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Ideal for sunprotection
NACO simhreakers
are also a facing of
great architectural
elegance.

Available in blades of
various widths and
several colours;
ofeasy installation;
fixed or moveable:
NACO sunbreakers

need no maintenance.

NACO
a vast experience
for great solutions.
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PROFILE
FUMIHIKO MAKI

Making an Urban Architecture. In the latest of WA's profile series on
Academicians of the International Academy of Architecture, Botond
Bognar explores the relationship between theory and practice in the work
ofJapan's Fumihiko Maki, who has been responsible for some of the largest
and most spectacular public projects in the Tokyo area. 32

The Making ofa Modernist In an exclusive interview with Dennis Sharp,
Maki explains how he first encountered Modem Movement building
design in Japan in the 1930s, and provides an insight into the development
of his architectural vision. 37

Technology and Craftsmanship. Fumihiko Maki explores the coexistence
of high technology and traditional aaftsmanship in Japanese construction
through the medium of three of his own buildings. 41

FEATURES

ESSAY: Transfiguration in Architecture. Young avant garde Japanese
architects are at the forefront of moves to create a new architectural
language based on the idea of the transparent dty. By Fay Sweet. 56

PROJECT: The Glass Heart. Gaynor Williams looks at plans to transform
Tokyo's drab financial district with an ambitious new International Fomm
designed by Uruguayan-bom architect Rafael Viholy. 60

FACE TO FACE: Redefining Tradition. In the latest of WA's dialogues
with leading international clients, we talk to Kazuo Akao of the Obunsha
Group, whose respect for historic Japanese culture is finding a
contemporary expression in collaboration with UK architects Foster
Associates. 64

PRACTICE: In Control of The Modern. Britain's planning regime is
repressive but, conversely, Japan's aesthetic freedom is excessive, says
David Chipperfield. Martin Pawley on an architectural practice seeking a
balance. 66

INTERIORS: Forte: City of Music. Shizuo Harada's award-winning
Forte community centre in Hamamatsu City has a series of stunning

Century Tower designed by Foster Associates. See Face to Face
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Editorial. Exploring Japanese
design through the eyes of
Fumihiko Maki. 31

Concept. The International Forum
of Young Architects presents a
photo-essay on the theme of
Tokyo's urban sensitivity by
architect Toshihiko Suzuld, en-
vironmental  designer  Hiroshi
Innami and photographer Sadamu
Saito. 70

Books. WA critics assess new works
on Latin American architects and
landscaped gardens. 79

Academy. Georgi Stoilov,
President of the Academic Council
of International Academy of
Architecture, discussts values in
architecture in an address to the
Japan Institute of Architects. 80

Polemic. Pierre Vago admits that
the -creative anarchy of Japanese
architecture frightens him. 81

Product Update. .Eight pages of
international cladding products for
architects are prefaced by an
introduction to the work of EPIC
(European  Panel Information
Centre). 91

Cover photograph: Spiral
Building, Tokyo, designed by
Fumihiko Maki who is the subject
of the major profile in this issue.
Photo: Toshiharu Kitajima.
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Natural
Phenomenon.

Extraordinary colors. Not artificially
created. Not contrived.

The twenty-seven beautifijl colors
of Cold Spring Granite Company
enhance any setting. Indoors or out.

Richreds, dusty pinks, classic blacks,
impressive whites. Rrmanently bril-
liant, these colors never fade or discolor.
And seven distinct finishes produce
a palette of 182 different shades.
Together, these fine granites offer com-
plete design flexibility.

Each Cold Spring Granite color is
ASTM tested, proving its strength and
durability. Its timelessness.

With vast resources, Cold Spring
Granite can easily match colors to his-
toric buildings. Or match to buildings
fifty years from now.

Nothing looks as elegant
as granite, nor lasts as long.
Naturally.

irn
202 Stxith Third Avenue, Cold Spring, MN 56320 1-800-551-7502 Fax:612-259-M52

Highway H31 iux! Phillips Ranch Roatl, Granite Socials, TX 78654 1-800-247-2637 Fax: 512-598-6589
For details, refer to Sweets catalog f04400/COL.



VCRINTCRNATIONAL S.t.l.
30055 Renatc (Mi) Nafy
Teiefono 0362-962260
Tele* 322192 VCRINT |
Telefax 0362-924455

High profile.

Strii Oualiro M in ottonc

Show-room:

Milano' Via Sant/Andrea. 8
Teiefono 02-795574

Firenze + Via Felice Fontana. 53
Teiefono 055-351217

AUSTRIA - SVIZ2ERA

Valli & Colombo Ceselltchaft m.b.H.
Tel (0662)661746/7

Telex 632580 \V>CO A

Telefax (0662)662024

GERMANY

Valli it Colombo GmbH 6 Co. KC.
Tel (07063) 7035

Telefax (07063)6623

Vico Magistretti

BENELUX - FRANCE - SCANDIN/f/IA
Vain & Colombo N.V.

Tel (03)4573517

Telefax (03)4570826

Le maniglie Fusital
sono disegnate,
oltre che da

Vico Magistretti,
anche da:

Gae Aulenti

Mario Bellini

Cini Boeri

Achille Castiglioni
Antonio Citterio
Gianfranco Frattini
Gregotti Associati
Sottsass Associati
Marco Zanuso.

Le maniglie Fusital:
design d'autore.

Fusital

DESIGN D'AUTORE

GREAT BRITAIN

Valli & Colombo Ltd.
Tel 10827)63352
Telefax (0827) 53626

IRELAND

Valli & Colombo Ltd.
Tel (01)536255
Telefax (011537973

US.A.

Valli & Colombo (U.SA.) IrK
Tel (818) 359-2569

Toll Free 18001 423-7161
Telefax (618) 3580743
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Individual eontideigtiont and
whflions to the givan reguiremanH Oon a
must for tuccMsful realisation.

