side of the house. The light
cavityisavacantstrip 30 to 90 cm wide, with glass at either end, that provides
the entire interior with soft, indirect light. From the living room one experiences
thisreflected light as if it came inthrough a huge, glass-less window. Instead

of a house with curtains, | proposed a house without windows, gasping for light
from the side only. House of Trough, a house in Shikao designed fora couplein
theirtwenties, iscomposedofa “valley” sandwiched between two “mountains”
made up of servicezones. The strength of the interior lies in its stratification.
Thedouble-heightareainthe middle features a neutral palette and functions as
alivingroom. The daylight-filled buffer zones accommodate areas for sleeping,
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bathing, storage and hobbies. Light flows through large openings in the walls
separating the living room from the buffer zones — windows without glass, as
itwere — and is filtered by white curtains before reaching the livingroom. The
solution of the buffer zone isalsoavariation onthe concept of the Japanese
veranda, which marks the transition from outside to inside. House O, a house in
Kitami, is composed of 15 differently positioned black boxes, each containing one
room. Lightgives expressiontoaspace. Byacomplex concatenation of boxes,
each with adifferent height, the lightintensity and light quality changes in an
intriguing manner. With the expression of light, | search for anew universality.
Eachbox hasacomplete different variation on light, orientation and height. By
connectingall the boxes together into one entity, they are all ultimately of equal
value.’

Whydidyoudivide the geometric planofHouse M into many different kinds of
boxes?

JI: ‘The clients, a middle-aged doctor and his wife, requested individual rooms in
whichitis easytocontroltheconditionoftheairandthelight. The plan grew out
of the state of the surrounding area, an urban condition where tall buildings loom
right nextto the lot. First| created a big plane and distributed the required rooms
vertically across the site according to a standard zoning approach. Next | altered
the height of each room to a variety of conditions. Each of the rectangular volumes
has a strong sense of being closed-off. | opted for light comingin through a
skylight, which produces a very comfortable atmosphere. The height of each room
—the highestboxreaching9 m —is determined by thelightconditions and fits its
size and its function. It is a house made up of separate, closed but comfortable
spaces.’

Whatis the spatial experience when walking through this agglomeration of
boxes?

JI: ‘Moving from one room to the other you will always find a level difference and
adoor. It means walking through involves stepping up and down, and opening a
door before moving to another room, which heavily influences people’s behaviour.
| like to compare this action to the movement of walkingin the forest or the bodily
sensation of walking through a city with adense urban infrastructure. With every
step you discover something new. In spite of the limited space inside the house,
theresidents can feel a sense of infinity.’

What would this house look like if it were located in central Tokyo?

JI: ‘House Mis located in Asahikawa City in Hokkaido, the northernmost of Japan’s
four mainislands, and standsin an urban condition. In my eyes, it has the same
diversity asif it had been builtin the centre of Tokyo. The residents enjoy the
spaceas ifitwasasmallcity,attimesaresorthotel, oraveryintimate place.’
How did you control the air flow and lines of sight?

JI: ‘The air supply inlet is located close to floor level. Itis the height difference that
accelerates the airflow to the top of each box where the airis let out. Sightlines
through the house arebasedon the relationships among those livingin the house.
Ididn’treally control the direct visual communication between the boxes. It was
more about making “a state of invisibility” and controlling the gaze that exists in
our consciousness.’

What unique spatial experience dothe residents of House M have because ofthe
control on air flow, amountofsunlightand lines of sight?

THE 1970S GENERATION
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JI: ‘At first glance, the house looks very introvert. However, soon you realize you
canfeelaverycosy and softexperienceinside. That is because of the distance to
the exterior as wellas the distance to the light source in the ceiling. A high ceiling
makes the existence of the ceilingseemto disappear from people’s minds. High
ceilings are designed to create a sense of physical distance from the light. This
distancediffuseslight.Callita “heavenly state”.’
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‘INSTEAD OF DIRECT
LIGHT, | OPT FOR A
SOFTER VARIANT:

REFLECTED DIFFUSE

LIGHT THAT EVOKES THE
EFFECT OF LIGHT SHINING
THROUGH SHOJr
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Project Name: Mosaic House
Location: Meguro-ku, Tokyo

Year of Completion: 2007

Client: married couple + one child
Clients’ Profession: university professor/design critic + house wife
Site Area: 58.45m

Built Area: 33.26 m

Total Floor Area: 84.50 m
Building Height: 9.30 m

Storeys: three

Structure: steel frame
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FRIENDLY NOD

ARCHITECT: MAKOTO TAKEI

Year of Birth: 1974

Education: Tokai University, Tokyo

Work Experience: Tezuka Architects

Masters: Kensuke Yoshida (b. 1938), Yoshiharu Tsukamoto (b. 1965),
Takaharu + Yui Tezuka (b. 1964, b. 1969)

CHIE NABESHIMA

Year of Birth: 1975

Education: Nihon University, Tokyo

Work Experience: Tezuka Architects

Masters: Mayumi Miyawaki (1936-1998), Yoshihumi Nakamura (b. 1948),
Takaharu + Yui Tezuka (b. 1964, b. 1969)

What kind of genuine characteristics have you picked up while researching sites
prior to making designs?

Chie Nabeshima: ‘At various sites both inside Tokyo and outside the city we
discovered that although city and nature are almost opposites, both urban and
rural sites contain the potential to create a very attractive relationship between
the architecture and its ambient surroundings. Every detached house we
designed so faralso considers the area outside the site. Even if the size of the plot
is very small, we think that the neighbourhood can benefitwhen one considers an
area largerthanthe plot limits.’

MosaicHouseislocatedin the midstofatypical Tokyoresidentialarea.Why did
the clients buy this site?

CN:‘Thesite is acorner lot facing two roads, one of which leads to an old shrine.
During amatsuri, a traditional Japanese festival, the roadbecomesvibrant with
people carrying portable shrines. This liveliness of a street filled with numerous
enthusiastic pedestrians ontheirwaytothe templeis what the clients, ayoung
coupleandalittle boy,had fallenin lovewith.Yet, whenwefirstvisited the site
during winter, the place struck us as rather gloomy. The surrounding buildings
castagreatdeal of shadow.’

Whatwasyourresponse tothe site?

Makoto Takei: ‘We wanted to design a house that would receive enough light.
Tokyo’s strict regulations on maximum height, building volume and light
penetration produce “truncated” geometric contours, seeking out the most
extreme possibilities within the limits allowed. We tried to create a more elegant
solution and designed a house that doesn’t feel all those restrictions. By rounding
off the sloping wall, instead of using the usual rectangular geometry, we made the
restrictions virtually invisible.’

Theresultis a powerful, though very simple, shape.

MT: ‘Simplicity is the result of a concentration of ideas, and not about leaving
outideas. We like to consider anidea from both the interior as well as from

the exterior. For us, that’s the very start of producing rich architecture. Atight
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-elationship between the buildingand its surroundings, composed into avery
simple and compactform. Thoughiitis of acompletely different scale, we like to
compare our architecture with osechi, the traditional Japanese New Year food.
Jishesthat make up osechieachhave a special meaningand are displayed ina
oeautiful lunch box. Such alunch box consists of seemingly very simple forms,
choughithasanabundant amount of functions and a beautiful shape. Thatis
axactlywhat wearelooking forin architecture.’
CN:*When asked to think aboutthe shape of atree, people almost always think
ofthesameiconickindofshape. Thisshapeis very natural and beautifulbutat
<he same time there is areason for the shape, namely the functional effect of
ohotosynthesis. We are interested in such natural, powerful shapes that look the
~aytheydoforareason.’
You mean that Mosaic House is more than an elegant landmark?
\T: ‘We are notinterested in simply designing a maximum volume on a limited-
sized Tokyo plot. This way of buildingis too passive and negative. The shape of
a building should be based on a way of thinking. We continually think of more
‘ascinating forms, ones not defined by standard laws. The outcome should be
somethingthat looks heteronymous, butis in factautonomous architecture.’
CN:‘There are so many invisible borders around us in Tokyo. Itis fascinating to
arase the borders fora moment and find the suitable architectural form in that
~ay. We believe that by first solving the many relationships around a siteand a
nouse, a fascinating shape will eventually result.’
Whatkind of relationships are you talking about?
CN:‘One of our generalinterests is the contact point between architecture and
the earth, or building and ground. Thebaseof an architectural projectisrelated
sowhetherarchitecture moves or doesn’t move, and this is the very essence
>f architecture. The base of Mosaic House is minimal, rising straight out of the
zround. Even whenyou enter the house, the flooring seems to continue from the
car park. We made it difficult to tellwhere the road starts and where the border of
the neighbour’s plots starts.’
\T: ‘The site of Mosaic House used to be a parking space, so small that the parked
cars were sticking out. With only 50 m?, the design process of the house simply
nad to begin with figuring out how to accommodate the off-street parking. In
-eality, there were only two options: parking lengthwise, or along the broader end
>f the trapezoid site. We selected the second option. We left the concrete and
shedividing lines of the existing parking space as itwasand only excavated the
‘ootprint. You can still see the original car park.’
Thehouse seemsto make afriendly gesturebygreeting passers-by with abow.
CN:‘Inan overcrowded environment like Tokyo, the question “how to touch?”
sveryrelevant. Mosaic House touches theroadand the parkinglotdirectly.
Neremoved the roof, so the house can directly connect and touch the open
sky. It mightlook like the shape of the building was only influenced by exterior
-egulations, butthe shapeis also produced accordingtowhatis happeninginside
<he building. The bowing figure is a coexistence of a consequential shapeand a
.oluntary shape. Thisis exactly what gives people a complete newimpression
zfhousing.’
Sowe cannot speakofan icon for the sake of being alandmark?
\T: ‘Whether this building uses a straight or curved line is not determined by
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whether the form fits in the context of the street. It is acondensation of countless
factors and consequently this shape came out. The curves are acoincidence.’
Whatis the story behind the fagade texture?

MT: ‘Mosaic House has an ordinary white facade. But when you look closer, it

is made up of 1-cm mosaic tiles. The upper portion of the curved wall needed
extraattentioninregard to waterproofing. We clad the entire facade with mats,
composed of 300 mm x 300 mm mosaic tiles, each 10x 10 mm. Glued on the
facade, the small mosaics easily follow the curvature. In fact, the whole facade of
the house is finished with tiles for that reason. The mosaic tiles give the house a
familiar texture that is reminiscent of a sentd, a Japanese public bathhouse, which
oncewasacharacteristic elementofaneighbourhood like this in Meguro.’
Whatis the effect of the curvedwallsinside the house in terms oflight quality?
MT: ‘Inside we gained the maximum floor space, as the curved wall follows the
track of a spiral staircase. The curves reflect the light that comes from the rooftop
and bring it down into the house, from the second to the first floor. Seen from

the outside, the curve on the northern side is an exterior facade as well as a roof,
which brings the rainwater smoothly to the ground.’

The curves seem to provide a concentration of other advantages as well.

MT: ‘Walking through this house makes you forget everythingis the reverse of a
normal house! The backward-bending wall creates a space-expanding effect,
allowing the shelves in the kitchento increase in depth as they go up. They also
provide the residents with lumbar support while they read in the children’s room.
The curved wall becomes a pillow when oneis lyingin the bath, provides storage
space forthe shelves in an efficient way and serves as a carport roof. The other
curved wallcarriesthelightfromthe top all the way to the bedroom downstairs,
providing sufficient daylight for the entire house. All of the family’s activities take
placein contact with the light from above, with the living room on the second floor
being the centre of the house.’

Could the clientsimmediately recognize thevalue of your unusual proposal?

CN: ‘Theresidents were quickly convinced that light from the top, in combination
withaninverted layout of the house, would be very effective. Japanese people like
the south side of a plot. But by takingin light from the top, even the lower levels
onthe north side receive enough naturallight. The livingroom and bedrooms are
normally situated on the preferred south side of a house, butin Mosaic House
inferior functions such as storage, toilet and kitchen could be given this prime
location.’

Did youinclude the usual hobby space?

CN: ‘The husband loves outdoor sports. There is no roof on this house, as the
ceiling is “finished of fwith the sky”.When the sunis shining strong the husband,
wholovestocamp, “setsupatent” inthecentreofthe housebyclosing off the
skylightwith horizontal blinds made of white fabric. The wife is a photographer
and loves admiring the sky and the light in the shaft-shaped house through the
enormous skylight. When the sky becomes beautiful, the wife takes pictures.
Both clients can enjoy the change of seasons frominside the house. Besides a
clear sky, it is actually very enjoyable to see the rain pouringdown on the skylight,
towatch planes go by ortojust stare atthe moon. The ceilingis notjustatop

light, but also an experience that makes you feel as if you are living outside. The
residents forget that they are in the centre of the city.’
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Did the residents hear nice comments from passers-by?

MT: ‘People seem somewhat startled as they walk past this unusual house.
Becauseitis setback 1 m from the building line, itis not obtrusively presentin
thenarrow streets of Tokyo. The bending form seemsinsteadtobe extendinga
friendly greeting to passers-by on their way to the nearby temple. Even without
explanations, people understand that this house is rather simple; a small space
in acrowded environment, so that is why the light is taken from the top. If Mosaic
House were located in the countryside, it would actually be averyuninteresting
structure.’

What would TNA like to add to the existing housing stock in Tokyo?

MT: ‘By building a house we do not add anything to the programme of the house,
but we areimmensely interested in providing ablank space: a margin or awhite
space. Forinstance, when atree grows it naturally keeps an appropriate distance
from othertreesandinstinctively forms a blank space betweenthe trunkandits
ambient surroundings. At the same time, a large group of individualtrees still feels
like an abundant forest. We hope that the Tokyo house will mature like atree in the
forest, developingrespect for other houses.’

Did youimplement thisideainMosaic House?

CN: ‘Mosaic House turned the existing parking lotinto a kind of blank space.

The newly made gardenis directly facing the street, without the use of afence. It
extends the borders of the site, like aripple. Those kinds of chain reactions mean
the city sceneryisallaround, having neither a rear nor a front side. That is exactly
what makes Tokyo so attractive.’

And whatis therole of a small single-family house in these chain reactions?
Takei: ‘A group of small houses form a neighbourhood, and a group of
neighbourhoods make up a big city. Inthe end, even though it isa small house,
changing the typology of the house will change the city. We like to compare

the impact of asingle-family house onthe city to that of an attractive-looking
vineyard. Agrapeplantisindependent from the vineyard, like a house stands
independentlyin the city. But grapes needto be supportedbyavineinorder

to make a bunch. Exactly this kind of relationship betweenthe whole and a
subordinate-superior partis what we can also find between a cityand a small
single-family house.’
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‘SIMPLICITY IS
THE RESULT OF A
CONCENTRATION OF
IDEAS, AND NOT ABOUT
LEAVING OUT IDEAS’
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Project Name: Rainy Sunny §

Location: Suginami-ku, Tokyo |

Year of Completion: 2008

Client: couple| W :
Principle Use: private residence + office
Special Requests: A quiet, but open life

Site Area: 108.27 m?

Built Area: 53.08 m?

Total Floor Area: 79.51 m?

Storeys: two

Building Height: 7.00 m

Structure: reinforced concrete ;
Structural Engineer: Jun Sato Structural Engineers |8
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AVIOLININSIDEAROCK

MASAHIRO HARADA

Year of Birth: 1973

Education: Shibaura Institute of Technology, Tokyo

Masters: Kengo Kuma (b. 1954), Elias Torres, Arata Isozaki (b. 1931)

What do you find most curious about the urban contexto f Tokyo?

Masahiro Harada: ‘l was born in Shizuoka, a city far smaller than Tokyo. It has
relatively few houses situated on large plots. In Tokyo, onthe other hand, there
are many small houses lined up closely along a street. In every direction you look
in Tokyo, you see man-made exterior walls. It means the exterior space feels

like interior space. You could describe this as a negative aspect, but naturally
architects should come up with an answer to an overcrowded man-made urban
situation and the lack of nature. Making a good environment using a new kind of
architectureis one answer.’

What new kind of architecture do you have in mind?

MH: ‘Mount Fuji Architects does not support the assertion that thecityisa
problem and architecture is the answer. Architects who do that definitely make
buildings that cause big problems for the city. That was exactly the mistake

of the modernists. Architecture on paper, devoid of any substance, remains
atalevel of abstract purity thatallows it to theoretically resolve the problem
posedbythe city. Butwithreal architecture,an object made up of materials, it
isanother matter. Even when a buildingis designed as a pure answer, realized
architecture, from the momentitimposes “mass” and becomes a built object,
never manages togetbeyond the “city = problem” equation. We are doubtless
the first generation to become aware of the reality of the limits of modernism. We
avoid dealing with architecture through concepts as much as possible. For us, the
cityis from the outsetimbued with “substance”, and the architectural process

is the creation of “substance”. The relationship between the pre-existing city
and future architecture is never envisaged in a unilateral way, as one would do
when providing an answertoa question, butrathera continuous and balanced
“dialogue” betweenthe old and the new “substance”. This is especially important
in Tokyo, as there are already so many different kinds of buildings next to each
other’

How doyoupicture this dialogue?

MH: ‘The house should strike a balance between the interior space andits
immediate surroundings. The site of Rainy/Sunny in Takaido is a popular
residential area. It used to be a big plot with only one house. Butin the 1980s the
land was sold and subdivided into six smaller plots. Instead of one large house, a
developer designed six small identical houses. Rainy/Sunny replaced one of the
six houses and had to deal with a lot of harsh building regulations. So harsh that i:
was difficult to turn this plotinto a happy space.’

What did you do to make Rainy/Sunny a comfortable living environment?

MH: ‘In order to catch the sunlight from the south, an urban house in Japan is
usually placed on the north part of the plot. In that way, thereis just enough space
to park their car in front of the house. With this type of plot layout and house

THE 1970S GENERATION



form, any strangeris able to look through the garden and parking directly into the
interior. Itis not good for having acomfortable life inside the house. As aresult of
this layout, people will not open their windows, as that would completely disturb
their privacy. Therefore, we decided to place the volume of the house diagonally
onthe square plot. By cutting the site diagonally we realized two different types
of outdoor spaces. One is a semi-public area facing the street on the north, and
the othera private garden on the south. The north gardenisused as the entrance
for the house and as on-site car parking. The south gardenis separated from the
urban situationand allows the house to open up towards the south sunlightand
the sky, in privacy.’

What are the consequences of this design solution for its residents?

MH: ‘Everyone in the world has experienced rectangular volumes and their
accompanying limitations. Such afloorlayoutistoocleartofeelanydepth, which
makes the space feel limited. By introducing a unique geometry, using a diagonal
plan and an opposite diagonal roofline, the house lacks spatial references. People
have to discover its physical perimeters by themselves. This action blurs the
borders of space. And mostimportant, this kind of living spacedoesn’tforce the
peopletoliveina particularway. If architecture can fixits form according to the
climate, instead of social rules of what we call “house” or “family”, people will be
much better off. In the end, allwewantis the effect of enlarging the very limited
space of a small plot in central Tokyo.’

Butyou also kindly considered the neighbours.

MH: ‘As | said, a house in a Japanese city is normally placed on the north side of
asite, sothatthe garden on the south side is as big as possible. That means that
the neighbours on the north side always directly face an exterior wall. By using
adiagonal planning, we not only favour the clients, but also make it possible to
present more space and natural sunlight to the neighbours on the north side. And
because of the setbackitalso brings naturallightand a breeze to the neighbour’s
window on the west side. You could also say that the volume of Rainy/Sunny acts
like a barrierto protect the residents from the urban setting.’

What is happeninginside the concrete shell?

MH: ‘The clientis a novelist who was in need of a quiet workspace with enough
sunlight. He requested aninterior space where he can feel nature in the middle of
the city. As he and his wife already finished bringing up their child, they didn’t need
the house to be based on the family. Their life is kind of free now. We designed in
two steps. First,wethought about how torealize a good liveable environment,
asmallcave or mountain. Secondly, we tried to change the cave into a liveable
place. Rainy/Sunny looks like a rocky mountain from the outside, and a violin
fromtheinside. Itisahouse thatdoes notforce the clientsto live acertain way by
naming the functions of the space. Instead, it is a space where clients can figure
out their living space by themselves. First we prepared them a rocky mountain: a
jacket thatis tough enough to protect what is happeninginside and with a suitable
urban scale. Butbecause it istoo severe to presentarock as the final house, we
needed another step. To bring this rock close to the sensitive scale of human
beings we covered the entire interior — floors, walls and ceiling — with handcrafted
woodwork. By using a herringbone patternthe interior doesn’t have one single
axis, and this also effectively softens the geometry.’