Retfiremenls erf the sealani;

nort-sfip compound - easiett possUe

mgintononce and core, crocb-resistonl
and deep penetiuling, long-We elasticity,
temperature stability, withstands
pedeStroms ortd vehicles, breothes,
resistanl to: UVioys, bielegical, physkol
and chemkol influences: waterproof.

The choice of those deciding fel on
Kemperol.

A seoiortt which, with its high guoltty
properties as an all-purpose niatoriol and
rton-slip compouftd, con be considered os
oite widi the substrate.

A seofartt without sealing orsd

Hdtel de viHe de Reykjavik,
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Un bdtiment extraordinaire
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One ile spodak

Des considerations et des sohtions
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compose aniiderapont - le phs hole
qui sort sotislbit oux exigers” en rrxtodre
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fissures et capable de penelrer en
profondeur, d'une dlosficite dixoble. stable
a h lempdrature. endurantoux piUons el
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agreement.

buidirvg worlc b no hazard when the
imtovation, experience ond reputation of
the pwtaers involved ore taken into
considefolion.

Architeeb: Studio Gronds, Reykiovik
Chief engineer Rikhordur Krisljonion
(doctor of Engineering]

Sole entrepreneur. ISTAK, Reykjovir
Execution: Bjamton, Reykiovik

TechtHcol opplicolion supervisor KEMPER
SYSIEM/Si%sson

Sole ogerwy Iceland: Sigurdsson,
Reykjowk
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des paiienaires in”iquis.

Arcfiitectes: SmUos Grands, Reykjayik.
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ARCHITECT:

STRUCTURAL ENGINEER:
SPECIAL CONSULTANT:
RESIDENT ENGINEER:
GENERAL CONTRACTOR:
CONTRACTOR:
TECHNICAL APPLICATION
CONTROL:

REPRESENTATIVE ICELAND:

MANUFACTURER:
PRODUCT:

Partner fiir professionelles
Abdichten, Veredein, Gestalten
hochsensibler Bauwerkteile.

STUDIO GRANDA. REYKJAVIK
AIMENNA VERKFRAEDISTEFAN

DR. ING. RIKHARDUR KRISTJANSON
ING. BALDURJAHANNESSON
ISTAK, REYKJAVIK

THETTING, REYKJAVIK

KEMPER SYSTEM/SIGURDSSON
SIGURDSSON, REYKJAVIK

KEMPER SYSTEM, 3502 VELIMAR/GERMANY
KEMPEROLV210

CITYHAIi REYKIAVIK

ICELAND
REYKJAVIK



Building Overhead to Preserve What Lies Below

Shimizu's technology makes it possible
The Step Over Tower

Metropolitan areas are faced with a predicament: They need to
redevelop, but they don’t want to lose the good, old parts of town that make up
their heritage. In response to this problem, Shimizu Corporation is proposing the Step Over Tower.

By constructing buildings on four legs, like a large table, existing buildings, railroads, rivers, and freeways can be
straddled without damaging the surrounding area. The Step Over 'Power can be built up to
80(I-meters high, the same height as a 160-story building, and can straddle buildings standing as much as
200-melers high. Further, the Step Over Tower can be constructed in 200-meter phases, with additional levels

being added as needed without interrupting activities on the existing levels. 'Phis is just

one more of Shimizu’s technologies for contributing to society.

SHIMIZU CORPORATION <2>

Heed Office Seamans South t-2-3, Shibeura. Mmalo-ku.
Tokyo t05-07 Telaphans:<03)544M111



Fischer Atrium Roofs

fFISCHinm/UMmfs.

Achievements in RoofGlazing Technology
fromstandardrooflights toglazed FABR |CAT| ON
structures.
Design, Fabrication, Erection. ERECTION
— Structuralsteelwork
_ cleaning qantries FISCHER CLASS CONSTRUGIONLTD.
99 ) HerefordHouse, HerefordGardens
— air/smoke vents Leisure center Pinner, Middlesex HASSJR
: "AquatoH" Heckarsulm (Germany) Tet08h8662992
— solar shading
HELMUTFISCHER GMBH

/f29Talbeim, Germany
Tef. 7133/990-0, fax 7133/990100
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Location

Client

Architect

Product

HAAS HAUS
WIEN
SIE-WIEN
HANSHOLLEIN

PANORAMI® SYSTEM
CURVED STRUCTURAL
GLAZING CURTAIN
WALLING
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Focchi S.p.A. Focchi UK Ltd

Curtain walls p.o. box 646
Circonvallazione Ovest, 9 Padbury

47037 Rimini (Italy) Buckingham

Tel. 0541.740055 MK18 2AF

Telefax 0541.742167 Telephone 0280.823344

Telex 55068 FOCCHI | Telefax 0280.823301



Elegant,

contemporary

lines of
relocatable
partitions and

integrated

CHANGING SPACES

CLESTRA,-r

HAUSERMAN FFET

SEOUL « TOKYO *+ SINGAPORE * HONG KONG

HEAD OFFICE: 56 RUE JEAN GIRAUDOUX - PO BOX 46 1 67034 STRASBOURG - FRANCE

TEI: 68 27 68 00 - TELEX 870 620 * TELEFAX: B8 27 66 01

ceilings
making
versatility
the byword
of modern

working spaces.
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\nd erects space structures, ofall

Tpes and sizes. Wherever they
required.

Because ORONA is perfectly qualified
for finding and developing the ideal
solution for any of your projects.
Without limiting your imagination.
That's why ORONA's at the top.

And that is also why it has been chosen
to cover the Barcelona 92 Sports
Palace.

If you have space you want to conquer,

consult ORONA about it.

H E COMNNOUIIEST1

ORONA.

o Lifts
+ Escalators
» Space Structures

ORONA S.Coop. Ltda.
P.O0.Box 1312

20080 San Sebastian (SPAIN)
Phone. 34-43-551400

Fax; 34-43-550047
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THEZ2IStCENTUR

s we move into the 21®" cento

and our cities become crowde

to overflowing, new solutions
are necessary to find room for thes
people to live rewarding and
comfortable lives.

Millennium Tower, designed !
Sir Norman Foster with Obayashi
engineers, is one workable solutlor
A 600 meter tall building topped b*
a 200 meter high tower. A workpla<
for 17.000 people with a resident
population of 2,000. Amenities will
include Sky Centers every 30 storif
movie theaters, concert halls.
shopping centers, restaurants, and
athletic clubs.

More than merely a building,
Millennium Tower is an intelligent
city of 600,000m2 — plenty of roon
for the urbanites of the 217* centur

OBAYASHI

OBAYASHI CORPORATION

Head Office ™ Tokyo
3, 2-Chome, Kanda Tsukasa-cho,
Chiyoda-ku, Tokyo 101 Japan
Tel: 03-3292-1111
c/o Obayashi Europe B.V. ¢ London Office
2nd Floor, 25/28 Old Burlington Street,

London WIX 1LB

The United Kingdom



The most impressive structures rely on a strong frame. EUROPROFIL's
very newest technology allows heavy rolled sections to replace traditional
welded columns, giving huge benefits m appearance and cost/weight
economy.

Through the revolutionary Quenching and Self-Tempering (QST)
process HISTAR beams, especially, combine enormous strength and
elegance, for dramatic space savings and longer spans.

In Japan, the exceptional standard of EUROPROFIL steel beams has
been recognised with the coveted JIS mark. Awarded on a rigorous triple
assessment of product, production process and technology, ARBED -
Differdange is only the second granted to a non-Japanese company and the
first to a European mill.

EUROPROFIL offers a uniquely wide range of standard and customised
H-Sections, including HISTAR-Beams, to yield remarkable freedom and
flexibility to the architect's design creativity.

As shown in countless worldwide examples, if it can be conceived,
EUROPROFIL can help realise it.

STRONG IN DESIGN ALL OVER THE WORLD

EUROPROFIL

EUROPROFIL TradeARBED Nippon Ltd

3-7 rue Schiller 5th Floor, Taiyo Building.,

L-2930 Luxembourg No 7*7 Nihonbashi Tomizawa-Cho

Tel: 49 763-1 Chuo-Ku, Tokyo, 103 Japan

Telefax: 48 00 17 Tel; 36 65 07 07 Telex: J 32 273 Tanippon

Telefax: 36 65 07 10

EUROPROM.

Arbcd products ore availabte through Europrofil, th« new
joint sales and marketing organisation formed by ARBED
and USINOR SAOLOR



NIPPON CONVENTION CENTER/
architect; MAKI and Associates

Head Office SHIN NIKKEI CO,LTD. Japan
Tel.3-3820-2217 Fax.3-3820-2440

Associated NIPPON LIGHT METAL(H.K.)LTD. Hongkong.

companies Tel. 852-541-5563 Fax.852-541-6340

SHINKEIKIN AIUMINUMIPTEJLTD. Singapore.

Tel, 65-2680366 Fax,65-261532
YHS INTERNATIONAL LTD. Thailand
Tel, 662-318-1383 Fax. 662-318-0969

SHIN NIKKEI CO,LTD.

Curlainwall Supplier ifi B i S

Creation 1s Infinite

SHIN NIKKFI supplied the first
curtain wall in Japan and have
continued to respond creatively

to the demands of architects.

We are acknowledged as a flexible
creative group, different from our
competitors in terms of philosophy.
technology and precision.

We believe creation is infinite.



4 WAYS THAT HALLMO
HAS TOPPED THE COMPETITION.

1. QUALITY

With its unique specifications for
appearance and performance,
the project requires tot™ quality
for the curtain wali, which must
offer maximum thermal perfor-
mance, acoustic performance
and weather resistance (to both
air and water).

HALLMO has succeeded in all
its design objectives and all
tests have been passed without
any difficulty whatsoever.

2. PRECISION

No tolerances are allowed for
this project; indeed, the greatest
precision is required in the exe-

cution of all its elements. The
clarity and detail of HALLMO's
design have been decisive fac-
tors in solving the problems
involved in the project.

ON-TIME
DELIVERIES

HALLMO and the other compa-
nies involved in this project have

made on-time deliveries a pri-
mary goal, thus achieving pro-
per coordination of all the intri-
cately-connected elements
involved.

The facade system, which was
specially designed by HALLMO,
has allowed the work to pro-
ceed in strict accordance with
the original timetable.

Structural glazing ¢ Curtain walls * Modular cladding * Architeclural metal works in brass, cop-
per, bronze, stainless, steel to suit individuat requirements, Aluminium windows and doors.

ASSEMBLY
SYSTEM

The modular design of the
elements in the project, and
the assembly system for the
facade (onto special iron
supports) have allowed all
elements on the inside of the
building to be assembled

without an external crane
system, which would have
caused undesirable problems
for the building yard and
would have interfered with the
other jobs in progress.

In this 4 ways, HALLMO
has won the top spot in
its field.

6000 sg.mt. of Structural
Glazing and Facade Cladding
installed to varying curves and
inclined from the vertical axis.
The challenge to find the
technical and production
solution was mef autonomously
by the design team at HALLMO,
making it one of the most
prestigious projects undertaken.

"Noah's Ark' 1 Office Devetopment,
Hammersmith, London ¢ Project:
Arch. Ralph Erskine. Rock
Townsend, Lennart Bergstrom -
Property: Pronator AB. Ake Larson
Byggare AB 1 Project Managem&it:
Ake Larson Ltd, London

Hallmo srl - 33082 Azzano Decimo (PN) - Italy - Via Fiumicino, 11 - Tel. (0434) 640444 - Fax (0434) 640188



Aluminium
CURNIN WUIS AND WINDOWS



The best dressed
buildings in the world
are wearing

ALUCOBOND

Made in Germany - used worldwide

Biltmore Commerce Centre, Phoenix, Arizona/USA

ALUCOBOND composite aluminium
cladding is a high tech product born of
ALUSINGEN's years of research,
experience and dedication to quality.
The buildings shown here are just a few
in a long list of buildings worldwide that
have been faced with ALUCOBOND -
just one of the vast range of materials
and colours available from:

ALUSINGEN GmbH
ALUSINGEN-Platz 1
D-7700 Singen/Hohentwiel
Federal Republic of Germany
W Tel.: (49)7731-80-0
0 Fax: (49) 7731-80-2845 T

Uc
4 9
Facing the future - now.