What did you have to dobetweenstep 1 and step 2?

MASAHIRO HARADA
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MH: ‘In this case, thereis nodirectrelation between the first and second steps.
Itis liketwodifferentarchitectsin me. In Rainy/Sunny this divisionis very clear,
perhaps morethanin other projects. We wanted to realize a timeless building, as if
itwere alandscape. That was the hope of the client. The exterior will probably stay
the same for alongtime, but the interior will change over time.’

What is the violin aspect within?

MH: ‘The exterior is designed to fit the urban setting, but the interior had to be
much gentler, according to us. Inside we work, sometimes without wearing any
clothes, so the materials used for the walls should be very close to the human
skin.Thescaleofthe herringbone patternis like a grain, because people can’tlive
and work inside a hard rock. In an earlier housing project we did, M3.KG (2006), the
walls and floor have averybigtexture. Because the 80-m?Rainy/Sunny is much
smallerthanthe260m?M3.KG, the distance between human and materialis
smaller.We feltwe should choose a softer kind of material for the interior.’

What is this sensitivity towards materials the Japanese talk about?

MH: ‘We Japanese like the art of ukiyo-e (pictures of the floating world). Unlike

the real world, the idea of the floating world is born out of limitations. In order to
live, we simply need to imagine extra space. The Japanese imagination is brought
up like this. Moreover, our recognition of the world contains two phases: the
realworld and our imagination. We can discover a big space by just watching a
television, looking at a small Kyoto Zen garden or lookinginto a white abstract
space. Allthings unique to Japanese culture geta big space asanimaginary
phase. The Japanese always think about how to connect to a bigger space, even
nowadays. We included this idea in the Rainy/Sunny house and created darkness
inthe sharp cornerofthe livingroom. The space is not usefulatall, but with the
darkness wewantto give the clients a connection to a bigger space. With this
darkness theycanimagine aconnection tothe floating world. Darkness isjustone
way toconnecttoanother space. Awhite square volume couldalsoconnectusto
anabstractspace. In Tokyo especially, weneedthosetwo phases, becauseareal
space is always too small.’

| am curious about the name Rainy/Sunny? What has the weather to do with the
concept?

MH: ‘Although the climate is gradually changing, Japan still has a humid, monsoon
climate. Sothe main issue when designing a house is how tokeepitsoundina

wet climate. The concrete exterior wall of Rainy/Sunny is a modern interpretation
ofyoroi, atraditionalJapanese method for protecting an earthen wall from
precipitation on Shikoku Island. To keep concrete over a long period, we need to
keep alkali-ion inside the concrete. By makinga zigzag in the exterior wall we can
rapidly separate the raindrops. By manipulating the mould in which the wall was
cast, we created the illusion of layers of samurai armour. Consequently, rainwater
does notrundown the wallinrivulets, but fallsin drops from the “armour”’

How do you expect Tokyo will develop in the future?

MH: ‘Architecture inJapan used to be temporary, made of soft wood. However,
nowadays we have a lot of concrete and steel buildings, which have a much longer
lifespan.Weshould change the architectural rhythm, and for reasonsof ecology,
the lifespan of a Tokyo building should be longer in the future. This short-lifespan
architectureis starting to getboring, and the young generation of architects is
starting to feel guilty aboutit. Architecture should not be like atemporary gadget,

THE 1970S GENERATION
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butratherapartofthehousing stock. Ifarchitecture could be stocked inthecity,
we could use big money for one project. We'd better start designing buildings that
can last longer than the current average building lifespan in Tokyo of 30 years.’
Are you afraid that Tokyo will end up inanon-communicative concrete jungle?
MH: ‘Natural science discovered that a separate way of living, with an equal
density, is betterinterms of exergy than living close together. | foresee that we
should have a better balance between interior and exterior. We should gather
together for concerts and performances, butin our everyday lives we should have
more space and fresh airaround us. | feel positive about a low-density, balanced
city. It willmake us more open-minded towards the community. If architects

can realize architecture with aunique personality, buildings will startto have a
conversation with the things around them, which is important for an intimate and
communicativecity.’

THE 1970S GENERATION
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Project Name: House in Buzen

Location: Fukuoka, Fukuoka Prefecture

Year of Completion: 2009

Client: couple +two children

Clients’ Profession: employees of a company that makes sanitary ware
Special Request: A bright residence with a courtyard
Site Area: 266 m?

Built Area: 130.18 m?

Total Floor Area: 130.18 m?

Building Height: 5.40m

Storeys:one

Structure: wood

Structural Engineer: Hidefumi Ohno [Ohno Japan]
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ALLEYWAY LIVING

ARCHITECT: MAKOTO TANIJIRI

YearofBirth: 1974

Education: Anabuki Design College, Hiroshima

Work Experience: Motokane Achitects, HAL Architects
Masters: Foremen of construction firm Daiei Kogyo

Normally, architects design the main spacesofahouse: the livingroom,
bedrooms, the diningroom. But you seemtobemoreinterestedinthespacesin
between.

Makoto Tanijiri (Suppose Design Office): ‘| believe what isimportantis the
relationship between things. When you are interested in light, you also have
toconsiderdarkness. When you want a space to look bigger, you will have to
incorporate narrow spaces. Making a certain atmosphere or environment doesn’t
mean you can just focus on making only that type of space. Itisimportant to
include the environment right next to your design as well. Even when you are
designingacup, forexample, you should not just think about the cup itself. To
make it a nice cup, you will have to consider the atmosphere inand around the
cup. The first thing | do when starting to design a new building is to consider the
surroundings.’

Similarto the way architects like Atelier Bow-Wow, Manabu Chiba and Katsuhiro
Miyamoto are approachingarchitecture?

MT: ‘Notreally. lassume researching the surrounding site like they do is
important, butitis not my starting pointindesign.|startinstead fromthe
charactersofthe people who are goingto live there, their lifestyle, or the way
they think. Itis veryimportantto look at the human scale and think of acityasa
collection of personal belongings.’

Whatabout yourinterestintherelationship betweeninside and outside?

MT: ‘The planning of a house is usually conceived from the inside. This way of
designingrigidly divides the outside from the inside. If you are lucky, rooms in a
houseinan urban situation have two sides facing the outside, but usually just
one. | solved this problem in House in Buzen by breaking the house into several
smaller units, so that each room has four sides facing the outside. In this way,
each room has much more quality and comfort. It looks like the house consists of
six different buildings designed by six differentarchitects.’

If the exterior environmentis soimportant for you, can you mention events or
memories that show the funofbeing outdoors?

MT: ‘lwas bornin Hiroshima, a place with many alleyways. It was those narrow
alleys that taught me how to play. Roji are a perfect place to play hide and seek,
something you can’t playin anopen park. Japanese children actually don’t really
playin parks, butratherinthe narrow streets of the city. As a child, you don’t want
toplayinaplace thatis purpose-made. Itis much nicer when you can discover
aplacetoplayonyourown. limplemented this idea in House in Buzen. Children
candiscover forthemselves where and how to play. The space between the boxes
feels like a room to children, while parents and adults may experienceitasa

THE 1970S GENERATION



street. The width of an authenticrojivaries from 1 to 2 m. Inthis house, the in-
between spaceisabout2m,alittle bitwider.’

Isthat what the clients wanted, a house with the excitement of aroji?

MT: ‘Usually, architects designing aninterior space don’t think at all about the
outdoors. I startwith thinking about what the quality of the outdoors is and

hope togive the residents a sense of thatinside. Clients always request privacy,
afeeling of protection, but at the same time openness. That’'s what | call areal
Japanese sense of aimai, ambiguous and doubtful! What clients actually mean is
that they like a situation where they can feel the openness of the outdoors, yet still
have the privacy of anindoor space.’

How doyoudesign with such ambiguous requests?

MT: 1don’tinterpret the urban structure only with my brain, but with my entire
body. It is similar to appreciating art. First you feel if somethingis good. Then

your mind will start questioning if it agrees with your feelings. Judging is not

done by the eye alone. Smell, sound and taste are as important to get a feel for
aspace. Whydo people feel thisis comfortable? Why does a place feel bright?
Why does this place feel like outside? What | mean with the gardenis that even if
itisn’t outside, we can produce the feeling that it is exterior space. To give you an
example, | have seen people using stairs in the park as a meeting point. Anarrow
stair can only be used as a passage but ifthe scale of the stairchanges then
stairs acquire another function. Alotoftheseintricate changes can be hidden in
ourdaily life. To findthese changes and reassess them can make us realize new
values.’

Soweshould appreciate things morewith our feelings?

MT: ‘Adults take everything for granted, but children still have a fabulous curiosity
about things. Who sees an adult jumping up and down from excitement like a
child?What | like about childrenis that they ask questions before thinking for
themselves first (atarimae), like “Why is this a cup?”, “Why can we fill a cup with
something?” Adults will just answer that a cup is a cup, as thatis what they have
learned. When I design architecture, | think with the curiosity of achild in order to
make something that surprises adults. | hope adults can find creativity in a space,
like children do. Places that stimulate your inspiration are very important, also for
adults.’

How s thisinterior garden beingused?

MT: ‘They regularly put up atent forthe childreninside theindoor garden; the
adults make a terrace-like setting, while the children play badminton with their
father between the rooms. They have shown me thatit can be used in many ways,
as if they were living in a smallvillage using the in-between spaces of different
houses. Inside the boxes, we find the master bedroom, the children’s room, the
bathroom and the dining/kitchen area. All the spaces in between are part of their
extraordinary living room. The rooms contain glazed sliding doors. In winter,

they can close the rooms individually, and heat the space individually. In spring,
autumn and summer the weatheris warm enough in Japan to leave the rooms
openallday,andthehousechangesintooneroom.Theroomsare mainly used at
night and duringthe winter. They constantly use the garden space. For example,
all family members use the dining table. While the children do theirhomework, the
father reads the newspaperatthe same table while the mothercooksatthe other
end of the table.’

MAKOTO TANIJIRI
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Isthis how Japanese people typically use their garden?

MT: ‘In fact, Japanese people don’t use their gardens. For them, it is just
something to look at. In most cases the garden doesn’t even contain flowers

or trees, as people fill the limited space with their car. Japanese people now
around the age of 50 or 60 probably still prefer having a garden to look at.
Young people, on the other hand, are fond of the idea of using the garden for
relaxation, however smallitis. The client of House in Buzen specifically asked
tobe ableto spendtime outside. The garden | gave them is like a smallvillage
of six houses with lots of narrow outdoor space between the rooms. Although
the gardeninside the house is notreally in the open air, it does feel like being
outdoors.’

Doesthe family have adifferent daily life since they live here?

MT: ‘The family used to live in a standard rental apartment. They are really glad
that, since they moved in here, they discovered that living can be so much fun.
Here they receive many friends at home, something that wouldn’t happeninthe
tinyapartmentthey had previously. They cook here together withtheir friends
and hold dinner parties. People enjoy comingto the house so much they tell
others aboutthe fun. The houseisareal place for gathering. Children also like
the space. Obviously, they don’t need any explanation on how to useiit.’
Howwouldyoudescribe the atmosphere inside this house?

MT: ‘It’s like being outside, but because the garden is in between the rooms of
your house it is an outdoor-garden-close-to-your-interior. See the house asa
collection of smallrooms —a smallvillage — within a larger space. If thedoors
areallopen, you experience it as aone-room space. Whenyou are inside one
of the smallindividualroomsyoucan still experience the entire space ofthe
house. It’slike a small miracle.’

How do family members find privacy?

MT: ‘If Japanese people are completely separate from each other, they start
tofeel lonely. In this house you can always sense the other family members,
evenif theyareinside one of the rooms. In fact, the space thatis not occupied
by people is used mentally. | did make sliding doors in each room. When the
residentswantto feel the openness of the building, they open the sliding doors.
If they want their privacy, they can close the slidingdoorstocreate smaller-
scaled spaces. The character of the interior changes dramatically by opening
and closingthe slidingdoors.’

Isthe house as flexible as a traditional Japanese house?

MT: ‘Animportant part ofimplementing successful new ideas on housing is to
think about the past. lused tolivein averyold Japanese-style row house, a
nagaya,whenlwasachild. It was a narrow, two-storey house, 3.5 m wide and 25
mindepth. Agardenin the middle of the house provided daylightin the rooms
located on both sides of the garden. Asachild, I didn’t like tolive in this house at
all! The bath, just atub heated by fire, was outside. It was very dark inside, and
scarytowalkaround atnight. Itwasvery cold, so our breath would be white in
wintertime. And because the house was big, we always had to scream foreach
other. All my friends at that time used to live in modern houses equipped with
modern luxury amenities. Itwasonly when | started to study architecture that
I realized a nagaya was a high-quality house. In anagaya you live very close to
nature. And because of the inner-courtyard garden, you can feel the change of

THE 1970S GENERATION
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the four seasonsinside the house. | thoughtitwasimportantto translate this
ideaintoa more comfortable one: a permanently roofed garden.’

New ideasarehiddeninthe old?

MT: ‘Itis not that | only look at the past. My aim is to design something that makes
people aware of new possibilities. It is very possible to find something new

by changingthe scale and reconsidering things found in everyday life. At first
glance an everyday object or experience might not be something thatrelates
toarchitecture, but when looked at carefully there might be a point where it
interacts with architecture. Itis not wise to design by just looking atthe essence
of things. We should look at what surrounds the essence and the relationship
betweenthemandalsothink about theimpossible relationships.’
Designingablurry line between inside and outside hasbeendone foralong time
inJapanese architecture. In whatsensedo you think differentlyaboutthis?
MT: ‘When not thinking about architecture, we almost naturally blur the
transition fromindoor to outdoor. Butas soon as we start creating architecture
the interior is almost automatically divided from the exterior. Up to now, a
building creates aninside, while the rest of the site becomes forgotten exterior
space. Architects make the inside, butIwantto make the outside and inside
atthe same time. | think fromtheverystartofthe design process abouta new
way of makinginside space and exterior space, not only inside the building, but
throughoutthe entire site and beyond. Bringing a variety of exterior spacesinto
abuilding so that you have no idea if you are really inside or outside, forexample.
Designing the exterioris considered the task ofa landscape designer. For me,
the design of the exterior canstartwith architecture.’

THE 1970S GENERATION
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Project Name: Apartmentin Nerima
Location: Nerima-ku, Tokyo

Year of Completion: 2009

Client: private individual

Special Request: Avariety of rooms for different types of young people, both
students and workers

Site Area: 352.22 m? 4

Built Area: 223.58 m?

Total Floor Area: 1054.27 m?

Building Height: 19.98 m

Storeys: seven
Units: 22| 7}

Structure: reinforced concrete k
Structural Engineer: Kanebako Structural Engineers
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LIVELY BALCONIES

ARCHITECT: GO HASEGAWA

Year of Birth: 1977

Education: Tokyo Institute of Technology, Tokyo

Master: Yoshiharu Tsukamoto (b. 1965), Taira Nishizawa (b. 1964)

You were astudent of Yoshiharu Tsukamoto’s at the Tokyo Institute of
Technology (TIT). Did his contextual approach leave any impressions on you?
Go Hasegawa: ‘Tsukamoto studied the spatial composition of contemporary
Japanese houses when he was astudent himselfatthe TIT, so | learned his
pointofview on housing design. In his laboratory, | joined severalofhisresearch
projects, including Made in Tokyo and Pet Architecture Guidebook, and became
familiar with his way of analysing urban spaces. It’s mainly these ideas on the
relationships between buildings that influenced me, perhaps more than his
architectural designs.’

Afteryour graduation you worked for three years in the office of Taira Nishizawa,
the brother of architect Ryue Nishizawa. What did you learn from him?

GH: ‘While Tsukamoto always looks at architecture from the outside, Nishizawa
thinks about architecture from an interior point of view. | learned from him that
it's notimportantwhatyou’re striving towards; it's the striving itself that is
valuable. He taught me howto strive for what I wanttoreach. Or,toputitin other
words: the object of adiscoveryisn’timportant;it’stheactof discovering that
counts. Hisideas stillinfluence the way | approach issues |am confronted within
everyday life.’

What do you strive forwhen you’re designing a house?

H: ‘Generally, I'minterested in the transitional spaces between inside and
outside, half private and half public. In Gotanda House (2006), forexample,

| have taken the narrow space that any Tokyo house shares withthe house
nextdoorasaconcept forahousethatincorporates suchaspaceinitsown
volume. In Saitama House, a project now underway, | am investigating the
characterof the engawa (veranda), koya-ura (attic), and doma (earthen floor),
aspects of the traditional Japanese house. Allthose spaces subtly determine
therelationship between ahouse anditssurroundings. Theroof, attic, yard

and terrace accommodate the space between inside and outside. They are the
commonplaces of architecturalvocabulary, but precisely because of that they
lend themselves to investigation.’

Why this interestin everyday architectonic elements like roofs, attics, gardens
and terraces?

GH: ‘Transitional spaces are very often leftover spaces, without a specific
purpose. These ambiguous spaces are very important to make a good house.
According tothe Japanese dictionary, the word room means “a space witha
certain purpose”. | believe every private house should have spaces without

any particular purpose. laminterested in creating a new experience that could
expand our sense of body and that has no name yet. | also think that a new
experience must be veryoldatthe same time, because our sense of body is

THE 1970S GENERATION



strongly connected with history, culture or lifestyle. So, we should observe an old
experience when we try to produce a new experience.’

Istherean everyday exampleofyour ‘view onold things’ that clarifies thisidea?
GH: ‘Of course, oldness is not always good. But basically things that are old carry
the fact that they survived up to today. For example, the languages we speak must
have started out as cries or shouts. Gradually, people increased the number of
words to communicate with other people. Because human beings live only a tiny
part of the entire human history, it’s hard to imagine how language developed.
Through architecture | would like to confirm that we have lived, are living now, and
willlive inthe future. That’s why | like to keep respect for old things.’

How did the concept of Nerima Apartments come about?

GH: ‘At first we looked at many apartments in Tokyo and noticed that the facades
areveryintrovert. Almostall windows in Tokyo contain a closed curtainand arein
fact notawindow anymore. One of our conclusions was that Tokyo windows forget
to make arelationship with the city. The balconies of the apartments also didn’t
work well. Generally, the balcony of a Japanese apartmentis avery functional
thing: a space for machinery, the evacuation route, the clothes-drying space,
andsoon. Itisapartofthe building, ratherthan a space for humanbeings. This
generates avery ugly facade. | thought about assigninganotheractivity to each
balcony. In Nerima Apartments we proposed large terraces that are used as an
extraroom, and almostthe same size asaninteriorroom. Theresultisavery
difficult puzzle, as each terrace had to function as a space for machinery and as
an evacuation route as well.’

Thebalconies formthe ‘transitional spaces’in Nerima Apartments?

GH: ‘Yes, you could say that. In Nerima Apartments | imagined a lifestyle where
people easily cross the boundary between inside and outside. We can live in
acitywithsomany people becauseweallow avarietyof peopletolive there.
Butitisimportantto have a sense of living with other people so that we feel the
relationship with the city from both inside and outside. But onthe other hand,
thereis acontradiction between this relationship and privacy, because people
need their privacy. A solution to this duality is to control the relationship between
inside and outside and privacy with ‘transitional spaces’ and make the experience
inthe city richer and more attractive. | have adogthat goesoutside every morning
and comesbackinwhen he feels hot or cold. He really shows us the way of using
theoutdoorsinstinctively!

How did you make Nerima Apartments part of its surroundings?

GH: ‘lalways take care of the relationship between a house and its surroundings.

I neither deny nor affirm the context. | like my proposals to go beyond denial or
affirmation. Ahouse orapartment building should look independent and at the
same time itshould involve its surroundings. Nerima Apartments is built along
astreetthatis connected to anew train station, which was built tenyearsago.

| expect that this new main streetin town will be uniformly lined with apartment
buildings in the near future. It’s kind of a strange phenomenon, as we are talking
aboutaverylocalroad. It sounds very natural when | talk about buildings aligned
alongaroad,acommon phenomenon in European cities with a strict urban
structure. However, in Tokyo this is not usually the caseatall. That is why we’'d
betterimagine Tokyo developingintoa more open, flexible and tolerant city

than those in Europe. With Nerima Apartments, | tried to create a new look for an
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apartment building thatis freely open to all directions. We thought it might define
anew landscape for the city of Tokyo.’

What did you wantto accomplish with this project?

GH: ‘Asl explained, balconies in Tokyo are usually just a space fordrying clothes
and storing garbage. They function purely as a by-product of the living room.
InNerima Apartmentstheterraces are almostthesame sizeastheapartments.
Eachterrace has aspecific shape: atallterrace,alongterrace, anL-shaped
terrace. Eachroomis characterized by the type of terrace, ratherthan by the
interior plan. People living in this apartmentblock can arrange furniture and
plantsontheirterrace,and useitasifit were their living room. It is something very
common in Europe, but not in crowded Japanese cities.’

Making use of balconies and actually enjoying the outdoor spaceis very
European. Where did you discover the quality of balconies?

GH: ‘The word balcony might be a European invention, butinJapanwe alsohavea
balcony-like space, which is called an engawa. An engawa refers to averanda-like
space just outside the main room of a traditionalJapanese house. People use this
spacetodrink and eatoutside while lookingat the cherryblossomsin spring or
atthefullmoonatnight. Because thereis a beautifulchangingofthe seasonsin
Japan,we historically know the delightfulness ofoutside space, Infact,welove to
stay and drink with friends in the outdoors.’

Howdoyou hope the residents willuse the outdoor spaces?

GH: ‘Basically, lwant them to use the outdoor spaces as they like, but | would be
glad if these balconies could naturally help residents to be rougher towards the
outside and not be so nervous about people passingby. .. like a kind of device.
There are just afew spaces like thisin Japan. One of the residents told me he likes
toread a newspaper on his terrace every morning, with a coffee and a cigarette.
As hisroom has a 7-m-tall terrace, it's a perfect place to smoke. The owner of the
L-shapedterrace, which isdirectly connected to the corridor, uses his outdoor
terrace asaprivileged parking space for his nice bicycle.’

Taira Nishizawa indirectly taught you that ‘the object of discovery isn’t
important;it’s the actof discovering that counts’. When reflecting on the design
processof NerimaApartments, how would you explain this method?

GH: ‘We made various terrace shapes. Forexample, from the L-shaped terrace the
resident can look around at the surroundings; from the double-height terrace the
residentcan look up to the sky or look down to the city. It’s is up tothe residents to
selectaroom,and thusthe type of experience. In this apartment building people
selectaroom as if they were selecting a plot, including its surroundings. Rather
than just thinking about the variationin space inside the apartment, thereisalso
the possibility of choosing between various types of relationships between the
apartment and the connection with the city.’

Canyou compare the flexibility of a traditional Japanese house with that of
NerimaApartments?

GH: ‘The flexibility in a traditional Japanese house comes from the fusuma,

light walls which can slide from side to side to define spaces within a neutral,
homogeneous room. | gave each terrace in Nerima Apartments a clear character
so residents can face its spatial quality and begin to imagine how they can

enjoy thisoutside spacebasedonthat quality. The differences in flexibility
between atraditionalJapanese house and Nerima Apartments are the system of

THE 1970S GENERATION
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adjusting a neutral space and the imagination of aresident that stems from the
characteristics ofaspace.’

Could your designs be builtin Europe,orare they very much tied totheir sites?
GH: ‘Whatisimportant to meis the relationship betweeninside and outside,
architecture and city, individual and society, imagination and space. In each
project, | like to make an alternative relationship, rather than a new architectural
concept or form. This way of solving problems is usefulin any country. The
outcome justdependsonthetieswiththesite.

THE 1970S GENERATION



‘THE OBJECT OF A
DISCOVERY IS NOT
IMPORTANT; ITSTHE ACT
OF DISCOVERING THAT
COUNTS’

GO HASEGAWA



Hideyuki Nakayama

EMPTY HOUSE

Aepojlsaoe)d Auew ul3so) uaaq seying 03oAy |ed1103siy uljuasedde sem eyl sinoqysiau usamiaq
UOI}EBDIUNWWOD J0 W04 es1a881433n0Ae) |lensnun s313nq ‘8p0od Bulp)ing 8yl smo))04 Aj3eau asnoy J0ou-ya3id ‘painojod-yiieaay|



Project Name: O House’ "‘1

Location: Kyoto, Kyoto Prefecture o "z

Year of Completion: 2009 A/ ftﬁ‘w. f’;‘.‘%_ :
Cllent couple(professor/de3|gn crltlcand W|fe)+three children




238

EMPTYHOUSE

ARCHITECT: HIDEYUKI NAKAYAMA

Year of Birth: 1972

Education: Tokyo University of the Arts, Tokyo
Master: Toyo Ito (b. 1941)

How do you start designing a house?

Hideyuki Nakayama: ‘l am moreinterested in storiesthanin shapes. The stories
are not narratives, just small relationships. Butan architect cannot just make
stories, so | think from the scene and situation in order to make a shape.’

That sounds very paradoxical.

HN: ‘1 draw a line on a white sheet of paper. With the line the paperis divided into
two spaces. When you look at the paper now, you can discover a perspective. But
what is the meaning of this line? If | draw a chair next to the line, the line starts to
look like a floor mat. If | draw the shadow lines of the chair, the line starts to look
like the divider between a floor and a curved vertical wall. And when | erase some
lines of the chair, the line starts to look like a table with a chair underneath. This
istheinteresting thingaboutdrawings. Itisnotreality —itcanonlyhappenin
drawings.’

How do you take the step from sketches toanactual design?

HN: ‘In our office, an imperfect way of communication is very important. For
example, my sketches and perspectives of my architecturalideas are deliberately
ambiguous. | pass them on to my staff and they have to detecta shape.The
drawings can be read in different ways, because of the distorted perspective.
Everytime you look at the drawing from another viewpoint, you will receive new
information. Because atthat stage | haven’t made any actual 3-D designs yet,

| am usually very surprised by my staff’s interpretation of my drawings. Just by
the placement of furniture, there are many ways of reading my drawings. After my
staff has made different 3-D models, | start drawing more imperfect sketches to
add new information. The staff can now modify their models. This is our way of
making a shape out of stories and lines.’

Aprojectisalwaysasceneinyourmind?

HN: ‘lam notinterested in the story itself. If | don’t draw the chair next to the
curved line on the white sheet of paper, the line stays acarpet. Only when I draw a
chair does the line start marking different areas and the chairbecome important
information: now we candistinguish a floor and atable ora floor matand the
ground. Itis not my intention to produce a very concrete image. Misunderstanding
is the key of our work. Imagine that E.T. were to visit your house. He wouldn’t
understand how to use the objects. Everything would be strange to him. But he
would try to find a way to use them, regardless of whetheritis the appropriate way
we, humans, would. | want to create such kinds of uses.’

Whatkinds of sketches formed the start of O House?

HN: ‘It started from the city landscape regulation requiring a gabled house
formon this site. Weread the form as the existing “geography”. The house as a
“geography” created many different conditions. We tried to characterize those
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conditions and appropriately position furniture, such as table, kitchen and
bathtub by surrounding the “geography”. In the process of sketching them, we
found that some spaces could be narrower or wider for each quality. Through
this study of distortion, the “geography” located in the middle of the site was
consequently formed into a slightly curved, narrow long space.’

OHouseis like awalking trail?

HN: ‘The main housing functions are arranged around the house. We puta simple
sloping roof ontop. As aresult, the “geography” located in the middle of the site
was leftas avoid forming a typical gabled house. We opened this void towards
the streetto create adifferent meaning for the inside of the house. Now this
idearaises a question: “Where is the life of this house?” The answerliesinthe
gap between this house and the house next-door. If the street grows by building
houses nexttoeach other, Icansay livingin O House gives you the feeling of living
outside of the house and in the street.’

Whatwasyourintention with this design?

HN: ‘The traditional Kyoto style of living is an urban block made up of long,
narrow houses. Within this urban block there used to be averyintimate kind
ofcommunicationamongresidents. Nowadays, however, plotsin Kyoto are
marked by the walls of freestanding houses. In between two neighbouring walls
istheinevitable 50-cm gap. It gives the neighbourhood a lack of flow in terms of
communication. The spaces between houses feel very uncomfortable. I'd like to
restore the possibility of communication by inviting residents to use the borders
of their plots and be able to see each other.’

Doesdesigning for the formerimperial capitalofJapan, atraditional city full of
UNESCO World Heritage shrines and gardens, present any restrictions?

HN: ‘Kyoto has a local building code. It is necessary to make a slanting roof and
use mid-tone grey or earth colours for the facade. A flat roof and the use of black,
white orany vivid colours are out of the question. Even making a rooftop garden
wasnotanoption.’

How did you get round the regulations?

HN: ‘O House, as the projectis called, neatly follows the building code. However,
due to the specific design, the family doesn’t really live inside the house-that-
follows-the-building-code, but rather lives around it! The house is a long, slender
and slightly curved two-storey building, placed in the centre ofthe site. Around it,
larranged spaces such as the bathroom, the kitchen and three small gardens.’
Whytheseregulations? Does Kyoto, as opposed to Tokyo, wanttokeep a
homogeneous urban landscape?

HN: ‘Kyoto authorities think that by prescribing a shape you can retain
authenticityinthecity. In myopinionthe building code is old-fashioned. With such
regulations we can never expect communication between neighbourstoreturn.
The rules ensure privacy, but completely ruin the neighbourhood atmosphere.
rmade an empty house as a statement.’

Butwhatis the use of makingan empty house?

-N: ‘If every house in the neighbourhood would adopt this kind of organization,
<he communication between residents would revive, like in the old days of Kyoto.
“aybe my concept sounds cynical, but in the end it will ensure avery interesting
.ifestyle.

How do the clients use the house?
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HN: ‘We divided the plotinto three zones: the kitchen, the empty main house and
the bathroom. As the plotisvery narrow we had to curve the main house so that
we would manage to fita dining table in the kitchen zone. The main house has
twofloors that can be used forthe childrentoplayinortoreceive guests. The
bedroom for the couple and their three young childrenis a slab hanging from the
roof, like a bed in a night express train. When the children have grown up we might
add an extra hanging bedroom. Because the facilities are accessible through

the gardens, daily life can unfold independently from the central building. Onthe
ground floor, the empty house has four doors, like the corridor of a hotel. The first
doorconnects to the outside, the second and third door to the bathroom and the
fourth door to the outside again. Because the living areas around the empty house
caneitherbe seenas partofthe streetoraspartoftheinterior, inside and outside
inthis house feel the same. The curvein the house and the rounded end produce a
special effect: seen from the street, the house seems endless. The curved white
shape makesi it look like a photographer’s studio.’

Whatis the large curtaindoing there?

HN: ‘The 7-m-high curtain is similar to the ones used in theatres. Arecent
graduate of Kyoto Institute of Technology and a former student of the client
designedit. The large window that slices open the front of the house makes it look
like adollhouse. With the curtainitbecomes atheatre. The idea behind the curtain
is to switch the house “on” and “‘off”. By closing the curtain, the family can change
theirdollhouse intoanordinary home.’

Whatifthe clients are tiredofintrusive eyesand optforpermanently closed
curtains?

HN: ‘If the family chooses to turn their back onthe city, it is OK with me, as long as
the house has the possibility to open up. Ahouse with a wide range of optionsis
importantinordertobeabletochoose one’sown living style,and not one decided
by building codes. And of course | thought about privacy, as sleeping takes place
onthe second floor. People can’t see the bedroom from the street, even if the
curtainisopen. The stairstothe second floor start outside the empty core. It
would be possible to live in this house without ever steppinginside the central
area.’

Canthe neighbourhood learnalesson from O House?

HN: ‘Enjoy living! Nowadays, people walking on the street can’t get any
information about how people are living inside. Houses are closed off for privacy
and security reasons. People passing by O House walking their dog around the
same time every day are amused, wondering if the curtain willbe opentoday or
not.Sometimes passers-by will catch a glimpse of life inside, other days not. This
makes the house become a partofthe sceneryofthecityagain.’

Whatimpact can we expect the house to make on Kyoto’s residential
neighbourhoods?

HN: ‘O House represents a tiny step towards a changing vision on how to think
abouttheboundariesofaplotandthe meaningofahouseonits plot. The shape of
O House follows the building code, yet the house demonstrates that we can break
down conventional barriers.’

Does the neighbourhood welcome the newcomers?

HN: ‘I don’t believe the people think that a strange family has moved into their
neighbourhood. Most neighbours have visited the house and liked the intimate
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communication. Those who have only seen the house from the streetacceptits
openness, | think, because the house looks so enjoyable to livein.’

Is your design method of sketching stories different from the commonly applied
planningstudiesinarchitecture?

HN: ‘l question some common manners in life. What do you think of the life of the
brokenglass cup thatyou usually throw away? Throwing something away doesn’t
mean that you environmentally dispose of it. The broken glass cup is processed
and cleaned somewhere else. It used to belong towhereyou are, butit becomes
apartofanotherlife outside onceitis thrown away. Now you realize the method
of thinking of boundaries in the lives of things in terms of places where they exist.
Before we just talk about ecology and sustainability, itis more important to think
abouttheboundaries where we define these and makethemtangible. Therefore
thinking about a house also makes me think about boundariesin living. | want
toobserve aglass cup and city at the same scale, butitis difficult to study this
with small models. Thisiswhy| started sketching, to capture differently scaled
elements and eventsin the same scale. My sketches are never awayof creatinga
particular story generated by different details of positioned furniture.’
Inwhatsenseis O House stillan ‘unfinished’ design?

HN: ‘We think short legs are fora bed and along structure is for a slab, but

there are more differentaspects and variations with structure and plane in
architecture. Unfortunately we haven’t seen much different potential yet. This
doesn’t meanthatIwantto describe everything thatwe can think of. | simply
imagine one day we could have a totally different world with a new way of acting
and useinarchitecture. Evenifthe purpose is switched between tableand slab,
sothatyou putaglassatthe edgeofthe slaband you stand on atable to look
around the room, it could give you a state of mind to question and think more
aboutboundariesindifferent spaces. Myapproach for O House was to redefine
and configure space to generate unexpected relationships by placing furniture
between houses, and bringing the streetinto the house.’
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MISUNDERSTANDING IS
THE KEY OF OUR WORK’

HIDEYUKI NAKAYAMA



i
—
12
(]
et
L
(5]
[}
=W
)]
<P
o3
©
ER
o P
>
@
oo
©
4
e}
£
=]
>

(

UNREACHABLE SPACE
Yuko Nagayama

¢piekjooyos e 83isoddo pue s3uipjing Usamiag ui )iy e uo A|qe3io4wodun s3Is 1By 831S—,W-0g & U0 paralyoe aq Aoealid pue 3ysijAep yanous ‘ssauuado ued MoH




)

Project Name: Zenpukuji House J} '.
Location: Suginami Ward, Tokyo \ 50y
Year of Completion: to be completed (2013)

Client: Couple (architect and designer) + one child
Special Request: Flexibility to change into an office
Site Area: 50.83 m? 4

Built Area: 25.27 m’

s Total Floor Area: 76.24 m? )

Storeys: four (1BF-3F) !: A 5% “ ; = unl"‘"
Structure: reinforced concrete ERg. = 5 S e “‘[’fﬁijlﬂ.’!f.um!l”’
iStructural Engineer: Yasushi Moribe ¢ ; 1
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UNREACHABLE SPACE

ARCHITECT: YUKO NAGAYAMA

Year of Birth: 1975

Education: Showa Women'’s University, Tokyo
Masters: Hisako Sugiura (b. 1958), Jun Aoki (b. 1956)

Inwhat way is Tokyo an inspiration for your design projects?

Yuko Nagayama: ‘Compared to European cities, Tokyo is an immense, extensive
city. Within this sprawl there exist many scales, such as high-rise buildings along
major boulevards next to small wooden structuresin narrow back alleys. The
existence of such complicated multilayered scales in the city naturally influences
your design process. To me, it is about how to utilize a sense of distance and
differentscales.’

What exactlydoesdistancemeantoyou?

YN: ‘How to take adistance toone’s environment and surrounding objects
depends on the culture. | believe such notions of distances originate in the
climate of acountry. Lookingattraditional Japanese gardens, we can getanidea
aboutthe Japanese notion ofdistance. Unlike European garden design that uses
aphysical, perspective manipulation to overlook an entire garden, Japanese
gardens provide only a hint of depth. Providing only an indication of aninvisible
depthis what stirs the imagination of the onlooker.’

How doyou translate these scale experiencesinto adesign concept?

YN: ‘My design for the commercial building of Urbanprem Minami Aoyama clearly
represents the character of Tokyo. Itis an 11-m-high mini-tower located in a
small-scale housing area, just one block away from Aoyama Boulevard, which is
crowded with high-rise buildings. The site represents a drastic scale gap typical
of Tokyo. My intentionwasto realize a building that doesn’t belong to either of the
two extreme sizes. By removing the sense of scale, | represented the ambiguity
of Tokyo. People standing on the opposite side of the narrow lane are not able to
see the roofline or even figure out the real height of the building, as it has a bulging
facade that seems torise continuously. Lots of small windows in unexpected
places confuse the sense of scale even more and cheerfully send misleading
messagesaboutthetotal numberoffloors tooutside onlookers.’

Inallyour projectsitseemsyouleave somethingtothe imagination.

YN: ‘Itry to find acertainrule in primitive and universal components, such as light,
gravity, connecting distance and time, which I then turnitinto a design. By doing
so,lachieve auniversaldesignthatis flexible totrends butalsotolerantofthe
ever-changing diversity withinanurban landscape like Tokyo.’

What kind of atmosphere did you feelwhenyou first visited the site of Zenpukuji
House?

YN: ‘The site, only 50 m?, is small, but it also felt very small. It is situated on top
of a hill, open only on one side towards aroad. The other three sides of the house
are enclosed by neighbouring houses. The orientation of the house was thus
determined bythe conditionsofthe site. Theveryfirst challenge was howto open
the house towards the roadside, which at the same time sits, uncomfortably,
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opposite a schoolyard. | first thought about how to ensure a maximum amount

of natural lighting. Next, Ithought about how to achieve a spacious openness
from this small plot while following the strict buildings regulations. The solution
wasincorporating a tilted floor. The tilted floor angles natural light downward.
And because gravity will not allow you to leave objects on the floor, the tilted
floorbecomes an abstract void space between the indoor space and the outdoor
landscape. Itis like a buffer zone connecting the interior and exterior space.’
Thehouseisapermanentresidenceforyouandyour husband. What kind of
lifestyle is it supposed toaccommodate?

YN: ‘What | had in mind is acomfortable and attractive space, adaptable to
changes.ldon’tthinkit's necessarytohave abig spacewhen livinginthe

city centre. Ifyouneed alarger space, you'd better move to somewhere in the
countryside. | love to gaze outatthe city from a bigopen window. My solutionfor
this lifestyle istoconnecteachroom with the outdoor stairs. In other words, the
individualrooms are piled up. Although | now think of it as a residence, | would like
to use the building as an office or a gallery in the future, depending on what may
happen. Rather than owninga house, | prefer to think about owninga place where
Icandothings freely in the midst of a metropolis.’

You ‘cheated’ onthe legalamountof square metresforthe floor space, didn’t
you?

YN: ‘The site is only 50 m2. According to the building regulations we could build
atotal floor area of 75 m?, including the basement. But the tilted floor is not
calculated as legal floorarea. It enabled us to make a more spacious kind of
architecture. The tilted floor can never be untidy because nothing can be left onit.
In other words, there will always be an empty space. It reflects my positive view on
the contrast between the untidiness of everyday activities and the neatness of an
extraordinary space.’

Whatdoyoumeanby‘extraordinary’ space?

YN: ‘Aspace that has no functional use, such as atokonoma, an alcove ina
traditional Japanese home where people display art or flowers. Such spaces add
and extraordinary or abstractspacetoour everyday life.’

Are the Japanese so fond of collecting things that they need a tidy space?

YN: ‘A consequence of the tight urban situation is that people have very little
storage space. The Japanese therefore tend to devise their storage space very
well. One way to store your belongings is by simply hiding the mess. Another way
istodesign ascenewith a lot of things stocked in place. My ideal solution is to
design an architectural space that will not be influenced by objects scattered
around.’