New Tech Park Factory Building/Singapore

S.T.A. Office Building. Adelaide/Australia

ALUSINGEN

A member of the A»L Alusuisse-Lonza Group






structural glazing is our business

Fear not, we shall not lay a finger on your landmarks of the past

but we are - with all due respect - at work on your future masterpieces.
You see - as most of our compatriots - we are prisoners of our national
reputation. We were born with a taste for precision and security, we have
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EDITORIAL

CAPTIVATED BY JAPAN

It was the father of modem architecture Bruno Taut who discovered that the
essence of Japanese culture was 'not a stereotyped formalism under academic
control but the creative imagination and aesthetic concept', When he wrote that
in his 1936 book Houses and Peoples of Japan, he was aware of much of the rest of
the world's ignorance of Japanese culture and the conditioning social and
aesthetic factors that made it so difficult for the western mind to comprehend.

But like a few of the other architects who had been captivated by the depths
and complexities of Japan's cultural history - Wright, Raymond et al - he was also
intrigued by its technological and artistic vitality. Taut observ ed all of this at a time
when the architect's own status was rather low in Japan.

More recent commentators have acknowledged the change in status of the
architect but unfortunately few get beyond external appearances in their
elucidation of modem Japan's many-fa<;eted cultural manifestations and idioms.
The nuances are subtle; the inside information far more complicated than the
street-wise gossip of the west.

What a joy it is therefore to be able to feature at length in this special Japan
issue of World Architecture the distinguished architect Fumihiko Maki who has so
clearly articulated his own views and concerns about recent architecture. Maki is
first of all a Japanese architect, much of whose work is to be found in the Tokyo
region. He trained under Walter Gropius and developed an admiration for and a
friendship with leading European practitioners.

From them he gained a keen critical awareness of current architectural attitudes
and values as well as knowledge of the currency of the formal values in today's
new architecture. In all of this he has never lost the significance of the historical
and cultural values of Japan's architecture, nor the compulsion to innovate in a
craftsmanlike way.

It could perhaps be argued that a designer in modem Japan might feel
threatened by the density and magnitude of cities such as Tokyo and Osaka.
Paradoxically, Maki seems to revel in the challenge of it all. His designs seem
to marrv' the notion of the modem metropolis with its characteristic large-scale
developments with technological convenience and miniaturisation in a
remarkable synthesis.

This is nowhere better expressed than in the great womb-like interiors of the
gymnasia and the Messeland. Furthermore there is also in his work a rather
deeper dimension which is - in an inscrutable way he appears to want to deny -
concerned with anthropomorphic, even biomorphic, means of expression. Itis
such properties as these that ensure his firm's work is never out of the public eye.

- Dennis Sharp
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FUMI

HIKO

MAKING AN URBAN ARCHITECTURE

Fumihiko Maki occupies a unique place
in recentjapanese architecture having
completed some ofthe largest public
projects in the Tokyo area. His work
shows a deep appreciation ofthe
problems ofmodern urbonJopon.
Professor Botond Bognar opens the
latest in our profile series on
Academicians ofthe International
Academy ofArchitecture with a

discussion ofMaki's theory and practice.

‘inJapanese... architecture, public character
is expressed through the use and design of
territory - in the sensitivity to borders, both
marked and unmarked: in the multiple layering
ofspoce by means of... screens: and in spatial
arrangements structured not by the idea ofa
center but by the idea ofdepth (c”u).' -
Fumihiko Maki

After more than three decades ofteaching and
practice, Fumihiko Maki is at the peak of his
career: today he is more active and creative
than ever. His achievements are amply proven
by the growing number of outstanding
projects: museums, commercial, educational
and sports facilities that are among the finest
examples of contemporary architecture both
in japan and abroad. His office now is also busy
with several commissions in foreign countries,
including the Yerba Buena Visual Arts Center In
San Francisco.

Educated in both Tokyo and the USA, Maki
has been able to fuse Japanese and Western
cultural influencesin his designs in a most
successful way, while never yielding to trivial or
formalistic historicism. Moreover, being both a
distinguished academic and an internationally
acclaimed, active designer, he has from the very
beginning tied his practice to extensive research
as much as the actual results of his completed
projects have directly informed his theoretical
investigations.

In pursuit of Innovative and high quality
architecture, ti“eory and practice in Makis
work have always formed an inseparable unity.
His increasingly sophisticated works can be
characterised by a rationality of design,
modular dimensioning, the extensive yet
selectis”™ use of industrialised materials.
components and structures, and also by a
growing sensibility to details, craftsmanship
and, most importantiy, to the experiential
qualities ofplace.

As his architecture has progressed since the
early sixties through several stages with a
steady broadening of scope and an enriching of
the quality ofdesign, there are quite obviously
numerous and interrelated aspects that have
shaped his (M'ojects, and by which his work can
beintroduced, discus”, and criticaliy
analysed. Nevertheless, among the many, none
seems to be as important and consistent as his
longstanding commitment to create and
promote meaningful public architecture in the
increasingly complex and contradictory
conditions of contemporary Japanese society.

In this respectit is revealing to note, first of
all, that while Maki has designed some excellent
pieces of residential architecture, such as his
own house in Tokyo (1978). the vast majority
of hisworks, and indeed the ones that made his
name well known both at home and abroad,
are public structures and complexes. Even his
buildings of more private nature display unique
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qualities diat lend them a certain public
character, This quality derives most of all, from
Maki's understanding ofthe relationship
between architecture and the city.