Like all your other projects, Zenpukuji House displays adiscrepancy between
whatis visible and what is physically within reach.

YN: ‘I've made unreachable situations in other projects as well, but this house is
differentbecausethe actualunreachable partis connected to the living space.
By connecting the two different domains, this small space has achieved an
ambiguous boundary. Forexample, in an earlier housing project, Hillon a House
(2006), | literally made an unreachable space, as it is situated behind fixed glass.
In Zenpukuji House, the unreachable tilted floor is a space that people cannot
stepintoyetisincorporated as one space and rightin front of their eyes. | would
rather call itanambiguous boundary. The engawa, a veranda-like porch found
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in traditional Japanese architecture, reflects a similar ambiguous boundary.
Inthat caseit carries the intermediate function of connecting the interior with

the garden. The biggest characteristic of Zenpukuji House is its smallness. By
using the concept of depth and making a special untouchable section, I realized
psychological spaciousness. It feels like an unlimited extension within a limited
small space.’

Itsounds like a place to treasure.

YN: ‘’mvery interested in traditional Japanese gardens, as these are places you
don’tenter: they are designed to be looked at from an adjacentroom. The physical
restriction of not being able to enterfreesthe imagination and leads people to focus
more on the space they cannot reach. Itis this awareness of looking into the garden
thatimpacts the onlooker. In Zenpukuji House, | put a neutral space between the
surrounding urban landscapes. This symbolic space gives the impression that
naturallight is sliding down. It is my interpretation of the traditional Japanese
architectural feature of an engawa, a space between the interior and exterior.’
What caused the shape of the house?

YN: ‘The form, and thus the floor plan, is mainly determined by the Japanese
diagonal offsetting regulation and the irregular shape of the plot. In accordance
with building regulations, | designed full zigzag openings and considered how

light penetrates the interior and how this results indifferent atmospheresin
eachroom. | found outthat the zigzag shape makes light come in multifarious
ways, which diversifies the relationship with the urban landscape outside. The
rooms are identical, but the angles of inclination and the volume of the skylights
give adifferent character to each room. Lightis animportant component for

the character of walls, floors and ceilings. Unlike materials or textures, lightis a
variable element; it changes over time and influences the atmosphere inside the
rooms.’

How does this house communicate through its zigzag openings?

YN: ‘Whenever | design a house in Tokyo, | always keep in mind the idea of living
without curtains. In densely built-up Tokyo lots of people draw their curtains and
window shades.Onesolutionisto think about how to avoid other people’s eyes.
Zenpukuji House naturally avoids the eyes of pedestrians. The tilted floor area
works as a buffer zone. The angled openings make it hard to look into the interior
from outside. But for the residents, the house is open toits surroundings.’

What kind of living spaces do Tokyo residents require nowadays?

YN: ‘The lifestyles of Tokyo residents are shifting from a family-based to an
individual-oriented lifestyle. Various individual-oriented lifestyles are supported
by new urbaninfrastructures such as networking environments and convenience
stores. My approach towards housing is to create a metabolized space. The

space does not necessary have to be determined by functions. The function can
change overtime. More importantly, | think a house needs aboxyshapeto keep an
adequate distance to the city. Aboxcanturnanurbansiteinto aplacetoreside,
into an office orintoa shop. Those multiple functions allow an unrestricted floor
plan, similar to the adaptability that makes Japanese traditional architecture
sounique. Because of the changes in lifestyle from family-based to individual-
oriented, the previously required instantaneous physical shift of space is no longer
valued. | expectthat from now onthe changeability of the meaning given to a space
will have more emphasis. Zenpukuji House might end up being an office or a gallery.
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‘BY USING THE CONCEPT
OF DEPTH AND MAKING A
SPECIALUNTOUCHABLE
SECTION, | REALIZE
PSYCHOLOGICAL
SPACIOUSNESS’
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TRANSPARENT SCENERIES

Junya lshigami (junya.ishigami + associates)

“

X0Q PaiN1oni}s|991s 1apuUa|s B UIY3IM 80Ua118dxa J0OPUI pUB J0OPINO UE Sax|w Jey) 3jA1sayl e1ojjesodoid e S| H asnoH



Project Name: House H

Location: Saitama Prefecture

Year of Completion: to be completed (April 2012)
Client: Family
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TRANSPARENT SCENERIES

ARCHITECT: JUNYA ISHIGAMI

Year of Birth: 1974

Education: Tokyo University of the Arts, Tokyo
Work Experience: Kazuyo Sejima & Associates
Master: no statement

Let’s talkaboutthe scale of your work — you make things three, four, even five
times longer or narrower than we’re used to seeing. What’s this obsession with
scale?

Junya Ishigami: ‘Rather than the plan itself, scale and proportion can make a
space. Changing the scale changes the atmosphere as well. Asolid wall adds
strength to a space, whereas something extremely tenuous has a completely
different effect. Livingrooms or streets are spaces in which we can immediately
feel the organization, because they have edges or borders. But what if a space and
itsorganization are one and the same thing? That’s what I'm tryingtoachieve with
my thin, elongated structures that seem to defy gravity.’

Does your architecture merge with art? Or perhaps product design?

JI: ‘I'm an architect, not an interior designer or a product designer. | considerall
my projects from an architectural point of view. It might be that some people
think my designs look like products, but it’s architecture | want to make, even
inside a building. In 2004, for example, a client in Yamaguchi Prefecture asked
me to design arestaurantinterior, complete with furnishings. At the time | had
no experience in furniture design, but | knew how to make architecture, sol
approached the design of the required tables and chairs as though they were
small pieces of architecture. My image of the space to be designed was not that
of aroom but of a building site with small architectural volumes onit. | putthose
tables into the space as | would have erected buildings on a site outdoors.’
Whenyou set up yourown practice after working for six years with Kazuyo
Sejima, did you have a specific goal you wanted to achieve?

JI: ‘Architects make models that help them understand the spatial content of just
about anything, even the smallest of objects. Most people look at a coffee cup
andsee nothing special,butlseeitasacontainer with asmallspaceinside.
Acupviewed asadrinking vesselisa small-scale product and nothing more.
Butanarchitectlooksatitand seesthe object onany numberofscales.’

You are talkingaboutanotherscaleofarchitecture?

JI: ‘Yes, Iwant to bring scales into architecture that could never be realized
before. Think of the vastness of the sky, the liberating feeling of a landscape
extending forever, or the lightness ofacloud. Architecture that floats in the air
like a cloud, vast and enormous but without substance, orto conceive a building
insuchamannerthat it produces a horizon — thatisthe kind of architecture

| pursue!’

Whythisurgetorenew?What is wrong with the magnificent buildings produced
by modernistarchitects?

JI: ‘The modernists were all aiming for the same primary goal. Theirs was an
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age-old architecturalapproachthatdemanded a strong concept. The situations
and objects that characterize today’s architecture, however, do notalways
require a strongconcept. In my opinion, it’s all about balance and about the right
distance between one thing and another. Although my initial plan always has
astrongconcept, | make it weakeras the design process continues. Adesign
basedonastrongconceptforcespeopletolookatitfromonly one perspective,
whereas a less assertive concept leaves room for interpretation.’

If you say you can even discover avaluable space inside a small cup,does it
meanthatamodelisjustasmallerversion of asingle-family house?

JI: ‘Architecture and product design are very different. Product designers can
designona 1:1 scale because the projectis very small. Butarchitectureis so
big. Even amodel of asmall house can’tbe madeona 1:1 scale. Every time the
architect makes small drawings and small models, the scale is expanding and
made smalleratthe same time. Architecture is much more abstractthana
product and architects have to workon animaginary scale. It means that space
is always abstract. Architects always have toimagine a space fromadrawingor
model. It meansthe modelis not a product.Butanarchitectcanfeelthespace
and recognize a space. Architecture thusincludes alot of space and scale.
Compareitwithtravellingaround the world. If you don’t know the earth is round,
you won’trecognizethetotal distance you travelled. Thisis becausetheearth

is big and you can’trecognize the entire space at once. Only when you look ata
world map canyou sense the realdistance you travelled. This is similar to how
architects deal with scale models.’

Whenwelookatthe current housingsituation in Tokyo, alandscape filled with
prefabricated detached houses and small free-standing buildings, is there
anythingyoudislike?

JI: ‘Actually, | like the typical prefab house or Tokyo apartment. They all have
exactly the same repetitive style and floor plan. What is different is the location.
That’s interesting! The exterior environment of those houses significantly
influences theinterior life. Ahousein the Asakusa neighbourhood is very
different from one in the neighbourhood of Shibuya, just because of its location,
not becauseofthefloorplan. That’swhy| like moving from housetohousein
Tokyo.When I'm lucky I might have an extra window if the plot nextdoor happens
tobevacant, but there’s abigchance that the layout is exactly the same.’

Doyou feela similar affection fortheurban landscape of Tokyo?

JI: ‘Tokyo doesn’t have a master plan like a Europeancity —it’'s akind of
landscape initself. Within this landscape, tall buildings are suddenly
constructed, while other buildings are suddenly demolished. In my eyes, this
isthe difficulty of Tokyo. The buildings are notarchitecture butlook more like
events. Look at the series of tall, commercial buildings recently developed in
Tokyobyreal estate developer Minoru Mori.’

What is the role of one single-family house in such alandscape of events?

JI: ‘A private houseinacity like Tokyo is not just a shelter for living, butan
environmentinitself. From the time the clients return home late after work every
Jay untilthey leave early the next morning it should be a place to relax, similar to
aweekend house. They return to the house to refresh their minds. Le Corbusier
and otherarchitects in the twentieth century wanted to make architecture as
akind of prototype. Thatis difficult today in Tokyo. Everybody has adifferent
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situation, so each building is another situation. Although their houses are
situatedinaverydense urban setting, residents should have a very comfortable
environment inside their single-family house.’

Whatis theideabehind House H?

JI: ‘This house is about making a garden inside the house and about making a
landscape by means of furniture. The clients are a couple in their 30s, like me,
with one child. They didn’t have any image in their mind for their new house. The
wife's father owns a furniture company, so it was decided from the beginning that
they would bringin a lot of furniture themselves and didn’t want to have a closet
designed by the architect. The house became a very simple one. Infactitisjusta
raised floor.’

What other kind of subtle differences do you have in mind to blur the line
between the interior and exterior on the scaleofahouse?

JI: ‘When | make architecture, | in fact make the surroundings. And itis the
surroundings that make the interior space. When implementing thisideain
architecture limagine, for example, a house thatis very transparentand hasa
ground floor that appears to continue into the landscape. Its core includes trees,
sothatthe house itselfis likealittle forestin the middle of the city. My purpose
is to create a new kind of architecture, one that seeks out a new environment.
New architecture, in my eyes, makes a space andatthe sametime scenery. In
Japanese, we have a very nice word for this: fuukei. Fuukei canbe translated

as atmosphere, but also carries the meaning of space, scenery or landscape.
Iwantto make a new kind of fuukei. Compare it tothe sceneatRoanji Temple,
aZengardenin Kyoto that radiates an atmosphere strongly influenced by its
surroundings. Thisambiance isvitalto the spaceitself. How can the feel of the
surroundings be distinguished from the residential space inthe same way the
distinctionis made at Roanji Temple?’

Whatis the new kind of fuukei in House Hyou designed?

JI: ‘l wanted to make a space as emptyas possible. The client already prepared
the furniture and they wanted to have a big void space. For the city, people
walkingonthe street can peekinside. The privacy is preserved but they can see
the plants. Inside and outside is mixed, outside as well as inside the house.’
Itisavery flexible space. What kind of possibilities do the clients have to
develop theirownlifestyle within the ambiguous space youdesignedforthem?
JlI: ‘Basically, the clients can plan the position of the furniture themselves.

I designedtwo spaces: the floor and the soil. Within this garden, | arranged the
trees.The plantsand furniture are of equal importance. In this house, furniture
and plants make the atmosphere, not the structure or the composition of the
space.’

Inwhat way does this new atmosphere you made influence the clients’ way

of living?

JI: ‘Even when inside the house, the clients are changing shoes all the time!
Typically, the Japanese take off their shoes before entering the livingroom. But in
this house, the people wear shoes because the living space is just an earth floor.
Inthe bedroom and terrace, which is paved, they take off their shoes. Nowadays,
the function of architecture has become so boring. Architects just make thick
wallswithinsulation and precise climate control. |ldon’twantarchitecture to
become a shelter. The clients should be able to choose their own way of living.
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This house has almost noappliances. Whenitis closed, it could be awinter
garden.’

You are of the opinion that an architect can just provide the basic structure?
That is enough?

JI: ‘No, the structure alone is not enough. That’s why | designed a landscape.
Although the structure is simple, the space itselfis complicated. The position,
height and varietiesofthe plants arealldecided, as well as the position of

the furniture. Although | decided a lot within this landscape, the clients have

the flexibility. All the same, | did advise the clients about the position of the
furniture.’

What is the levelof transparency you wantedtoachievein this project?

JI: 1didn’t just want to make transparency, but rather a new boundaryin
architecture. Sometimesthisistransparent,butsometimesluseaverythick
wall. Even abigopen space betweentwopoints could carry the meaning
ofaboundary. tmeansthat scalecan atthe sametime be the borderline.
Transparency is not just talkingabout materials but something that equals the
architecturalelements.Whenyou have transparentarchitecture, theinterior
and exterior lookthe same. In House H, the interiorof the house is exterior and
interior at the same time. But like the furniture, walls and trees, | consider them
allequal. Thatis transparency for me.’
Howdoyouenvisionanewenvironmentonaslightly larger scalethanone house
orbuilding?

JI:‘Aplotis something we cannot design. As the site is usually very smallin
Tokyo, theshapeorenvironment ofthe plotisveryimportant for the planning of
the house or the building. If architects could design the site itself, limagine we
could make a more flexible environment. Imagine abig plot that is freely divided!
Developers always make those boring linear divisions, so architects tend to make
boring buildings on those boring plots. But what if we divided a plotinavery
inspiringway, with curves and all?’

What does your future Tokyo look like?

JI: ‘Ina European city aroad name usually takes the name of a person, butin
Tokyothename ofthe place referstoscenery. Forexample, kuramitaka means
‘dark slope’, fujimidori stands for ‘view of Mount Fuji Street’ while ondendori
refers to a hiddenrice field. So each place in Tokyo reflects acertainimage. It
would be nice to connectall the different sceneries of Tokyo.’

Your living proposals go beyond the single-family house. What kind of radical
examples doyou have in mind for high-rise living?

JI: ‘The world takes on an entirely different scale when we move vertically
instead of horizontally. At a height of 30 m, the scenery is already completely
unlike that of the ground level. Contemporary high-rise buildings fail to

exploit the possibilities of verticalchanges in scenery. | would like to conceive
new proportions for buildings and build on the sky. | foresee that the sky’s
environment itself can become the environment of architecture. For example,
high-rise buildings with very tall ceiling heights produce an airiness akin to being
highinthe heavens. The huge distance between floors results in an entirely
differentvista just one level up. If buildings were to reach higherand higher,
further from the ground, eventually the concept of height would merge with that
of distance. In this future city with very tall, slender high-rises, the feeling of



super-densit y would be non—exi tttttt Th aaaaaaa lenvironment residents wou d
expenenc uch high-r sno of land and trees, but of sky an d l uds.’
Living is goi g o be differ f om now on? Will the gl e-family hou

typology still exist?
JI: ‘Lifestyles will change drastically.’

‘WHEN | MAKE
ARCHITECTURE I IN
FACT MAKE THE
SURROUNDINGS.
ANDITISTHE
SURROUNDINGS
THAT MAKE THE
INTERIOR SPACFE’
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Project Name: HOUSE GH
Location: Minato-ku, Tokyo - —
Year of Completion: To be completed (2013) i—— — —
Client: couple [V Al ST o IRTeeeeeweewe | SR
Special Request: Soft, white square house with a roo hehusband’scars+ |
aroomwith aterrace for the wife’s cats [ A — e ’
Site Area: 112.671 M’

ABuilt Area: 78.39 m?

& Total Floor Area: 140.81 m?§8 -~
‘}j Building Height: 6.35 m ——
Storeys: two | :
Structure: wood
gineer: Konishi Structural Engineers
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RULEROFTHESITE

ARCHITECT: RYUJINAKAMURA

Year of Birth: 1972

Education: Tokyo National University of Fine Arts and Music, Tokyo
Masters: Jun Aoki (b. 1956)

Yourinteriors and products border on art. Is that because you studied at Tokyo
University of the Arts, the alma mater of many well-known Japanese artists?
Ryuji Nakamura: ‘| was a student of the Japanese architect Koji Rokakku
(b.1942). He taught me that art is something on the border between two things.
Ratherthan saying that the field of art exists prior to anything else, he explained
tous thatartexistsinanyfield, includingarchitecture. During my studies | was
alsoinspired by the creations of students from the other departments in my
university. Every day, students made strange large objects, almost the size of
architecture, that suddenly appeared in the courtyard of the university. Their
work taught me thatartis something onthe border of two things.’

What lessons did you learn while working for Jun Aoki?

RN: ‘Aoki has a certain “sensitivity” to the experience of a space. Of course,

he works with a theory, but the feeling or emotion the space conjuresis more
important to him. In his eyes, a projectis not finished with the completion of the
building. We always discussed the atmosphere within the project onceit had
beenrealized. Aoki’s architectureis like an artinstallationinits ability toimbue
aspacewithatmosphere.The longeryoulook,the more beautiful it becomes,
justlike art. During the three years that | worked in his office, | learned not to
have a finalimage in mind during the design phase. All the projects | worked

on shared the philosophy of not having a clear, holistic overview and so were
the sum of the differing parts. But it was obvious nonetheless that a part was
equivalentto the whole.’

Whythisinterestindesigning the partinstead ofthe whole?

RN: ‘Rather than just thinking about parts, I'm makinga point of the
relationships thattie those different parts together. Objects look different
because of the shapes and size of the parts and the joints between the parts.
Two projects that clearly show this idea of “parts rather than the whole” are
Atmosphere (2009) and Cornfield (2010). For both projects, | first setavolume
and onlythendid I thinkabouthowthe volume should be filled and what kind

of materialtofillitwith. Atmosphere is a stage design for the operaLe Grand
Macabre that was held at the New National Theatre in Tokyo. The director of

the opera, Yasuki Fujita, tried not to direct the singers himself but wanted
touse the scenerytodo so. | designed a stage design that functions notasa
mere background but as scenery that brings a certain kind of inconvenience

to the singers. Atmosphere consists of 242 catenaries, ribbons hung between
two points from a height of 11 m. The air of the stage is filled with dynamic
curves arranged in adistorted grid to emphasize the perspective. By slowly
movingten batons at the same time the entire “volume” of the ribbons moves
up and down, transforming all the time. Glossy white fibres are woven into the
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ribbons. Although the parts are very thin, lit by stage light they give a very strong
impression.

‘Cornfield (2010) is a 100-m? structure made entirely of 1-mm-thin vulcanized

fibre paper. The planar shape is a triangle of 30,60 and 90 degrees. The height is
about that of a person, the length of the longest side around 16 m. The structure

is uniformly filled with paper frames. When you walk along the exterior, your

view willchangeduetothe manylinesthatare drawnoneontop oftheother.

The structure itself is subtle, almost becoming a part of the scenery. Instead of
viewing the structure itself, Cornfield is the space from which the view of the other
installations will constantly alter asyouwalk by.

The difference between the two projects is that Atmosphere is a hanging structure
without an exterior that fills the entire stage. Cornfield, on the other hand, isan
independent structure placed inthe middle of a large exhibition room. In this case,
itdoes have an exterior. Because | mainly design interior projects, | never thought
about the exterior up to then. Making Cornfield made me realize the importance of
designing an exterior in architecture.’

How did this idea of the parts instead of the whole develop after you opened your
own officein 2004?

RN: ‘My concepts are simple, but | wouldn’t call them minimalistic. | want to make
a harmonious yet complex composition, like we find in nature. My interior designs
arecomparable to a homogeneous space in which countless elements, each
slightly different from the rest, are repeated: think A, A’, A”, A’ rather than simply
Aand B.What|Istrive foris a small wave of water, as in ariver, from which beauty
gradually emerges. Usually, this involves a palette of white with pale wood and
indirect light. Whitelightis composed of a rainbow of colours, so when it shines

on awhite surfaceitcreates the kinds of gradations thatinterest me. When |
design | always use arule or some kind of order. In my eyes, there are many kinds of
simplicity. One kind of simplicity cannot be made by rules, while another one can.

| follow the latterapproach.’

What do yourinterior designs reveal about your way of thinking about
architecture?

RN: ‘Architecture is very bigcompared to interior design, furniture or installations.
Forinstance, a glass cup can be made from just glass because its size is small
enough. Architecture, however, istoo large to make from one single material, so it
has tobe made as anintegration of partsofacertainsize. |t means we needjoints
between the pieces, and joints may cause a defect in the design from a functional
point of view. You may consider this the weak point of architecture, but to think
aboutthejointand howtoconnectthe piecesistheessenceofarchitecturetome.
I look forward toanything that only architecturecancreate. Forinstance, there
are huge numbers of tiles covering the facades, and the same for a roof covered

in roof tiles and for a glass curtain wall. | like to look at the unusual nature of the
quantity even thoughithas become a common daily backdrop for most people.
Finding new possibilities in architecture within such anomalies is my interest.’
What kind of concept did you come up for your first housing design?

RN: ‘Iwanted todraw outthe property like aruler. To do so, | used exactly the

same windows and doors to compose an entirety. The same rounding of the
windows and doors draws out the property like itis a mathematical ruler of

the architecture. By placing the same windows and doors evenly, people can
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feel the differences of each room and the outdoor environment. Because each
window acts like aruler, the clients can feel the outside environment much more
accurately.’

Inwhat sense does GH House conjure up an emotion or feeling?

RN: ‘I would like to know what kind of sensation the relationship between the
windows, doors and rooms cangiveus. In order to find out | gave each of the 17
“rooms” in this house — including the corridor, the toilet, the bath, and terrace —a
different size. The design and size of all the windows, however, is the same and
the windows are placed evenly, without considering the differences of the rooms
inside the house. By giving equality tothe windows and doors, people can feel
thedifferencesin room size and the outside environment they lookatthrough
thewindows. In general, alarge room has a large window and a smallroom has a
small window. That is situation A. My starting point was the difference between
situation A and situation B: if all of the rooms have the same windows, | believe
you will feel more conscious of the difference in room sizes in the latter (B) thanin
theformer (A). Accordingly, Ithinkthatinaroom you sensetherelationships with
allrooms, and then you can measure the relationship to the outside by the house.
Any house is like this to a certain extent, but | think if you can make this stronger,
it also makes a house more attractive. | can’t explain why this is attractive, but
thereis nodoubtitis aboutthe relationship with the outside. It is therefore

very good to be strongly aware of it. Forinstance, a “one-room-like house” is so
attractive becauseitiseasytounderstand the entire house. This, in turn, makes
therelationship with the outside clearer. Drawing out the property like a ruler is
one of the methods to maintain a sense of the attractive even when the house is
subdivided into rooms.’

Canyou link this concept of aruler back to yourinterior work?

RN: 1 have designed interior spaces that evoke a kind of scale because their walls,
ribbons or steelframes are arranged at equal intervals. Itis like drawinga grid in
theentireroom.’

Do you have a similar mathematical view of the Tokyo urban landscape?

RN: ‘Tokyo has an urban landscape to appreciate and to enjoy. Buildings are made
freely, though the forms are defined by many social, physical and structural rules.
Allofthe buildings are different, butatthe same time theyareinasense alike.
Itisthe unexpected scenes that those buildings conjure up that make Tokyo an
interesting city.’

How is your stance reflected in the design of GH House?

RN: ‘Probably the Tokyo landscape is not considered “beautiful” ina Western
sense, but | believe that any view becomes beautiful when picturingit witha
frame. Maybe it is the contrast that makes the ugliness beautiful. | want the
clients of GH House to appreciate the Tokyo urban landscape from the windows.
They will notice the differences because the window frames and door are of equal
size.Consequently, the rooms in GH House acquire different characters because
of their different proportions. The proportions make the difference even if the size
oftworooms isthe same. | want the people to feel what the planning of this house
on this site does. For example, the scene that people see from the smallroomis
different than the scene people see from the big room. Why did | not simply paint
theroomsindifferent colours? Thateffect would be fartoo strong!”
Whatistheinteraction between GH Houseandits neighbourhood?
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RN: ‘The 112-m?site is located in aresidential area in Aoyama, from where you can
see the Tokyo landmarks of the Roppongi Hills and Tokyo Tower. The house faces
acrossing, sothatwecan always seeatleasttwo of the house’s facades from the
street. Because GH House looks so simple, its occupants, a couple in their 40s
working atan advertising agency, will probably think thatthe neighbourhood looks
verycomplicated. The incomprehensible urban scenery starts to feel fresh when
framed bythe same kinds of windows.’

Inwhat sense did aspects of traditional Japaneseculture inspire the design of GH
House?

RN: ‘Traditional Japanese architecture includes devices to take in the
environment from the outside. One ofthemis “borrowed scenery”. Itis the
waytotake in the nearby trees and distant mountains, not only thingsin our

site. Windows, fences and walls play animportantroleinthistechnique. By
appropriate trimming, obscure scenes are united and emerge into our mind.’
Ifeelyou have narrowed thethemestoan even more select range than before.
Whatis the secret of your original design methodology?

JI: ‘I guess | am the only one thinking one trivial thing over and over again.’

THE 1970S GENERATION
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NEW DIRECTIONS
Monologue by Jun Aoki

1940s versus 1950s

‘The Japanese architects of my generation, like Kengo Kuma, Kazuyo Sejima and
Kazuhiro Kojima,wereborn in the 1950s. We respect the generation of architects
before us, such as Toyo Ito, Riken Yamamoto and Tadao Ando, but atthe same
time we feel we are constantly competing with them. The 1940s generation was
very active during the student revolutionsin 1968, the year of the barricades.

That year served as asymbolof everything an entire generation of young people
detested about their parents’ generation. Architects shared a lot of ideology
about socialism and anti-imperialism and talked about the city of Tokyo as if it
was a huge issue. But when this movement failed, they changed their minds. As
aconsequence, our generationdidn’t believe in big ideas anymore. First, we felt
inferior tothe older generation because they were aware of the big problems
athand. Butafter havingseenthat their awareness did not solve anything, we
consciously backed off from this ‘awareness of big problems’. They were very
conscious about the relation with the city. To be precise, for them it was either
about opening the doors to the city or closing them. Thevery first houses designed
by Toyo Ito and Tadao Ando were houses that literary turned their backs on the
city. Whentheytakethe relationshiptothe city as the main topic of architecture,
architectslookdownatthings from above. They don’t take the viewpointof people
walking at street level. For our generation, this ideology comes close to the idea

of anarchitect excluding himself from society and the city, observing the world
onlyas an outsider. We felt we had to follow a more fundamental approach and not
strive for a social change, but rather for a change in attitude. The architects of my

generation started their career by making very authentic modernist architecture.
Thatis the sense of beauty and architectural thinking we share. But ouraimisto
gobeyond modernism. This zigzagging in and outof modernist ideas is typical of
our generation. Because we have grown up with it, we can never get completely rid
of it; we always come back toit.

1960s

While my generation has a strong reluctance to the top-down view of the 1940s
generation, the 1960s generation has alot in common with the 1940s generation.
Theytrytoadoptthesame stance towardthecityand society, without any
reluctance towards the 1940s generation. The architects born in the 1960s, like
Yoshiharu Tsukamoto, Manabu Chiba, Ryue Nishizawa and Katsuhiro Miyamoto,
seemto be the last generation of architects who started their careers designing
houses and gradually obtained bigger projects like museums, schools and
concert halls. They talk easily about comprehensiveissues. Yoshiharu Tsukamoto
and Momoyo Kajima (Atelier Bow-Wow), for example, have a clear focus on Tokyo.
They research how the city is formed, and by analysing it, they attemptto build a
Tokyo-like architecture. Ryue Nishizawa started experimenting with collective
housing. Instead of considering collective housing as one building type, he re-
examined the typology. His Moriyama Apartments is like a densely built housing
districtinitself. Thearchitects ofthe 1960s generation are very powerful because
they not only think about social issues but also propose solutions.

NEW DIRECTIONS




1970s

Thereis no generation as free as the 1970s generation. This is not only because of
their age, but also because of the situation in Japan. They have quite a hard time
beingindependent architects, as they can obtain only small-scale projects, like
installations, interior projects, renovations, shop designs and tiny single-family
houses. Ryuji Nakamura’s very first work, for example, is aninteresting series of
chairs that he made all by hand, by himself. | would say the 1970s generationis not
as conceptualasthose bornin the 1960s, but work with a natural attitude towards
specificissues. Although they have fewer possibilities because of the economic
situation, thisdoesn’t stop them from having completely differentideasabout
architecture. | believe they can turn Japanese architecture in an entirely new
direction.

Hideyuki Nakayama, for example, makes a very compositional kind of
architecture. To him, architecture is like a story or a scene. Basing architecture
onsketching storiesisanideathatnever occurred before in modernism. Ryuji
Nakamuraisveryinterested inthe repetition of natural elements. In modern
architecture, repetitionis something very artificial. For Nakamura, the leaves

of a tree may look the same from afar, but when you take a closer look you can
discover subtle differences among the leaves. This difference between natural
repetition and artificial repetitionis a new starting point for design. By using
slight differentiations, Nakamura can reinterpret the usual composition into
another meaning. Takei Makoto and Chie Nabeshima (TNA), on the other hand,
arelike natural modernists. Their work is softer, clearer and more naturalthan
modernists. Theysortoutthe complex, entangled requirements thoroughly
before tackling them. Then they create clear and beautiful architectural solutions.
Makoto and Nabeshima are very good at formulating the problem and presenting
theiranswers. The process of realizing their solutionscomes from modernist
aestheticsinwhich abalance ischerished. It results in a very soft expression.
Instead of making one complete work,Junya lshigami’sdesignideasare open
tochanges. Although Ishigamicannotcontrolthe people and objects within his
projects, heisabletocreate avery strong feelingbycreatinga good balance
among concrete things, like rough furniture, and abstract things, like openness or
distance. Kumiko Inui’s architecture exceeds the existing building typology. She
findsaneedtoreconsiderthe prerequisites. HerSmallHouseHcan be formally
referred to as avacation house. However, it produces a new form that nobody had
thought of and can be described as ‘a mechanism that projects a cut-out scenery’.
Yuko Nagayama’s work is characterized by mixing form with a sensation, without
any ideology. Go Hasegawa responds with extreme sensitivity to the surrounding
environmentof his sites. His concepts go much furtherthan just showing concern
for the surroundings. He strives foran architecturalmethodto proactively enjoy
the surroundings more. The ideas of this generation of architects are not just
simply innovative; they reinterpret the existing style.

Compared to older generations, young Japanese architects don’t seem to feel
anystress and take a more natural attitude towards things. They areatease with
complicated requirements from the clients, the site and the building code and
come up withveryinnocent propositions ora new diagram. The basic attitude

of this generation isto find a good viewpoint or main issue within all those
requirements. The buildingitself isthe answer. It means they build up their own
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questions and atthe same time provide the answers. This kind of design method
can bevery effective, because in acomplicated situation clarificationisavery
importantissue. And the clients seem to be very satisfied with their solutions; the
architects often receive new commissions through theverysame clients. But if
we are critical, theirwayof designing is also a bit of a game. If you were to look at
their work from another viewpoint than the one the architects selected, or if you
were to add another viewpoint, | am not sure the designs would still work well.

| wouldn’t call this a bad thing, though. Itis justaveryunique attitude towards
architecture.

If | could give the young architects a piece of advice, | would tellthem to think
more aboutthe construction.Thesetsofquestionsand answers they propose
areverysmart, buttorealizethe concepts with such high precision, asis required
now, is difficult. The composition might fit the requirements of the clients and

the site perfectly, butitdoesn’t always work from the construction point of view.
Such high-level precision construction is possible in Japan with incredible effort,
but it willnot work smoothly when building overseas. If the workers fail to build
precisely, they will have to redo the entire building. While in modern architecture
the structure of the building was a very economic one, the young generation of
Japanese architects doesn’t care about thisissue. They are eager to maintain
theirown attitude towards architecture and find the right client — one that
matches their design approach. The young architects should either integrate the
structure better, or think about simplifying the joints between different materials.
With such high-end construction techniques, their architectureis craftwork in
itself. Though if they can continue their tough work foranothertenyears, | am sure
they willbecome well-established architects.

NEW DIRECTIONS




ESSAYS

ARCHITECTUREAND THECITY
ON URBAN PLANNING, TRUNCATED BUILDING FORMS AND BOTTOM-UP
INTERVENTIONS

ALTERNATIVES TOAN ARCHITECT
ON HOME-BUILDING COMPANIES, HOUSE PRODUCERS AND PREFABRICATED
DESIGN HOMES

TRADITIONAL AESTHETICS OR MODERN ETHICS?
ON HARMONY WITH NATURE, MODERN BUILDING MATERIALS AND WORKERS’
COMMITMENT ON THE BUILDING SITE

THE ROLE OF STRUCTURE
ON ARDUOUS SEISMIC CODES, DEDICATED CRAFTSMEN AND SMART ENGINEERS

INSIDE THE HOUSE
ON LIFESTYLE, INTERIOR DESIGN AND DECORATION

279



‘Aolua 03 8oe)|d B Seasn 03 —juawdinba Buiqun)d pue s3iun mc_co;_ucoo e 5_3 paanod A)eaidAs s umc;mo_o&:m_o&&Eoo
/1e13uapisal e — A}1j10e4 84n39nI3s-e3aw ay3 jo aoeds Joopino paseys ayiind esnwilng 1inky ‘y Buipjing u)

ARCHITECTUREAND THECITY

280



ARCHITECTUREAND THECITY

ON URBAN PLANNING, TRUNCATED BUILDING FORMS

AND BOTTOM-UP INTERVENTIONS

BASED ON INTERVIEWSWITH THE FOLLOWING EXPERTS:
Riken Yamamoto x Manabu Chiba x Ryuji Fujimura

The longer you stroll through Tokyo,
the harderitistodescribe this city. Its
immense complex visual appearance
makes you wonder whether Tokyo
actually has a master plan. Of course
it has, thoughitis notasclearly
discernible as in European cities.
Those who have the historical maps

of Tokyo imprinted in their minds can
discover the two-layered logic behind
the planning. The most obvious layer,
the one we seeimmediately, is the
modern layer of high-rises and large
thoroughfares. The other, hidden layer
dates from the Edo period (1615-1868),
with a planning system adapted to the
city’s microtopography and its wooden
architecture. Itincorporated natural
elements like hills and waterways,
resultingina maze-like network of
small streets and neighbourhoods.
Overtime, the streets remained, but
buildings werereplacedatarapid pace,
providing Tokyo with its unique dual
character: both village and metropolis.

ARCHITECTS AS TOWN BUILDERS

As in most developing countries,

urban planningin Japanisinitiated

top down. Therefore the basic driving
force for current planning comes from
the central government’s modern
initiativesonanoverallscale, or
toshikeikaku. However, these mass-
scale urban initiatives coexist with
machizukuri,the involvement of
citizensin planningand implementing
new ideas in theircommunity onasmall
scale. Thetwoseemingly contradicting
planning methods make the Japanese

citydifficulttocomprehend froma
Western point of view. One needs to
concentrate on the smaller scale of the
architecturalactivities in order to get
asense of how the individual parts of
the neighbourhoods become part of
the largercity. Rather than builturban
forms, strong socialnetworks have
tended todetermine the character of
neighbourhoods.

These social networks are also the
reasonarchitects and localresidents
are able toparticipate in town building
ina‘soft’, bottom-up way. ‘Instead

of looking down from the sky and
deciding where to putroads and other
infrastructure,’ explains Manabu Chiba
(b. 1960), an architectand assistant
professoratthe University of Tokyo,
‘this smaller, bottom-up approachis
more efficient, influential and also very
practical.’ Accordingto Chibaif you look
closely attherelationship between
two buildings you can discovera nice
harmony, adialogue, betweenthem.
‘lam not talking about a similar colour,
building material, volume or texture,
butaboutaninteractive relationship.’
‘Tokyo’s master plan determines
building codes, such as floor layout
and maximum height,’ adds architect
Ryuji Fujimura (b. 1976), a student of
Yoshihara Tsukamoto (b. 1965). His
contemporary Yoshimura Yasutaka

(b. 1972) researched this phenomenon
extensively in hisbook Super Legal
Buildings (Shokokusha, 2006).2Using 77
photos of Tokyo buildings with a wired
look, Yasutaka visualized what defines
thetownscape of the city. Red lines

RIKEN YAMAMOTO x MANABU CHIBA x RYUJI FUJIMURA
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Ryuji Fujimuradesigns and documents the entire

building processinclear steps (example Building K)

drawn on top of the buildings reveal
invisible auxiliary lines, explaining in
the process how building codes affect
the appearance of constructionin
Tokyo. ‘The urban design of Tokyoiis
often saidtobeelusive becauseitwas
originally a rough and squalid city that
expanded into the suburbs without
any thought,’ Yasutakacomments.

‘I show thatitisthe buildingcodesthat
determine the outline of buildings and
city.

THE INFLUENCE OF THE METABOLIST
MOVEMENT

Inthe late 1950s, architects like Kenzo
Tange (1913-2005), Takashi Asada (1928-
1987), Kisho Kurokawa (1934-2007) and
Kiyonori Kikutake (b. 1928) proposed
grand utopian visions for large-scale,
flexible and expandable structures that
evoked the process of organic growth.
The most famous built contribution of
the Metabolist Movement in Japan, and

atypicalexample of an adaptable plug-
instructure, isthe Nakagin Capsule
Tower (1972) in Tokyo designed by Kisho
Kurokawa. The movement’s members
came togetherin 1959 but soon went
theirownwayafterthe World Expo in
Osakain 1970.

The Metabolist Movement was the only
major architecture movementinJapan
thataddressed the scaleofthecity, and
theirideas have enjoyed a continued
latent currency among architects.
Accordingto Chiba, the mostsurprising
aspectofa project like Tange’s Plan for
Tokyo Bay (1960) was not the creation of
alarge-scale development buttheidea
of expandingthe city into the water of
Tokyo Bay. ‘Tange showed architects
how to discover the frontier of Tokyo,’
Chiba says. Japanese architects have
recently started to pay attention tothe
ideasofthe Metabolism Movement
again.

Instead oflarge infrastructural works
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for Tokyo, theirinterestin Metabolism
focuses on growth and effect. ‘In
timesofrapid economic growth the
expansion ideas of the Metabolist
Movement worked really well,’ Chiba
explains, ‘but especially during the
current period of economic recession,
making mega-structures like Tange’s
as away of organizing the whole

would notwork well, as it basically
means denyingthe city.’ Instead of
overlaying the existing structure as the
Metabolists were doing, architects in
Japan now use a similar concept buton
asmaller scale, which is more powerful
andrealistic for current times. Chiba
explains the most fundamental aspect
of Metabolist thinking: ‘Think of
shiatsu, atraditional hands-on therapy
originating in Japan. When you push
oncertain pointofyour body, youcan
becomereally strongor active. If you
push on points in anurban plan, you can
influence the entire urban structure.’

REINVENTING METABOLISM

In 2010, architects Koh Kitayama

(b. 1950), Ryue Nishizawa (b. 1966)
and Yoshiharu Tsukamoto (b. 1965)
presented their urbanresearch project
Tokyo Metabolizing at the 2010 Venice
Biennale, a studyobviously inspired
by the Metabolist Movement. In their
manifesto they claim that Tokyo, a city
‘covered almost infinitely with small
twoand three-story houses with tiny
gardensorgreeneryinserted in gaps
betweenthem’ hasaverysustainable
urban morphology. Because of the
short average lifespan (26 years) of
theindependent structures, the Tokyo
landscape is constantly changing and
automatically regeneratesitselfina
very healthy way.

Their study acknowledges the
reference to the Metabolists of the
1960s but emphasizes an essential
difference. The regeneration of the
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city, unlike the architecture designed
by the members of the Metabolist
Movement, does not take place
aroundacore butaround avoid space:
namely the obligatory interstices
between two buildings. Rather than
justanugly urbanconcretejungle,
Tokyo Metabolizing sees the urban
morphology of Tokyo as anincubator
for new forms of architecture and even
new urbantheories.