Maki's architecture is unfailingly and

unmistakeably urban regardless of the location.

This is demonstrated, for example, by his
lwasaki Museum (1979) in the natural open
landscape of Ibusuki, and by the YKK Guest
House In Kurobe (1982). This, in its rural and
pastoral setting, still appears as an 'urban* villa
rather than a farmhouse, while being able to
harmonise with the natural environmentin an
appealing way.

Maki was born and has always lived, when
not abroad, in Tokyo, The special urban milieu
of the capital has had, and still has. a profound
impact on his work. Itwas this special influence
together with his keen interest in the issues of
urbanism that launched and has directed the
trajectory of Maki's career from the beginning.

As Hiroshi Watanabe has remarked, Maki was
already *an urbanite before he ever became an
urbanist'.

In 1960 Maki was invited to join the so-called
Metabolism Group whose primary aim was to
systemise design and apply new industrial
technology in both architecture and urbanism.
Leaders of the group - Kikutake, Kurokawa,
plus the inspirational father of the movement,
Kenzo Tange, and one ofhis associates Arata
Isozaki - all envisioned the advent of the new
technopolises; their numerous futuristic and in
many respects utopian urban schemes were
conceived of prefabricated and mass-produced
elements, units and even capsules supported by
various megastructures. These were utilised to
ensure functional and spatial flexibility, change
and growth, plus operational efficiency in the
congested city.

Technological obsessions
Although Maki's interest in new modes of urban

design brought him in close association with the
Metabolists, he never really shared their
technological obsession with mechanical
changeability as the basis of the future city. He
and his collaborator architect Masato Otaka
were the moderates in the group; theirjoint
proposal for the redevelopment of Shinjuku, a
district in Tokyo (1964), and Maki's theoretical
urban project with Golgi structures (1965),
while clearly critical departures from the
prevailing urban design principles of the
Modern Movement, were less preoccupied
with rigid (mega) structuralist interpretations of
the city, and were more sophisticated than the
previous urban projects of their fellow
Metabolist architects.

Maki. even in his early Metabolist
architecture, was more inclined to approach
the issue of urban flexibility from a more
restrained and realistic, down to earth position,
that is to say, from the reality ofthe existing
urban conditions - a manifest refusal ofthe
Modernist practice of master-planning. He also
tried to incorporate in his actual designsthe
diverse viewpoints of the citizens, though his
works have never resulted in simply populist or
pop designs: they have always maintained a
discrete elegance and an aura of dignity.

Eventually Maki embarked on a road that led
to a new mode of design more responsive to
the carefully interpreted urban context than to
mere technobgkal considerations. The
numerous projects designed for the 1970



E:clehor and interior vku'S ofthe Nathmal Museum of
Modem An, Kyoto. 1986.

Osaka Expo by the Metabolist Group, and
others, under the leadership of Tange, highlight
the growing disparity between the lines of Maki
and his fellow members in the original group.
Xs opposed to the majority who designed
gigantic space frames, like Tange and Kikutake,
and various pavilions of capsule architecture
like Kurokawa, for example, Maki took a
different approach: in the nearby new town of
Senri, he completed the City Hall and
Community Center(1970), which was
articulated on a more intimate human scale
with a double level public plaza, multi-story
atrium with bridges and walkways, cafes and
shops.

Influenced by both the work ofthe
European Team Ten, especially that of Aldo van
Eyck, and guided by his own theoretical
investigations. Maki's unfolding new
architecture began to lay the foundations of a
contemporary Japanese contextual design, of
which he became a leading figure in the 1970s.

Based on his studies of vernacular
architecture and settlements in both the West
and East, including japan, his first major
publication /nvest/gotions in Collective Form
delved into the part-and-whole reiatronship as
the fundamental issue of new “collcaive" or
public architecture and urban forms.

A more flexible group form

In contrast to the Modernist ‘compositional
form' and Metabolist/structuralist “megaform",
Maki outlined and promoted a more flexible
and sensitive “group fomri“, an organisation
which maintains a reciprocal relationship
between parts and the whole. For Maki, such
reciprocity (or mutual interdependence) also
implied that, in responding to the qualities of
the given built environment, works of
architecture acquire some basic attributes of
urban formations.

Having articulated the elements in a
distinctive way Maki devised various
intermediary spaces, often as extensions of the
spatial units themselves, that were to form a
flexibly connecting system to organise the
elements into an ambiguous whole,

There are several projects by Maki in the
1970s that exemplify this m<xle of design, They
include the Senri Chuo Building in Osaka
(1970), the Kato Gakuen Elementary School in
Numazu (1972). the Osaka Prefectural Sports
Center in Takaishi (1972). and the Tsukuba
University Center Building (1974), But the

most successful was his most renowned early
work, the Hillside Terrace Apartment Complex
inTokyo(1969,1973, 1976).

The articulation of an architectural complex
as a metaphorical small city or “city in
miniature’ in Maki's work was to continue and
foster the urban realm, and the public
dimension within "individual" projects as well. In
this respect Maki's architecture, although part
ofthe multi-directional and pluralistic New
Wave ofthe seventies, differed considerably
from the intentions of most other designers. In
the wake of deteriorating urban conditions in
japan - congestion, pollution, the erosion of
privacy, arid most importantly, the onslaught of
uncontrolled consumerist urbanism - many
architects such as Tadao Ando, Hiroshi Hara,
Takefumi Aida. Kazuo Shinohara, Kazunari
Sakamoto and Isuko Hasegawa took an
explicitly negative stance toward the city.

Often centred around tiny courtyards, their

inward-oriented and defensive architecture
was shaped as “hermetic microcosms” in order
to protect the owners or users from the
disturbing outside world. Neither they nor
Maki were entirely successful in providing a
meaningful solution to the prevailing social and
urban predicament. Therefore, the beginning
ofthe 1980s signalled the emergence of new
directions in Japanese architecture.