Fujimura, a student of Yoshiharu
Tsukamotowho learned a lot about
process making during his studies

in Europe, is somewhat sceptical,
however, about the Tokyo Metabolizing
theory. ‘Itis averyclear strategy for
explainingthe situation of Tokyo to
Western people, but for the Japanese it
is nothing new,’ Fujimura says. ‘They did
agreatjob findinga method of showing
what Tokyo is like, but their theory is
not a powerfulidea for showing future
visions.’ He also criticizes the claim
that Tokyo is built up democratically. ‘In
reality we have manycodes,’ Fujimura
says. ‘If you want to talk about the city
you also have to look at the politicaland
economic systems activein the city.’

SOCIETY DESIGNERS

Beyond merely designing a shelter

for their specific clients, Japanese
architects feel a generalresponsibility
for society when they tackle the design
of a single-family home. Architects
often use the term ‘city’ torefer to
spatialideasthat go beyond the
physical boundaries of the site, but

in fact they are addressingissueson
thescaleoftheneighbourhood. The
interventions apply to the level of
surrounding buildings and passers-

by, ratherthan trying to improve the
entire metropolis. Withacommission
for a single-family housethearchitects
try toredesign the ‘city’ in miniature:
how the house sitsonitsplotand
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‘Giraffe Building’ is an example from Yasutaka’s book Super Legal Buildings showinga

building curved by the Shadow Code. Because shadows formed on the upper floors move
fasterthan those onthe lowerones, this building has a bigger volume on the upper floor
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communicates with the rest of

the neighbourhood. ‘Through our
sensitivity, wecandiscoverthe charm
ofthe neighbourhood we are designing
for,’ Chiba saysin explaining his design
approach, which starts with the ‘rule of
the site’. Once he has found the rule, or
common factor, he designs the house
accordingly.

Toarchitect Riken Yamamoto (b. 1945)
the twentieth-century city was centred
on the promotion of economic
activities, ratherthan oncreatinga
habitable city. Yamamoto’s vision
istorestructure thecityintoa
habitable place using a new form of
collectiveness, which he calls the Local
Community Sphere. Fujimura would
like to move beyond a city filled with
box-like dwellings. He has developed

a growth model that should produce
buildings that can be constructed
rapidly but will be more contextual

and complex. ‘Europeans always talk

about politicalaspects, while Japanese
architects like to focus on sensory
aspects, things like the physical
perception, thin walls, and a light
volume,’ Fujimura explains. ‘My aim
istobridgethosetwo aspects.’

SHRINKAGE

The overall population of Japan has
been declining since the 1980s.
Accordingtothe Statistics Bureau of
the Ministry of International Affairs
and Communications, the proportion
of citizens 65 years ofageand over

was the highestinthe world in 2010,
constituting 23.1 per cent of the total
population. Along with adeclining

birth rate, Japan’s populationis aging
much fasterthanin advanced Western
European countries orthe USA. The
question for architects in Japan is what
thecityis goingto look like in the future
and how large the urban population will
be. ‘Itisanatural movementthat when
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acity grows, administrative initiatives
try to make suburbs,’ Chiba comments.
‘Evenwhen acity startstoshrink, as
inthe case of Tokyo, suburbskeepon
growing.’

Growth and shrinkage are happening
atthe sametime in Tokyo, but not
two-dimensionally. The numerous
vacant storeysin office towersin
central Tokyo produce a situation of
three-dimensional vacancy, whichiis
reinforced by developers who continue
tobuild new high-rise towers. Chiba
attributes the paradoxical situation
todevelopers who keep on building
new towers because of their power
ratherthaninresponse to demand.
Likemanyof his colleagues, Chiba is
positive about the successofTokyo’s
small scale, and says that Japanese
companies, generallyvery small, do
notrequire officesin big high-rise
towers butcanworkfine inthe existing
smaller buildings. ‘Those towers will be

AIEERORMRIDERE ——

emptysoon,’warns Chiba. ‘Inthe worst
scenario Tokyo will become a ghost
town with empty high-rise buildings.’

TOKYO FOREST

Yamamoto, Chiba and Fujimura are
nevertheless positive about Tokyo’s
future, provided architects address
certainissues. Yamamoto is especially
concerned about living conditions
forelderly people in Japan. ‘We have

an aging society, and it is up to the
architects tocome up with good ideas
of ways of living together in the city

as well as in the suburbs,’ Yamamoto
says, referring to hisideas on the

Local Community Sphere. ‘| suggest

to students away of creatinga new
system fordifferent people living
together, rather than inventing a way of
living for a single family.’ Chiba sees the
potential of arapidly changing Tokyo
by focusing on the partsthatare not
changing, for example the amount of

RIKEN YAMAMOTO x MANABU CHIBA x RYUJI FUJIMURA

degrees, resultinginaagothic-shaped tower called ‘Setback Cathedral’ by Yoshimura Yasutaka

The Building Height Code prescribes that all buildings must be lowerthantilted lines at certain
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void spaces within the city. He admits
he finds the way Tokyo is organized
more interesting than the rigid way

of planning streets and city centres

in Europe. Rather than the Western
preference of preserving buildings and
keeping their ensemble, ‘we should
lookatacity as aforestthatisalways
growing and receiving new energy so

it can survive in many ways.’ Itis up to
the architect toreact to the topography
and create architecturethatcanstarta
dialogue with this rule of the site.
‘Nowadays we just build bigger and
bigger,and therelations between
architecture and topography become
weaker,’ Chiba says. ‘Thisis notabout
simply going back to the Edo period
but aboutreconsidering how we can
create a good relationship between
the underlyingtopographyand
architecture once more.’ Fujimura’s
solution is a step-by-step design
method in which he neither skips steps
nor goes back. Each step is visualized
in models to facilitate collaboration
between specialistsand users, which
helpstocreateconsensusand make
the design proceed ina more complex
though speedy way.

‘During Prime MinisterJunichiro
Koizumi’s urban renewal campaign
between 2001 and 2006, over 200
super-skyscrapers (higher than 100 m)
werebuilt,’ Fujimura points out. ‘Like
New Yorkin the 1920s, modern Tokyo
is driven by a huge system on a scale
that goes beyond the imagination of
the architect.’ Thereason Japanese
architects do not talk about the entire
cityanymoreis not a matter of personal
attitude, but a matter of social
organization, accordingto Fujimura.
Since 1970, due to the complexity of
the projects, design firms have been
divided into small individual studios
and large design firms. Gradually the
architectsin design studios began

tofocuson private residences, while
the larger firms designed major
commercial projects, without any
shared discourse between the two. ‘But
tocompete with the speed of global
economic activities of the city, we need
torestore the uniqueness of a project,
and involve experts.’

1 C.Hein, ‘Toshikeikaku and Machizukuri
inJapanese Urban Planning -
The Reconstruction of Inner-City
Neighborhoods in Kobe', Jahrbuch
des DIJ (Deutsches Institut fur
Japanstudien) no. 13 (2001), 221-252.

2 Y.Yoshimura, Super Legal Buildings
(Tokyo: Shokokusha, 2006).
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Abouttheexperts:
Riken Yamamoto

Year of Birth: 1945

Profession: Architectat Riken Yamamoto & Fieldshop

Education: Nihon University/Tokyo University of the Arts, Tokyo
Academic Career: Professor at Kogakuin University (2002-2007) and
Yokohama Graduate School of Architecture (2007-2011)

Vision: Societies should be based oncommunity living

Manabu Chiba

Year of Birth: 1960

Education: The University of Tokyo, Tokyo

Profession: ArchitectatChibaManabuArchitects

Academic Career: Assistant ProfessoratThe University of Tokyo

Vision: Makingarchitecture is about discovering formats thatare unique to particular places

Ryuji Fujimura

Year of Birth: 1976

Education: Tokyo Institute of Technology, Tokyo

Berlage Institute, Rotterdam

Profession: Architect at Ryuji FujimuraArchitects

Additional: Editor, Curator

Vision: The process of building design is approaching media design
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Riken Yamamoto's proposal fora Community Areaargues thata

house should not be an envelop that encloses a singel family, buta
gathering place for people whose ties go beyond that of a family
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ALTERNATIVES TO AN ARCHITECT

ON HOME-BUILDING COMPANIES, HOUSE PRODUCERS

AND PREFABRICATED DESIGN HOMES

BASED ON INTERVIEWS WITH THE FOLLOWING EXPERTS:
Kazuhiko Namba x Shigeru Oshima x Tadashi Fukuoka

Tokyo consists of a sea of single-family
detached houses, free-standing
multiple-unit blocks and towers.

The housing stockis an eclectic
mixoftraditional homes, modern
homes and one-room ‘mansions’. In
thisvast tapestry, the single-family
house designed by an architectis an
exception. Just to provide an idea:

in 2011 the Tokyo Metropolitan Area
totalled 5,940,000 dwellings, of which
1,687,000 were detached houses,
94,000tenant houses, and 4,135,000
apartments. The gross of the ‘boxes’
you see in the urban landscape

are prefabricated houses. Of all
single-family houses, 15 percentare
purchased through a home-building
company, while local contractors make
up the other 85 percent.Inonly 2 per
centof these single-family houses was
an architectinvolved in the design. But
if you can get acustom-made house
designed byanindependentarchitect
for the same price as an ordinary one or
less,whydothe Japanese still opt for
arepetitive prefabricated catalogue
dwelling?

PREFABRICATED HOUSES

In the heyday of post-war construction,
home-buildingcompanies entered

the housing market with the idea

of industrializing the construction
process. Theyinvented ready-made
houses that were easyto supply,

as there was such a great need for
housing. Daiwa House started in 1955,
while Sekisui House, currently the
largest, and others soon followed. Their

contributiontothe current building
stockisindispensable and obviously
present. ‘What people expect from
ahome-building company is safety,
security,asound companyanda
reliable maintenance programme,’
explains Shigeru Oshima, who works
forthe home-building company Misawa
Homes.

Daiwa House, currently the second-
largest home-building company after
Sekisui House, sells about 10,000
prefabricated houses ayear; key

words are welfare, speed and comfort.
‘Performance certificates and full-size
structural tests mean most Japanese
prefer a house built by a home-building
company rather than by anindependent
architect,’ explains Tadashi Fukuoka,
chief of the housing development
department at Daiwa House. ‘Moreover,
home builders guarantee the
maintenance of the house.’ The first 20
years of the warranty are includedin
thesales price. After that, homeowners
can buy 10-year extensions up to the
maximum building lifespan of 50 years.
Corporate identities like Sekisui
Homes, Daiwa House and Misawa
Homes are big in Japan. Aside from
designing and building detached
homes, theyare also involved in the
construction of medium- and high-

rise buildings, aswellasin more
comprehensive urban development
projects. Because of their corporate
identity, home-building companies

find it easier than independent
architects to develop new materials,
products or systemsin-house, such as
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DaiwaHouse commissioned architect Akihisa Hiratato develop the
concept modelle nole, which could show the company’sin-house
designersaboutthe meaningofaroofincomtemporary housing
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special ceramics, new window sashes
or photovoltaic power generation
systems.

Atacertain point housing was
standardized in Japan, and people
were not so much aware of other
options. ltwasnotuntilindependent
architects started to design completely
different kinds of houses about 20
years ago thatanumber of Japanese
started to question this copy-paste
mentality in housing. Home-building
companies have to keep up with new
requirements and frequently launcha
new home type, with colourful names
such as ‘Future Home’, ‘Beverly Hills’,
‘Smart House’, ‘Zero-Energy Home’, or
‘100 Per Cent Recycled Home’. When
apotential clientapproachesahome
builder, they can take an orientation
tourofamodelparkinthe suburbs
with all the different housing types on
show. A client either picks one of the
standard designs or asks thein-house

design team to propose a free layout
withinthe template the company can
offer. ‘Exceptional requests from
clients, such as awindow larger than
2300 mm by 3500 mm, are practically
impossible,” Fukuoka notes. ‘They
require special permission, which can
takeup totwoyears.’

Although wooden structures allow

for more variation in layout, prefab
houses with steel structures are more
popularamong the Japanese. Because
the structures are prefabricated, the
systemis approved inadvance, so

the construction process canbe as
fastasthree months. More and more
house-building companies are trying
to make their selection more exclusive
by involving independent architects.
DaiwaHouse, forexample, developed
aluxury prefab home in collaboration
with architect Edward Suzuki (b. 1947),
anew type currently sellingaround
tenunitsamonth. ‘Itis difficult for
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anarchitect to work with ahome-
building company,’ Fukuoka admits,
as a house-building company cannot
give anarchitectvery much freedom.
‘They havetowork withinthetemplate
of the company and stay close tothe
corporate style.’
Independentarchitects who
collaborate with house-building
companiesonlyinideaworkshops
enjoy greater freedom. DaiwaHouse,
forexample, asked Sou Fujimoto (b.
1971), Akihisa Hirata (b. 1971) and
Yoshimura Yasutaka (1972) for radical
new ideas on housing. ‘Itis not that
we intend to feature the resultsin our
catalogue, buttheyinspire our design
team and we have developed themes
fromthem.

CREATORS OF ARCHITECTURE
Arecent phenomenon in the design of
single-family houses in Japan is the
involvement of a so-called ‘producer’.

Due to the cooling economy and
housing market since the late 1990s,
opportunities towork on actual
projects have become scarce foryoung
architects. Thisnew system benefits
both architect and client. A producer
introduces the clientstoan architect.
As the producer coordinates the entire
process (including budgetary planning
and requests) until the building is
completed, the architect can fully
concentrate on the design. On the other
hand, clients can express theirdesires
and questions without hesitation
through the ‘mediation’ of the producer.
One such produceris Shigeru Oshima.
Although he officially works for

the large home-building company
Misawa Homes, he manages his
ownsubdivision, ‘A-Project’ (Afor
architecture) withinthe company.
A-Project supports the design

process leading to the completion of
independent single-family houses

KAZUHIKO NAMBA x SHIGERU OSHIMA x TADASHI FUKUOKA

Akihisa Hirata used mountains as ametaphorforaninnovative housing concept
featuringan oversized roof with three distinct summits thatallow many people

toshareasingle living space withoutentirely sacrificing privacy
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Coordinator Shigeru Oshima (A-Project) collaborated with

architect Hiroshi Kikuchi on House 222 oiz because the site was smalland
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irregularly shaped,and it was therefore not posible touse a prefab system

and housing complexes designed by
independent architects. As a producer,
Oshimaintercepts clients whoinitially
opted for a prefabricated house from
Misawa Homes. But because they have
purchased a plot with an awkward
shape —triangular, forinstance —a
prefabis not flexible enough to adapt
to it. Oshimathen offers these clients
asafe solution and guides the clients
through the normally uncertain process
of the independent architect.

Misawa Homes allows himto
collaborate with a‘competitor’ —an
independent architect — because

this is seen as part of the company’s
high-level of service of the company.
‘Misawa Homes does not want to
disappointits clients,’ Oshima
explains. By paying anextra 10 per
centontopofthearchitect’s fee,
clientsreceive the guarantee that
theirarchitect-designed house will
actually be completed and obtaina

maintenance warranty, just as they
would if they bought a prefab house.
A-Projecttends to selectyoung
architectswithalotoftalentwho are
stillworking for somebody else. ‘Many
talented young architects cannot
start their own career because of the
difficult economic situation,’ Oshima
explains. ‘With areal first assignment,
they can finally make the move todo
s0.”Oshimahas helped a lotofyoung
architects, suchas Hiroshi Kikuchi (b.
1972) and Go Hasegawa (b. 1977), start
their career, as well as now-renowned
architecture firms like Atelier Bow-Wow
and Mikan.

PREFAB DESIGNER-STYLE
Another development that foresees
more variety in the current housing
stock marketis Muji’sinitiative to
ask renowned designers to develop
aprefabricated house withatouch
ofdesign. The Muji Company was
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foundedinJapanin 1980duringthe
economic boom as an antithesis to

the habits of consumer society at
thattime.' Asacritique of expensive
foreign-made brands and cheap,
poor-quality projects, Muji restored
the vision of products, combining

the idea of the non-brand (mujirushi)
with quality projects (ryohin). Through
rationalization and meticulous
elimination of excess, it re-emphasizes
the natural appeal of an object.

Inits 30yearsofexistence, the
company has developed over 7,500
household articles, consumer
electronics, home appliances,
furniture, clothingand food, all
demonstrating a desire for moderation
—the plain and unadorned. By carefully
selecting materials, omitting wasteful
production processes and simplifying
packaging, Muji wants to make users
feelthe beautyand pride in living a
simple and modest life again.
Asalogicalextensionoftheir
projects, Muji started to produce
houses. At first, Muji collaborated

with designer Tokujin Yoshioka (b.
1967) and architects Koh Kitayama (b.
1950) and Kazuhiko Namba (b. 1947).
Namba designed one of the three
houses that were eventually brought
onto the market. His Wood House isa
wooden structure with a characteristic
galbanum exterior. Misawa Homes’s
chief designer, Motochika Kawamoto,
designed Morning House, and Kengo
Kuma (b. 1954) designed Window
House, with distinctive wooden window
frames. Namba’s Wood House is Muji’s
best-selling house, with around 400
homes sold and built in Japan. A 105-
mZ?configuration of the three types
ranges from 180,000 to 200,000 euros.
The package deal includes the shelter,
the frame and equipment such as
lighting and floor heating. The clients
can then fill their house with theirown

choice of kitchen supplies, bedding and
electric appliances from — obviously
—the Muji store. Namba explains the
salesstrategy of the house: ‘Muji

only proposesthe system. Small
construction companies around the
world buy the system and Muji teaches
them how to design and construct it.’

FAMILY-STYLELIVING

‘The Muji house lifestyle is about
communication, Namba saysin
explaining how the concept of the Muji
House is reflected in his Wood House.
‘Partitionwallsarealmostabsent, and
it has a bigwindow facing the street.’
Muji targets couples around 35years of
age with one small child who feel home-
building companies define the lifestyle
of aclienttoo muchinadvance. The
clients are usually not aware of what

an architect could mean forthem ordo
not know how to approach an architect.
Namba expresses his concern about his
changing society: Japanese children
and parents now lead very separate
lives. Ayoung couple nowadays does
not even know how to manage a family,’
he explains. The Muji solution to the
problem — which should prevent
hikikomori, the withdrawal from social
life or the seeking of extreme isolation
—isaone-roomspace. Theideais that
parents can always add partitions later.
Namba’s Wood House, with the
simplicity of its one-room space, is
akintoatraditional Japanese house
fromthe Edo period. Husband, wife and
child sleepinoneroom, justlikethe

old times. The current version of Wood
House is designed fora suburban plot,
is easily expandable and is available

inup to 200 different combinations of
floor plans. A special versionis being
developed that canalsofitwithin tight
inner city plots, with a footprint as
small as 50 m2.
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Kazuhiko Namba's Wood House for MUJI is designed to stimulate

communicationamong its residents as well as interaction with the neighbourhood

GOURMETFOOD,FASHIONAND
ARCHITECTURE

In the 1980s, many Japanese

lifestyle magazines started to cover
architecture intheir magazines, along
with fashionand gourmet food. Widely
availableinall convenience stores and
bookshops, these magazines have had
amajorimpact onthe requirements

of clients looking to create theirown
homes. The unique lifestyles exposed
through such magazines have led
abroader public tocommission
independent architects. ‘Within today’s
chaotic mixture of Japanese culture
and post-warinfluences, it’s equally
important to seek and constructa

new Japanese housing standard,’

says Oshima, outlining the response
of Misawa Homes to the changing
requirements of its clients. For his part,
the producer says heisinterested in
the custom-designed house because
architects canrealize a lifestyle that

specifically suits a particular family
and a particular house. ‘Intimes when
things are rapidly changing, the same
can besaidaboutpeople’s way of living.
With the help of youngarchitects |
believe we caninvent new and better
housing for the near future, which
people would prefertowhat they are
usedtolivein.’

1 J.Morrison, N. Fukasawa and K. Hara,
Muji(New York: Rizzoli, 2010).
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Wood House is designed as aone-room space to help young couples with
small children manage a household and to strengthen the family ties

Abouttheexperts:

Kazuhiko Namba

Company:KAIWORKSHOP

Alternative: Architect whodesignedflexibleopenplanhouseforMUJI

Shigeru Oshima
Company: A-Project (division of Misawa Homes)
Alternative: Mediator between clients of Misawa Homes and (young) independent architects.

Tadashi Fukuoka
Company: Daiwa House
Alternative: One of Japan's largesthomebuildersinspired byindependentarchitects
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TRADITIONALAESTHETICS OR MODERN ETHICS?
ON HARMONY WITH NATURE, MODERN BUILDING MATERIALS
AND WORKERS’ COMMITMENT ON THE BUILDING SITE

BASED ON INTERVIEWS WITH THE FOLLOWING EXPERTS:
Kengo Kuma x Yasuhiro Yamashita x Masahiro Harada

Traditional Japanese architecture is
known forits extremely delicate use

of natural materials. Since as far back
asthesixth century, the Japanese
have been building elegant wooden
structures with gigantic, straw roofs.
The abundance of forestsand a
natural preference for wood produced
some of the most advanced wooden
architecture inthe world. Unlike
Western architecture, which tries to
keep the elements strictly outside,

the Japanese have always opted

foran architecture in harmony with
nature. With their choice of materials
they maintain or even enhance the
natural state. Floors covered with
rice-straw tatami mats, paper shgji
windows, sliding paper-thin partitions,
bamboo fences, bamboo furniture

and hand-laid stone paths are key
features of traditional Japanese
architecture, which can still be found
inthethousandsofwell-preserved
temples and shrines throughout the
countryand in traditional-style houses
in the countryside. Although those
aesthetics are stillanimportant aspect
of present-day Japanese culture, such
sensitivity is no longer evidentwhen
one walks the streets of contemporary
Tokyo. The city simply looks like a jungle
of buildings built of concrete, steel

and plastic. What happened to the
sensitivity with which the Japanese
used to handle natural materials?

THEWEAKNESS OFWOO0D
Practical reasons such as fire,
maintenance and costs partly explain

KENGO KUMA x YASUHIRO YAMASHITA x MASAHIRO HARADA

why natural materials are almost
absent in the contemporary Japanese
cityscape. The weak point of wood
isthatitisflammable, something
extremely dangerousinacity that
used to be densely packed with only
wooden houses. The result was that
Tokyo lay inruins twice during the
twentieth century: the 1923 Great
Kantd earthquake and the bombings
during the Second World War both
razedthe city tothe ground. ‘Tokyo has
had so many problems with fires that
about 100 years ago buildings made of
mortarand concrete were introduced,’
explains the ever-innovating architect
Yasuhiro Yamashita (b. 1960).

There was even ashort period of
interestinthe use of Western-style
brick with the Ginza Brick Town, but
thisdid notlastlong. It soonbecame
clearthat brick cannotresist strong
earthquakes andis not suitable for the
hot Japanese summers. Yamashita
explains the mentality change:
‘Traditional Japanese construction

is sustainable and lastsatleast 100
years, but modern techniques such as
those seen in today’s prefabricated
homes are made to last about 30
years.’ During the period of rapid
economic growth startinginthe 1960s,
the Japanese government provided
many housesin averyshorttime. This
waswhen house-building companies
entered the housing market,
introducing safe prefabricated homes
made of steel, atrend that continuesto
this day.

‘Natural materials like wood require
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Earth Brick House is Atelier Tekuto's first house built with the new brick

and contains no less than 2600 hand-made earth blocks, weighing 20 kg each

alotof maintenance,’ architect
Masahiro Harada (b. 1973) of Mount
Fuji Architects explains. ‘Clients prefer

maintenance-free materials nowadays,

as thisis cheaper.” Master architect
Kengo Kuma (b. 1954) has shown

many Japanese architects a new way
of usingtraditional techniques and
materials, and explains the current
situation with a sense of nostalgia. ‘We
used to have an interesting lifestyle
that blended with nature, because
traditionalJapanese homes did not
have glass. The interior was separated
from the exterior by means of thinrice
paper. ltwas after the Second World
War that big, strong concrete buildings
appeared and destroyed the original
“soft” urban fabric of Tokyo.” When the
Japanese government surrendered to
the Americans and their allies in 1945,
the US military occupied Japan for
several years. The Japanese started to
regard their American occupiers and

allthings American as new symbols

of happiness. Western lifestyles and
housing layouts rapidly took over and
Japanese urban people consequently
‘lost their happy relationship with
natural materials’, according to Kuma.

AUTHENTIC ORAVANT-GARDE?
Tounderstand the rapid changes
modern Japanese architecture
underwent after the Second World

War and the resulting attitude towards
materials, we can distinguish two
directions amongJapanese architects.
One group consists of those Kuma calls
the ‘authentic modernists’, following
avant-garde architects like Kenzo
Tange (1913-2005), Fumihiko Maki (b.
1928), and Toyo Ito (b. 1941). The other
direction features the traditional
architects who follow Isoya Yoshida
(1894-1974), an architect who became
famous for a new sukiya style: a
combination of traditional Japanese

TRADITIONALAESTHETICS OR MODERN ETHICS?
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Sixthousand pieces of cypress wood make up Kengo Kuma's GC Prostho
Museum Research Centre; anelegant three-dimensional lattice 9 m high

architecture with modernist elements.
His portfolioincludes the recently
demolished Kabuki-za theatre in
Tokyo’s Ginza district, several houses
for Japanese prime ministers and major
traditional Japanese restaurants.
‘Yoshida established a truly modern
Japanesestyle, different from
authentic traditional Japanese and
freed frominternational modernism,’
Kuma explains. ‘When architects opted
for working with natural materials,

it would automatically mean they

were going in the direction of Yoshida.
Formanyyoungarchitects this was
“going backwards”, adichotomy that
stayedinthe minds of the Japanese
architects long afterthe Second

World War.” According to Kuma, many
architects from Toyo Ito’s generation
(the 1940s generation) and his own
generation (the 1950s) are afraid to
use natural materials. Kuma himself is
obviously an exception. He reinvents

traditionalarchitectural details using
new materials, orimproves existing
methods of detailing using new
features.

With his progressive attitude

Kuma opened theroad for many
otherJapanese architects. He
enthusiastically teaches younger
architects that this kind of separation
between traditional and modernis not
effective. His design methodology —
using materialsin their most honest
way, as pure facade materials rather
than as wallpaper covering a structure
—resembles the basicidea of the
prehistoric structure of Stonehenge in
the UK, builtof large standing stones.
‘People can feelthe strength of the
material from the stoneitself, Kuma
explains.

Architect Yasuhiro Yamashita, who has
realized over 171 uniquely designed
single-family houses in his career

so far, has an exquisite interest in

TRADITIONALAESTHETICS OR MODERN ETHICS?



technicalinnovations and materials.
Afterthe Glass Block and Aluminium
Ring Houses experiments, he recently
developed a Soil Brick made of 100
percentrecycled materials. With the
natural additive magnesium oxide, in
combinationwith sand, loam, water
and gravel, Atelier Tekuto developed a
40x20x19cmunfired brick. The new
brick more than satisfies Japanese
construction standards, which are the
strictestin the world. The first single-
family house made of these soil bricks
was hand-builtin Chiba Prefecture,
using 2,600 soil-brick blocks.

Harada, who has had his own practice
since 2004, naturally acquired his
affinity toward materials while
working at Kengo Kuma Architects &
Associates. With partner Mao Harada
(b.1976) he designs buildings that try to
redress the lack of natural materials.
The architect duo frequently travels the
countryto find new master craftsmen

tocollaborate with, as they believe
inthe qualities of the carpenter.
‘Materials themselves are designers,’
Harada explains poetically. ‘Only when
we keep our mind silentareweable to
hear the small voices of materials. In
“fake” materials like plastics, the voice
iskeptinsideand we can’t hear what it
wants to say.’

ECLECTIC MIX

Recent housing designsinJapan
show that Japanese architects are
slowly recovering from the American
‘deconstruction’. Housing concepts
are now often related to aspects of
traditional Japanese culture, although
the architects themselves may not be
immediately aware of this. ‘Everybody
my age grew up with plastics,’ says
39-year old Harada, worrying about
thecommonness of such artificial
materials. ‘We are so surrounded by
computers, iPhones and iPads that

KENGO KUMA x YASUHIRO YAMASHITA x MASAHIRO HARADA

new shapes while keeping the wooden elements as thin as possible -

By usingstrong cypress wood, the lumber could be sculptedinto
without requiringthe use of bolts, glue or nails forthe joints
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Kengo Kuma'’s Yusuhara Bridge Museum is aoutstanding example
of modernJapanese timber construction of a large yet delicate

302

cantilever made of small-sectioned materials assembled together

peoplestarttofeel sympathytowards
plastic.” He does not want toimply

that we should not use plastic atall,
providing plastic is used as plastic and
not as a fake alternative for wood, stone
or paperand as longasitremainsin
balance with natural materials.

Unlike the post-war generation of
architects, the younger generation has
been growing up in a fairly global world,
inanurban environmentand with
products based on American culture.
Harada: ‘American culture has been the
substitution for “the order untilthen”
which was destroyed during the Second
World War. This new order has always
beenaround us. Notas a new “subject
of admiration” but as something
extremely ordinary.’ Harada elucidates
his statement with the house in which
he spenthis childhood. Like many

of his contemporaries hegrew up
intypical post-war housing with a
‘Frank Lloyd Wright taste’. This kind of

eclectic architecture mixes traditional
Japaneseelements with Western
aspects. For him and many other
youngarchitects this eclectic style

has become the standard, notonlyin
house designs butalso in food, fashion
and music. Pure Japanese is something
extraordinary nowadays; eclecticis the
norm. Take classic Japanese garments
like the kimono. The T-shaped, straight-
lined robes with wide sleeves are now
only worn during traditional events,
and most Japanese walk aroundin
Western-style outfits.

COMMITMENTON THE CONSTRUCTION
SITE

Although the application of traditional
Japanese construction techniques

is the exception rather than the rule
today and building materials have
radically modernized over the years,
the commitment of the workers on
siteinJapanis stillamong the highest

TRADITIONAL AESTHETICS ORMODERN ETHICS?



inthe world. Constructionis carried
outwith the utmostcare, turning
single-family housesintoincredible
examples of craftsmanship. Japanisa
small country and we therefore expect
details onall levels,’ says Yamashita
toexplain why things in Japan are
generally made well and with great
care. Duringthe construction process,
the building contractoris afriend rather
thanarivalofthe architect. Touphold
the pride of the construction company,
contractors search —indiscussion with
the architect - for the bestexecution
possible within the available budget.
Japan also owes the high level of
detailingand unique site-specific
solutions toits editing culture. Japan
isquite limited inresources, butwe
have learned howto use the available
materials in many different ways,’
Yamashita says. ‘Take tofu, the dish
made from soybeans. Japanese
manage to create many different tastes

out of the same source. We keep the
original taste, smell and character of
the material but we edit in many ways
tocreatedifferent products out of it.
Although the beans are crushed, we
can stilltaste the soybean.’ Asimilar
attitude towards editing can be found
inJapanese architecture. Structure,
furniture, decoration are made with
respect for the material. Architects
think about the taste and the texture of
the original material, they never forget
theoriginal source.

INNOVATIONS IN MATERIALS

What Kuma, Yamashita and Harada
have incommonis the belief that
‘earth’ will be the keyword for future
architectural constructions. Soil, as
Yamashita explains, is everywhere in
the worldand has zero transportation
costs. Ideally, the three interviewees
prefer not to use materials transported
from other places, but in a city like

KENGO KUMA x YASUHIRO YAMASHITA x MASAHIRO HARADA

The Yusuhara Bridge Museum shows Kengo Kuma's preference for

architecture inspired by traditional techniques
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Tokyo thisisimpossible because of the
lack of natural materials and natural
soil. ‘Using earth, people can geta

very warm feeling,” Kuma says. Harada
picks up asecond point of interest. ‘The
mostimportant aspect of Japanese
sensitivity towards materials that

has been preserved is the sense of
humidity,’ Harada says, referring to the
country’swetclimate. ‘Humidity wakes
up the grain of a material. Without
humidity, all grains are closed.’
Because of the humidity, people cannot
see the outline of abuilding clearly,
which automatically emphasizes the
feeling of textures. This sensitivity
stems from Japanese tradition, where
the mostimportant thing was to feel
the materialsatclose range, rather
than seeingthe outline of architecture.
Compare this with Greek architecture,
where the outline plays such an
importantrole. ‘| feel very familiar with
the paintings of suiboku-ga, Japanese
monochrome ink paintings,’ Harada
says. ‘Take the paintings by Tohaku
Hasegawa (1539-1610), forinstance, an
ancientJapanese artistwhoseaim was
to draw the humidity using only black
ink.” Modern Japanese author Jun’ichird
Tanizaki (1886-1965) described this
phenomenon beautifully in his book In
Praise of Shadows,! claiming that the
Japanese prefer ‘a pensive lustretoa
shallow brilliance’.

Throughout their history, the Japanese
have been skilfully enhancing beauty
by using the conditions of humidity

and darkness. Although darkness and
humidity tend to be obliterated these
days, Harada sees a great need for
these conditions to survive. Arecent
example is the monster earthquake
that hit northernJapanon 11 March
2011, when many cities were required
to save electricity by switching off
lights. ‘We felt somewhat relieved by
thisinconvenience,’ Harada admits,

as people realized how unnatural
bright and nervously lit up cities are.
‘Switchingofflights reawakened
anaturalfeeling of comfort with
darkness.’ Although globalization is
conquering the world, Harada believes
that local cultures will be more
respected and maintained in the future
and anew Japanese style will take hold
from here. When it comes to the use

of building materials, Kuma’sadvice
toyoungarchitectsis clearand bold:
‘Be free from any political and ethical
standards.’

1 J.Tanizaki, In Praise of Shadows (Stony
Creek: Leete’s Islands Books, 1977), 11.

TRADITIONALAESTHETICSORMODERN ETHICS?



Atelier Tekuto's A-ring is based on a self-developed prefabricated system using
aluminiumforthe structure and well as athermal heating device (radiator)

Abouttheexperts:

Kengo Kuma

Principle atKenguKumaArchitects & Associates (KKAA)

Year of Birth: 1954

SpecialInterests: Using materials not merely as cosmetics, but alsoto show its structural qualities

Yasuhiro Yamashita

Principle at Atelier Tekuto

Year of Birth: 1960

Special Interests: Innovating building materials and building performance

Masahiro Harada

Principle at Mount Fuji Architects

Year of Birth: 1973

SpecialInterests: Building materials contain a message of how touse them
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THE ROLE OF STRUCTURE

ON ARDUOUS SEISMIC CODES, DEDICATED CRAFTSMEN AND SMART ENGINEERS

BASED ON INTERVIEWS WITH THE FOLLOWING EXPERTS:
Jun Sato x Hidefumi Ohno x Ryota Kidokoro

Inthe old days, the professions of
structural engineer and architect

did not exist in Japan. Traditional
craftsmen called miya-daiku designed
and constructed wooden temples and
shrines, the kind of architecture Japan
became famous foraround the world.
‘Workmen didn’t solve architectural
issues thankstostructural calculations
butratherthankstoexperience,’
explains the youngindependent
structural engineer Hidefumi Ohno

(b. 1974). ‘Their extensive knowledge
and skills concerning wood joinery
were passed down through the
apprenticeship system.’

Today, there are roughly 10,000
structuralengineers in Japan
working for large construction
companies.Amere500engineers work
independently. ‘In Europe, structural
engineers are educated in auniversity’s
department of civil engineering, but
inJapan engineers and architects

are both educated in adepartment

of architecture,’ structural engineer
Jun Sato (b. 1970), who frequently
collaborates with young Japanese
architects, explains. Architects and
engineers study the same subjects,
such as architecture history, design
and structure for the first two or

three years. After that, engineering
studentsgodeeperinto theirown
subjects. ‘The advantage of such a
system isthatarchitects learnabout
the importanceofagoodstructure,
while engineers can imagine what the
architects are thinking,’ Sato says.
‘We communicate with each otherina
common language.’ Without a doubt,

this system of education contributes
to the enthusiastic collaborations
between youngindependentarchitects
and independent engineers we see
happening in Japan today.

THE GROWING ROLE OF THE ENGINEER
Accordingto Sato it was structural
engineer Toshihiko Kimura (1926-2009)
who advanced the role of structural
engineersinadesign projectabout40
years ago. Kimura started the trend

of working closelywithJapanese
architects, like Fumihiko Maki (b.
1928), Arato Isozaki (b. 1931) and Yoshio
Taniguchi (b. 1937). Stimulated by the
Metabolist Movement, architects
feltanurge to build tough and heavy
structures, which they obviously

could notdesign solely by themselves.
‘Structural engineering used to consist
of calculating and drawing figures,
with the engineers faithfully fulfilling
theirduty towards the architects,’
Sato asserts. ‘Architects didn’t have
many problems, but neither did
theyaskthe engineerstodevelop
theidea of structures further.’ Only

a few specialists or professors at
universities worked as advisorsona
few exceptional architectural projects.
Inthe last 20 years, the opportunities
forindependent structural engineers
to be involved in the design process
have significantly increased, because
independent architects are designing
more exceptional single-family houses.
Instead of merely calculating the
structure, structural engineers also

takeontherole of designers these days.

Their structuralconceptis expected to

JUN SATO x HIDEFUMIOHNO x RYOTA KIDOKORO
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Ryota Kidokoro (ARUP) helped architct Akira Yoneda out with

anacrobatic structurein his K-clinic: a 16-m-long cantilever

covered with steeldeck plates and a heavy slabasthe counterweight
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strengthen the architectural concept.
Structuralengineer Ryota Kidokoro
(b.1976), bornin the USA but a Tokyo
resident for 11 yearsas wellas an
engineer working for ARUP Japan, can
assess this from a foreign perspective.
‘Mutual respect between architects
and structuralengineers in Japanis
onamuch higher levelthan in other
countries,’ says Kidokoro, who often
comes across foreign architects
jokingly saying they are fighting with
their structural engineers. ‘If they
understood each other’s work, such
friction between architects and
engineers would notoccur.’

THE POWER OF STRUCTURES

What can astructuralengineeraddto
the architectural concept of asingle-
family detached house? On a tiny

plot of land many things, including
the structureofahouse, havetofit,
so aslim structure immediately pays
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off. On the other hand, beautiful slim
structures obviously run counter to
the strict building regulations related
toearthquake readiness in Japan.
The massive forces abuildinghasto
resist in Japanin the event of a major
earthquake almost automatically
assume a need for structures with large
dimensions. ‘No wonder structural
design heavily influences the design
ofasmallhouse in Japan,’ says
Kidokoro with the two constraintsin
mind. Ohno,who has been running

his own firm, OHNO Japan, since 2005
adds, ‘Astructural engineeris the one
whodecidesthe dimensionsandthe
positionofthe structureaswellasthe
kind of material. During the process of
the design, the architect and structural
engineer share the architectural
concept, clarifyit,and refine it untila
very pure product comes out.’

What structural design also offers

to the design of a single-family

THEROLEOFSTRUCTURE



home, according to the three young
engineers, isthatitshould seem almost
non-existent. In small projects like
detached single-family houses the
structure is supposed todisappear

and evoke the feeling of a single entity.
‘The architectural houses may look
dynamic, but that is not because of

the presence of the structure,” adds
Sato.Ohno agrees, saying that ‘when
astructure is minimized and arranged
properly, the structure almostbecomes
part of the furniture of the house.’

BIGOPTSFORSMALL

For Westerners it may seem
unbelievable that a smallarchitecture
firm would knock on the door of aworld-
renowned mega-firm like ARUP. The
prime reason ARUP Japan works with
young architects is that, unlike their
other branches spread over the world,
the Japanbranchisrelatively new and
thus less established. ‘We started only
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15years ago and have to get to know
the architects before they explodeinto
fame,’ Kidokoro says, explaining how
the company starts building relations
while practices are still very small. ‘In
Japan, architects always start their
careerwiththe basicsofarchitecture,
namely residential buildings,’ Kidokoro
continues. ‘Forus, itis agreat way to
getto know the architects.’

When ARUP’s engineers are inspired
by the exceptionalideas and thinking
ofaparticular architect, they may
accept projects as small as an 80-m?
single-family house. ‘Ifarchitects
have enough confidence to knock on
our door, it shows they have courage
and perseverance,’ Kidokoro says.