Ambiguous spatial definition

Maki's designs, from early on, have revealed a
certain affinity with the ambiguous spatial
definition that characterises traditional
Japanese architecture. A more conscious
reliance on this affinity combined with elements
of Isozaki and even Carlo Scarpa's mannerism
to introduce a new stage in Maki's work. He has
gradually enriched his architecture by
extending his concerns beyond the
physical/formal aspects of the built
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Makii 'integmtion wilhimt s~thesis'on the Fujisawa
Metropolitan Gymnasium (lopf contrasts with the
Moiiemist approach ofKenzo Tange to the Tokyo Olympic
Stadium of 1964 (bek/w).

environment to also include the cultural, social
and technological landscape or milieu. More
precisely; in addition to the spatial relationships
entailed by an architectural setting, the images
and symbols of “primary landscapes’ retained in
the collective memory of the Japanese have
come to play a significant role in Maki's designs.
This is best shown in the YKK Guest House in
Kurobe (1982), the Fujisawa Municipal
Gymnasium (1984), and the Kyoto National
Museum of Modem Art (1986). The
orthogonal grid on the facades ofthe Museum
is used positively in reference to Kyoto's original
urban structure, rather than as a negative
device as with other Japanese architects such as
Isozaki or Fujii to defamiliarise and eliminate
meaning.

Rather than reusing a formal tradition, Maki
has begun to respond more noticeably to the
layered, collage-likequality ofthe
heterogeneous Japanese city by articulating his
designs with sequentially layered spaces that,
similar to traditional architecture and gardens,
involve the intricate arrangement of surfaces,
various screens and other thin elements. In this,
his designs conjure up a phenomenological
depth (oku).

In lieu of a rational and easily perceptible
order, and a dominant centre, it has always
been a sense of depth which, in addition to a
kaleidoscopic quality, characterised the
Japanese city. Accordingly, building envelopes in
Maki's works have become gradually 'detached’
from the tectonic body and, acquiring a certain
sign quality, freely manipulated, as evidenced
best by the Spiral Building (1985) and Tepia
Science Pavilion (1989) both in Tokyo, as well
as the National Museum of Modern Art in
Kyoto (1986).

Uniquely choreographed buildings
Unfolding within the depth of his uniquely
choreographed buildings is a symbolic space, or
rather a system of spaces that, endowed with a
manifest elegance and dignity, engender a
sensible urban or public character. These
spaces, often reached through a relatively long
entrance sequence as one penetrates the
building, such as the gallery and ramp in the
Spiral, or the multi-story hall with the main
stairway in the Museum, differ however from
the recently popular and commercialised atria
found in many urban buildings. Maki's designs
foster as well as celebrate gathering.

Maki's work can be characterised as an
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architecture of in-between; first, because of its
purpose to mediate between various, often
opposing or contradictory entities and
phenomena: inside and outside, individual and
society, part and whole, monumental and
organic, past and future, machine age and
information age, and so on; second, because in
so doing, his architecture also establishes a
feasible link between Modernism and
Fbst-Modernism by both benefitting from, yet
also transcending them both.

His high degree of moral stance, socially
responsible design, respect for materials and
the tectonic, reliance on applied geometry, and
a certain rationality in approach, forexample,
are remnants, or conversely conscious
extensions of Modernism. Yet, while Maki has
remained faithful to several aspects, especially
the abstract vocabulary of Modernism, he has
deviated from many of its ideals: in terms of
urban design, the utilisation of cultural, even
traditional components of design, a heightened
sensibility to details and craftsmanship and,
together with these, frx>st importantly, in
respect to the principles of composition.

From the very beginning of his career. Maki
has questioned standard notions of integrated
whole or the "synthesis” of form. As he has
matured as an architect. Maki's works have
attained an increasingly fragmentary quality.
Imbued with a feding of ’lightness’, his
architecture has today reached such a high level
of sophistication as to justly warrant the term

—_ -

by Serge Salat: “A Fbetique of Fragmentation’,
In the Fujisawa Municipal Gymnasium
(1990), for example, Maki seems to have made
every effort to undermine the continuity and
unity of form. Therefore, this project, when
compared to another masterpiece of 20 years
earlier, Tange's Tokyo Olympic Stadium of
1964, exempliftes well the fundamental
difference between the previous Modernist and
Maki's recent approach ofan “integration
without synthesis”. While taking the tradition
of high-tectonic culture as their common point
of departure, the two designs articulate
architectural form in diametrically opposite
ways. Unlike Tange's project, the Fujisawa Gym
employs numerous formal elements which, as
independent episodes, contradict and suppress
the emergence of a coherent, harmonious
whole. Every new vantage point reveals a new

silhouette and an unexpected “face* or image
of the complex,

Collaged urban texture

By way ofthe fragmentary composition and
the resulting perceptually "unstable’ overall
form, however, Maki has been able to both
recollect better the discontinuous and collaged
texture of the Japanese city, and also broaden
the range of the building's references and
human associations. Activated by a sculptural
energy and the tightly stretched metallic skin of
stainless steel over the structures, Maki's design
attains an almost hallucinatory brilliance.

On the other hand, Maki's architecture is not
entirely devoid of some risks and potential
problems. His best designs have splendidly
proven the values of perceptual “lightness". But
when the qualities of ceremonial, ambiguity
detailing and craftsmanship are relied on to
heighten the totality of human experience
without the proper restraint, they can be less
convincing. For example, an abundance of
details and over-sophistication may tend
toward excessive mannerism.

Moreover, lightness and the ceremonial can
occasionally border on superfluous theatricality
and even superficiality. Certain aspects ofthe
Kyoto Museum, the Tepia Science Pavilion and
even the Spiral Building reflect such tendencies
to adegree. But one has to acknowledge that
excess is also inherent, and with a high degree
of intensity, in the special qualities of the
Japanese city - the city from which Maki
receives much of his inspiration, yet to which he
wants to respond critically at the same time. O



THE MAKING OF A

In an exclusive /nterview recorded in

London, Fumihiko Moki talks to WA's
Executive Editor Dennis Sharp at>out his
early interest in modern orcMtecture as

well as his latest projects.
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Aknv mi lop: an exciting European scfieme bif Maki, his conipetilion entiy for the Zehrugge ferry terminal, 1989.

The tiny top-lit annexe to the KIBA's Lecture
Hall might not seem the most auspicious place
to be conducting a lengthy interview with one
ofJapan's most eminent modern architects.
For Maki, space, light and form are very special
issues. However, in the hall next door he had -
afew days earlier - held an attentive,
conference audience in thrall as he described
and showed in slides a lifetime's work. The
privacy afforded by the little room on the side
allowed a deeper investigation into the
influences and ideas that have motivated this
successful and gracious practitioner, We began
our interview on an historic note:

Sharp: What has intrigued me for
some time is that line of thinking that
takes you back in attitude to Modernism.

Maki: My firstexperience of Modernism was
when | saw some white houses by a Japanese

apprentice of Frank Lloyd Wright in Tokyo in
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BHow: Sketchesfrom Maki's recent puNicaliofi
Fragmentary Figures(TiiHyo 1989). Bottom: plan of
Zebrugge scheme.

the 1930s. They were quite stnking objects.
That impression really stayed throughout my
career, although it does not necessarily mean
that it is still a lasting impression which
influences my work. Nonetheless | was
fortunate to be exposed to these early
Modernist buildings designed by the man who
was apprenticed for the Imperial Hotel, He was
even asked to do more work in Taliesin too
after he had finished. But the irony is that after
he came back he didn't show too much
influence of Wright. Instead, he picked up
international Modernism.

Did Bruno Taut have any obvious
influence in japan after his stay there
in the 1930s?

No, but | think his writing about Katsura, for
instance, was of interest to the Japanese and
also he helped the crafts movement in Japan.

You were aware of Taut”™ influence as a
young man?

As a young man, | was aware of him but my
real introduction to early Modernism was when
| was able to visit a number of the buildings,
from Team Ten shown in the special issue of AO
on the 'Heroic Age’ edited by A and P
Smithson. Giancarlo de Carlo is a good friend

of mine. | knew Bakema, Van Eyck. You see.
whenever | visited Europe - which was quite
often - Van Eyck took me to Mrs Schroder's
house with him. We met Mrs Schroder. | was
introduced to the Maison de Verre by Chareau
and | also saw the work of Brinkman. These
were my first exposures to traditional
Modernism. | knew of Corbusier, for instance,
through Jos6 Luis Sert who was my mentor

at Harvard.

What was it about that simple, flat,
plain, white, cubic modern architecture
that caught your imagination?

When | saw it as achild | was also very much
interested in aeroplanes and automobiles just
like any kid, any ten-year-old boy. Those sort
of images | acquired in childhood probably got
into my memory, into my subconscious. Also
my parents took me to see the boats and the
steamers which arrived at Yokohama port, not
far from Tokyo. Visiting those big ports also
gave me a strong impression of space and
forms and even railings and canopies. | still
remember them very well, very vividly, These
experiences all sort of merged into one -

also when the Zeppelin airship visited Tokyo.

Did you view all this as a strange foreign
cultural phenomenon?

No, initially it was very exotic and exciting. Just
going up and down the decks on a big ship isa
very exciting spatial experience. Early modern
buildings in Japan have very similar qualities:
they have decks and railings and white masts
and so on, so really my image ofthe ports and
also architecture (to a childs mind) were much
the same.

What about traditional Japanese
architecture? Did you see that in

context too?
As achild | couldn't make any kind ofa
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connection with that. But in Japanese space,
the use of glass blocks, as such, gives an infinite
sense of light behind it. So you are aware of
another space - although you don't see it - and
when you have a Japanese Shoji screen, which is
atranslucent one, the light comes injust like
that. So you are always aware of something
different which you don't see too much.

This ambivalent threshold is one of the
characteristics common to both Japanese
architecture and also some ofthe modern
buildings which experimented with new
materials.

How did you deal ideologically with the
Modernist dilemma in the 1970s?

| must say, in the west and particularly m
Europe, you always have an ideological
problem with Modernism. However, when it
came to japan, it was not so much to do with
changing urban societies or lifestyles. It came as
kind of a symbol of a new way. Naturally our
predecessors, such as that architect of the early
house | saw, were quite different from my
generation. They introduced Modernism
(toJapan) and also builttheir own houses: they
acquired automobiles and also had dance
parties. Some of the pictures which show them
with their wives in those houses are very much
like those in the heroic period: the images are
completely the same. So for those people.
Modernism meant not just architectural style
but a way of life. But my Modernism - although
| had certain emotional experiences early on -
became a little bit more objective, astime

went by.

Where has this analysis ofan objective
point of view of Modernism led you to?
Perhaps towards a greater feeling for
detail and ornament and things like
that?

No. But there is one thing | could say. We also



went through a time of Fbst-Modernism when
a number of Modernist principles were being
severely attacked. For instance, the biggest
failure, which | must admit, was that

Modernism could not make the kind of city we
envisaged, or a city that people liked. | don’t
subscribe to Rost-Modernism but the criticism,
the commentaries they made at that time about
Modernism are worth considering. For

instance, the boxes - houses or buildings - did
not have any particular symbolic relation to the
sky. All important buildings always had a kind of
asilhouette, particularly public buildings.

| still use Modernism for my vocabulary and
certain grammars, but the syntax | make is not
necessarily to be bound by the moral values or
initial vision that Modernists had. Instead, since
we are still living in an age of industrial products
- ranging from glass and metal to all other
synthetic materials - would like to use those
materials in a more sincere way to create a
greater feeling of enrichment in my handling
of details and small things.