He frequently works on challenging
constructions for architectural
projects byJapanese architects like
AkiraYoneda (b. 1959) and Hiroshi
Sambuichi(b. 1968), saying that the
small projects are funtodo. How

JUN SATO x HIDEFUMI OHNO x RYOTA KIDOKORO

The skin of Hiroshi Sambuichi’s Rokko Mountain Observatory is designed by

Kidokoro as aninterweaving network of slender and branch-like elements that

naturally shifts out-of-plane toturninto a three-dimensional frame
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muchtime does a bigcompany spend
on such smallprojects? ‘These small
projectsare abig paininthe butt, as
we workon them 15times longerthan
onbig projects,’ Kidokoro admits. ‘But
because of the scale the projects are
completed relatively fast, an exciting
contrast with our usual big-scale
projectsthat takeatleasttenyearsto
realize.’

THE CHALLENGES

Major earthquakes and the resulting
strict building codes meanthat
structuralengineersinJapanwork
atthe limits of their profession. They
are obliged to design structures that
can withstand a wave velocity of 50
cm per second. Roughly speaking
thisis equivalenttoan earthquake
with a magnitude of 7 on the Richter
scale. ‘Technically speakingit’s not
exactly true, butit’s close enough
togetafeel forthe designcriteria,’

Kidokoro explains. ‘Remember, it’s

all guesswork, since noone can ever
know the exact characteristics of an
earthquake.’ Sato emphasizes that the
jobofastructural engineerisalotmore
complicatedinJapanthanin countries
thatdo not experience earthquakes.
‘Besides the static forces of gravityona
building, we also have to think about the
dynamic forces of both earthquakes
and strong typhoons,’ Sato explains.
‘Thelatter causes positive and negative
types of loads in boththe Xand Y
direction, which means that we have to
dealwith fourdifferentdirections plus
gravity on a single structure.” Because
itisimpossible foranarchitect
toimagine such complex forces,
collaboration with a good structural
engineer becomes indispensable.
Despiteallthe strict regulations and
strenuous seismiccodes, Japanese
engineers are convinced that they can
realizeevery possible shape, because

THE ROLE OF STRUCTURE



there are excellent techniques for
welding, moulding concrete, and
traditional carpentry available in
Japan. Moreover, Japanese craftsmen
still possess the centuries-old sense of
precise manufacture.

HEAVY VERSUS LIGHT

The monstrous earthquake that hit the
coastof Northern Japan on 11 March
2011 with a magnitude of 9.0 proved
that buildings in Japan are designed
by highly skilled and trained structural
engineers. No buildings collapsed as
aconsequence of the earthquake. The
design code apparently incorporates
sufficient safety factors to withstand
such big earthquakes. ‘Modern
buildings designed under the most
updated codes will most likely
withstand up to amagnitude 7.0 or
greater,’ Kidokoro asserts. In spite of
the earthquakes, small houses in Tokyo
seem very light. Unlike taller buildings

inwhich earthquake calculations

are usually more clearly visible,

small houses havethose‘invisible’
structures. ‘Arduous seismic codes,
excellent guidance references, strict
checksandthe education systemall
play abigrole in the good quality of
Japanese structural design, but most
of allitisthe majime nature of Japanese
people,’ Kidokoro says, referringto
the serious earnestness that eschews
cheating or cutting corners. ‘That’s
why in Japan safe buildings with a high
quality are constructed.’

As an everyday example of this cultural
aspect he mentions how Japanese
people, obsessed with safety, patiently
wait forthe light to turn green before
crossing the street, evenifthere

are no carsinsight. For the same
reasonitis not so surprising that lost
wallets are returned to their owners
with all the cash stillinside. ‘Even
when an architect does not consider

JUN SATO x HIDEFUMIOHNO x RYOTA KIDOKORO

Earth House's structure embraces the entire house likeanumbrella

and defines theinterior space withundeniable strength
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Mount Fuji Architects collaborated with Jun Sato on acentrifugal structural solution for
Tree Housein Tokyoto bringinlightonadark site without sacrificing the residents’ privacy

312

thedimensions,theimportance of

the structural elements cannot be
disregarded,’ Ohno concludes. ‘A
structural engineer is the specialist
who decides the dimensions of the
structure appropriate for the concept.’
Kidokoro’s advice to architects is not to
think about structure at all when they
starttheir design. ‘We engineers want
tosee whatyouasanarchitectwantto
make —your ideal vision. Together we
will find a way to realize it somehow.’

THE ROLE OF STRUCTURE



Aboutthe experts:
JunSato

Technical Adviser atJun Sato Structural Engineers Co., Ltd

Yearof Birth: 1970

Education: The University of Tokyo, Tokyo

Work Experience: Toshihiko Kimura Structural Engineers Co., Ltd

Specialism: Flexible structures (that have the ability to be deformed by load) composed of delicate elements
Collaborations: Sou Fujimoto, Mount Fuji Architects,CAt,Coelacanth K&H,

Riken Yamamoto, Kengo Kuma, Junya Ishigami, Makoto Yokomizo, Atelier Tekuto, Kumiko Inui

HidefumiOhno

Structural Engineerat OHNO Japan

Year of Birth: 1974

Education: Nihon University, Tokyo

Work Experience: Masahiro Ikeda Architecture Studio
Specialism:Allobjectsinwhichformisdecidedbydynamics

Collaborations: Takaharu+Yui Tezuka Tezuka Architects), Go Hasegawa, Makoto Tanijiri (Suppose Design Office),
Yuji Nakae (Nakae Architects), Fuminori Nousaku

Ryota Kidokoro

Associate/ Structural Engineer at ARUP (Tokyo office)

Year of Birth: 1976

Education: Cornell University, Ithaca

Work Experience: Thornton Tomasetti + ARUP

Specialism:Unconventional structures of all shapes and sizes

Collaborations: Maki and Associates (Fumihiko Maki), Riken Yamamoto & Field Shop, Kuma Kengo Architects and
Associates, ShigeruBan Architects, Hiroshi Sambuichi, Akira Yoneda

JUN SATO x HIDEFUMI OHNO x RYOTA KIDOKORO

JunSatotranslated the architects’ geometry ofapolarcoordinate
system with laminated veneer lumbers that extend from a central
column ataradialintervalof 11.25° and a small vertical displacement
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INSIDE THE HOUSE

ON LIFESTYLE, INTERIOR DESIGN AND DECORATION

BASED ON INTERVIEWS WITH THE FOLLOWING EXPERTS:
Yoko Ando x Naoki Terada x Kyoichi Tsuzuki

Where do Tokyo residents actually
sleep? Any visitor walking the streets
of Tokyo probably wonders where the
vast streams of people crossingthe
streets, stations and subway tunnelsin
the daytime end up spending the night.
Some people may end up sleepingin
frontofthe subway station waiting for
the first morning train, while business
people might opt for one of the many
convenient hotels or capsule hotels
around any of the train stations.
Couplesinlovewho cannot returnto
their parents’ home due to the lack of
privacy might checkinto a love hotel
forthe night. The homeless end upin
the public parks, while teenagers go for
acheapovernight partyinakaraoke

or game box. Naturally, besides these
typically urban lifestyles, thereare
also ordinary family lives. These

lives habitually unfold in a modern
apartmentbuilding with a highly
standardized floor plan. Insuch
apartments, parents, childrenand
perhaps grandparents share a 3LDK,
which stands fora living/dining/kitchen
space (LDK)withthree individual
bedrooms. The apartments are located
in high-rise towers built in newly
developed areas by big developers such
as Sumitomi or Mitsui.
Besidesresidential towers and multi-
unit buildings, the urban landscape

of Tokyois filled with an endless
repetition of single-family detached
houses. Such detached houses are
prefabricated and constructed by
home-building companies like Daiwa
House, Sekusui House, Misawa Homes
orbylocalcontractors. After buyinga

YOKO ANDO x NAOKI TERADA x KYOICHI TSUZUKI

plot, clients can order a ready-made
house from a catalogue. Only the truly
daringcommission anarchitect to build
them acustom-made home. Afterall,
when you team up with an architect
the finalresultis notatallclear from
the beginning. The total budget, how
long the construction will take and
the structural performances areall
uncertainties thatareeliminated if you
buy a prefabricated house.

‘People who buy land and build their
ownhouseareoftenyoung couples

in their 30s who work for a television
company or aninvestment bank and
planon having childreninthe near
future,’ architectand designer Naoki
Terada (b. 1967) goes so farasto
stereotype. Locationis a priority for
those kinds of clients, although this
means even fewer square metres

of usable floor space. ‘Inatypical
Japanese family, the father works
outside the home until quite late
while the mother spends a lot of

time in the kitchen preparing all the
meals. Children keep themselves
busy in the room chatting with
friends or playing computer games,’
photographer Kyochi Tsuzuki (b. 1956)
says indescribing the average life of
afamily. He has photographed tiny
Japanese apartments — the antithesis
of designed ones — overstuffed with
objects. His images demonstrate a
respect for a Tokyo urban lifestyle
about which people are usually
ashamed.’

ULTRA-CONVENIENT
Living in the metropolis of Tokyo,

315



The curtain serves as aoptical structure totemporary
fillthe intentionally made slits and marginsin the walls
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withits high leveloffacilities and
exceptional level of services, hasits
consequences for the definitionofa
house. In Tokyo, you do not need to
have your own bookshelves, because
late-night bookstores around the
corner from your house allow you to
browse freely. You can dowithout
alarge kitchen,becausethere are
plenty of good and cheap restaurants
cateringto allearly-morning and late-
night commuters. And why should
you consider buying a fridge when you
can purchaseall your chilled foods

in the 24-hour convenience stores
down the street? What you need fora
comfortable lifeina metropolis like
Tokyois a‘basecamp’asmallplacein
acentral locationtostaythenight.
Thecityitselfis an extension of your
private living room,and that is exactly
how individuals and couples in Tokyo
spend their lives and enjoy the vibrancy
of this city. Because Tokyo is made up

of many neighbourhoods, each with

its own character and atmosphere,
locationis of prime interest. Your
favourite café canbethereasonto
move to a certain area. Subsequently,
the kitchen of that particular café
becomes the alternative to your own
tiny kitchenette athome.

In busy family lives, with parents
working late and children joining
after-schooland sportsclubs,itis not
surprising that the most important
request from clientsisashared space
where family members can enjoy time
together.‘Thereason people spend so
much timeoutsideinstead ofathomeis
because theydon’t like the home they
livein,’ Terada points out. ‘The layout
ofthese apartmentsis so standard
thatitdoesn’t fitanybody’s lifestyle.’
He has observed that the consequence
of these uninspiring homes is that
teenagers start to hangaroundin sport
clubs ordrink cheap cups of coffee at

INSIDE THE HOUSE



McDonald’s instead of returning to their

own family home.
ForJapanesearchitects the challenge
is to design a better living environment
thatfitsthe particular lifestyleofa
family. A good house design can break
thevicious circle and make family
members at ease againin theirown
abode. Numerous talks with new
residents confirm this hypothesis. A
custom-made design canimprove the
quality of the living environmentin
such awaythatitmakesitsresidents
happier.

HOUSES LIKE PAPER SCALE MODELS
Aside from the entrance area or genkan
and the kitchen, bathroom and toilet,
rooms in traditional Japanese homes
donot have adesignated use. All
necessary furniture is movable and
stored in a built-in cupboard when not
inuse and thus flexible in organization
and usage. Withfusuma, sliding doors

made from wood and paper, residents
partition the main space and decide
onthesizeofaroom. Allyou need
forabasic Japanese housing unit
isakitchen, abathroom, atoilet, a
genkan and one multipurpose living
space.However, thereality is that
modern Japanese homes are stuffed
with colourful items and Western-
style furniture, resultingininteriors
that more often than not break with
the efficiency and sobriety of the
traditional Japanese house.

‘Haveyou ever seen Zen simplicityin
contemporary Tokyo?’ Tsuzuki asks,
referring to the architecture magazines
that picture modern Japanese lives

in white, sterile 1:1 mock-ups. ‘That
kind of minimalist look might be
visiblein afew houses owned by very
rich people,’ says Tsuzuki, who got
bored photographing expensive villas.
‘Japanese people are so happy to have
many gadgets around them nowadays.

YOKOANDO x NAOKITERADA x KYOICHI TSUZUKI

Ratherthan merely blindingawindow, Yoko Ando’s curtain
cancovertheentire surfaceofthewallinthe bedroom
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Walls, floorand ceiling of Naoki Terada’s Stomach
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House in Tokorozawa are painted in a soft Kimono Green

Mostofthem don’tcare about design
atall.” ‘Howeveruncomfortable it
might look to Westerners, smallness
isnotarealconstraint for Japanese
tolive a happylife,’ Terada points out.
‘The Japanese dream of having bigger
houses, butaswe cannot afford this
we just sticktothe conceptofnon-
privacy,” he says, quickly adding,

‘of course the Japanese wantto
Westernize, and mothers dream of
American-style kitchens, big living
rooms and barbeque spaces,butin
Tokyothatis not reality.’

The Japanese notion of limited space
is casually mixed with a Western way
of living with furniture that requires
space. The Japanese are used to

the space-efficient foldable futon
mattresses and flexible-use tatami
mats fora lifestyle that takes place on
floor level. Nowadays many Japanese
cram Western-style chairs and beds
into theirapartments and disregard the

efficiencyofthe traditionalJapanese
home. Japanese architects designing
uniquely custom-made houses lend
ahelping hand in making an eclectic
mixture of lifestyles. They handily
incorporate the shift fromafloor-
sitting to a chair-sitting culturein
Japanandmixthe traditional notion of
personal space with Western spatial
ideas, resultingin surprisingly new
lifestyles.

Terada, agood home chef himself,
likes to compare the design of a
modern house with preparing modern
Japanesefood, ‘delicately mixing all
kinds of styles in tiny bits together’.
Yoko Ando (b. 1968), a textile designer
whousedtowork for the renowned
NUNO Corporation, confirms that the
Japaneseareused tolivingin small
spaces. ‘Europeans might think of 100
per cent privacy, but the Japanese think
differently and trytomanage with in-
between feelings,’ sheargues. ‘Instead

INSIDE THE HOUSE



of makinga 100 per cent closed room,
wedJapanese would rather opt for50 per
centtransparency sothatwecanfeela
larger space around us.’ As aresult, she
asserts, people canbeinanenclosed
space but still feel orimagine that the
space continues on the other side (ofa
curtain) and are therefore able to stand
asmallspace.

Ando designs curtains for architects.
Her curtains function as an instrument
toadjustlightingandto make a
connection between the exterior and
interior, rather than merely closing of f
the exterior. Her curtain designs have
the quality of traditional fusumain the
sense thattheyabsorblight butdo not
show the life inside directly. ‘Especially
inJapan where houses stand close to
each other, people like to have sunshine
intheir house,” Ando says. ‘Atthe same
time, clients don’t want to display their
private lifetothe street.’

INTERIORDESIGN ORDECORATION?
Buyingand owning a space is quite
anew idea in Japan. Until the 1960s,
more than 90 percentofcity dwellers
did not own property. Rentingwas

the norm and many landlords rented
out apartments in the city. Oncea
family got bigger, it would move to a
larger apartment. ‘The Japaneseare
accustomed to atemporary style of
living and thus notvery familiar with a
total redesigning of a space according
to their specific taste,’ Terada
explains. ‘We just put something in our
apartmentstoshowthatitis our space
and personalize the city apartment
with a curtain, some favourite furniture
items or by pinning up souvenirs.’
Japancaterstoallthese do-it-yourself
decorators. The 100-Yen shops, found
ineveryresidential neighbourhood,
selleverything from paperclips to
grass mats for just 100 Yen (1 euro)
each. Muji (Mujirushirohin), as its

YOKO ANDO x NAOKI TERADA x KYOICHI TSUZUKI

Natural light comingin through the large floor-to-ceiling glass facade blends with the green

tintof the interiorin a mixture of colour gradations, creating a soft, mellow mood
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name (‘non-brand’) suggests, offers
simple but beautiful productsina
style that fits any apartmentin Japan.
People therefore say Muji sells an all-
in lifestyle perfectly matched to the
standardized Japanese apartment.
Andthenthereis IKEA. ‘In contrastto
Muiji, IKEA sells a jumble of things, full
of colours and different shapes,’ Terada
explains. ‘You can combine any style
and material. The variety offers much
more freedom in arrangement, which
might explain why|KEAis so popular
among families in Japan nowadays.’
Tsuzuki points out that the unique
aspectofTokyo is that people do

not have very strictrules as towhich
classofpeople should use which
brand of furniture. Louis Vuitton
fashion or Italian designer furniture
made for high-end people? In Japan
people do not care much about this.
People withatinyapartmentcan

have an exceptionally expensive sofa,
while everything else in the house is
cheap. Itis similarto fashion. Young
Japanese kids may wearinexpensive
Uniqgloclothing but at the same

time carrya super-expensive Louis
Vuitton handbag. ‘Thereis atrue
democratization of products in Tokyo,’
Tsuzuki states.

When Ando collaborates with
architects, the architects design the
actual space but they expect herto
enhance the space with hercurtains.
‘Some people think acurtainis a kind
of room decoration, but | disagree,’
says Ando, who uses her textilesasa
building material, as if it were glass,
woodorconcrete. Her textiles appear
in the space as atapestry orcurtain but
atthe same time serve as the finishing.
‘The interesting point of curtains,’ she
points out, ‘is that when you are inside,

you can see the exterior from theinside.

Butfromthe outside, the inside cannot
be seen.’ Different from a traditional

fusuma, a curtain as Ando designs
itopens up aspace withoutlosing
privacy.

ERASING DISCIPLINES
YoungJapanese architects may
succeed in proposing a new lifestyle

to their clients using spatial features,
but they still have to learn about
interior design, according to the three
interviewees. Tsuzuki: ‘Architects
spend a lot of time in university and
usually enteran architecture firm
straight after graduation without
having any kind of experiencein life.
They should first leave the island of
Japan and make a long trip abroad, and
experience whatitistobeinareally
good andreally bad place and discover
the bigcontrasts.’ To Ando, the interior
is part of the architecture,and so are
lighting, fabrics and furniture. Young
architects should try to collaborate
with specialistsin this field. Terada
concludesthat architects always
want to make a clear division between
architecture and interior. ‘It is time
they learn thatarchitectureis notjust
the completion of a paper model, and
cross the boundary line between the
discipline ofarchitecture and interior
design.’

1 K.Tsuzuki, Tokyo: ACertain Style (San
Francisco: Chronicle Books, 1999).
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Abouttheexperts:

Yoko Ando

IndependentTextiie DesigneratYoko Ando Design (previouslyat NUNO Corporation)
Year of Birth: 1968

Education: Musashine Art University, Tokyo

Special Interest: Treating curtains asif theywerebuildingmaterials

NaokiTerada

Architect and Designer at Teradadesign Architects

Principle Teradamoksi

Year of Birth: 1967

Education: Meiji University, Tokyo

SpecialInterest: Don't imit yourselfto designing form when

humans cansense 3D space and colour withtheir eyes. Formand colour should enhance each other.

Kyoichi Tsuzuki

Independent Photographer, journalist, editor, artcurator,and book publisher
Year of Birth: 1956

Speciallnterest: Unsung places

YOKO ANDO x NAOKITERADA x KYOICHI TSUZUKI

Yoko Ando designed a curtain for Toyo Ito’s Tama Art University Library that provides a softand
lightatmosphere, whichisin sharp contrasttothe hard and strong concrete architecture
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Nowhere in the world have architects built so many small and exceptional homes as in
Japan, and nowhere with such ingenuity and success. How to Make a Japanese House
presents 21 contemporary houses and situates them in the evolution of Japanese
housing. Simultaneously, the book provudes insight into the unique design approach of
three different generations of Japanese architects.

The interviews with architects such as Jun Aoki, Ryue Nishizawa and Sou Fujimoto
clarify in a personal way the backgrounds of the designs. With her fascination for
Japanese culture, Cathelijne Nuijsink takes the reader on a journey into the
contemporary Japanese house. Using arich array of research, drawings and
photographs, How to Make a Japanese House demonstrates that Japanese homes
offer aradically different way of thinking about architecture.
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