What | am very much interested in is how
we can make something similar to old buildings
- that impression we get from old buildings,
through the use of materials. The question of
tactile quality can only be understood when
you visit the buildings, a picture may not be able
to convey those things too. Tactility is very
important. By refusing ornament we have given
up something very important in architecture,
that isthe hierarchy of scale for space. The
juxtaposition or combination of certain
materials available in the modern age and the
careful details which we can reveal as objects
could replace the function of ornament, | am
very much interested in this.

The third thing | like is well built architecture
since we have an obligation to make a building
last. We are looking at quite a bit of money so
itis a kind of a social responsibility and | would
say our detailing is to ensure this quality of
longevity. Right now in japan we are one of the
very fortunate few countries where we have
botii technology arxi also craftsmanship, not
only for plastering or for stonemasonry but
also for metal work. A friend of mine took me
to several places in England where you have
very interesting craftsmanship. It recalls the
early industrial age and it is the same in japan.
We have both. To me, architecture is always
the expression of a particular time - what kind
of materials are used, how they are used and so
on. Inten years' time in japan, we may not have

rraiii/ttww/ Japanesf tea kettle: Maki's ensuring
fascination with culture and craftsmanship.

craftsmanship any more. | have no confidence.
But while craftsmanship is available, | use it in
my building as a testimony of the particular age
we live in.

And you see this craftsmanship
operating in a highly sophisticated
technological way that can be used for
those huge buildings you have designed?
Yes.

| would like to shift the discussion a little
bit toward the question of scale because
one of the things that is very obvious
about your recent buildings is that they
are very large buildings, particularly the
gymnasia. One of the impressions we
get of Japanese cities is that they are
very dense urban centres. How are you
able to achieve single storey large-scale
structures in such dense urban
situations?

I will give you two examples. One is for the
Makuhari Messe. That ison reclaimed land.

It was reclamation done by the public seaor,
and the public sector is able to allocate some
of the important facilities.

And the financial return means you can
still put a single storey building on that
land?

Yes, reclaimed land is cheaper than land in
existing central areas. Also, like London
Docklands, some ofthose areas were once
occupied by shipyards and warehouses. They
are now being taken back. My second example,
Tokyo Metropolitan Gymnasium, has a very
large site in a dense city centre. It is noton
reclaimed land. In the early 1950s right after
the war, Tokyo land was not so costly.
Therefore, the public could acquire large
properties, even creating parks and laying out

super highways. Tokyo metropolitan
government built similar facilities in the late 40s
and 50s, but since Japan was poor at that time
the building was not in good shape. They
needed bigger, better facilities. So we tore them
down, removing the existing areas.

How do you deal with this problem of
scale?

| think that sometimes when I'm dealing with a
large building | am always careful not to make
the building too neutral. Often large spaces
have built-in requirements to make them very
flexible and large and therefore anonymous
and neutral. But to me you never have ‘neutral
cathedrals, as such. Then it doesn't become a
cathedral, just a box with a certain depth,
height and width that would not give you a
sense of appropriateness of place. A certain
awe must be there for a large space since itisa
public place to enjoy or celebrate. The large
space has a responsibility to give people a sense
of the festive. Celebration does not come out
of avast warehouse. Instead it must be
constructed using architectonic principles or
truths. Functionally, you could just make it like a
warehouse and get no complaints by a client.

It might be cheaper. But our public
responsibility is to make it a place of
celebration. So it requires a special intention by
the architect.

It has been suggested that some ofyour
work, particularly this large-scale work,
has a sort of anthropological or
biomorphic quality. People can read
things into it because of the shapes of
the forms. How would you answer such
a point?

| think, again, that people get a certain amount
of fun by reading something into buildings.
When we designed the Fujisawa gymnasium
people called it a beetle or a frog or a spaceship
but we didn’t design it to make the building like
beetles or frogs. It's just the outcome of certain
rational construction.

So it™ not some Post-Modern attempt
to create something biomorphic. You
have obviously observed the response
from the public that your buildings do
have these qualities. Do you think that
makes your architecture less serious, or
does it reinforce your good feelings?

A good feeling. Children came to see Fujisawa
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on the bus: asthey began to see something in
front they hadn’t seen before, they just
cheered, you know. And also sonne SF movie

company immediately went to Fujisawa to use it

as a background for the encounter of some
aliens! So the people reacted to it - in the same
way as | looked at the Graff Zeppelin which
landed in Tokyo way back in the early 1930s.

| was so excited by that airship; it was the same
sort of reaction those children might have had.

Could you tell me a little about the way
you adopt modern materials to create
those kind of effects oftransparency
that you spoke to me about earlier? You
seem to combine a number of materials
together in creating your details and
your details are very mechanistic, very
precise. Do you set out to achieve a
technological quality of excellence or
does itarise simply from die nature of
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the material you’re dealing with?

Both. Yes, both. In many cases | like this
mechanical feeling; the precision gives me a
certain satisfaction of it being well built, but the
buildings | design have a kind of warmth once
you get inside. | have a very sharp sort of
construction but the atmosphere you get from
the buildings Is very warm, sensed through the
tactile quality of the materials. | also try not to
negate the human scale. | like to provide a
hierarchy of scale in terms ofthe dimensions.
Therefore you can feel sometiiing awesome
but also friendly, you are not overwhelmed

by it.

So your architecture - to use acliche -
isa kind of ‘holistic’ experience where
the manipulation of the larger parts
actually provides the technical detail?
Yes. but in this sense | don't go into atoo
esoteric son of dissertation on architeaure;

instead, a sort of holistic experience. This is
always the guiding principle.

Finally, there is one thing that did puzzle
and worry me a bit when | looked at the
exhibition of your work and your slides.
You show your buildings quite often in
the traditional modern way with no
people in your photos. Why is that?
Surely those sports buildings are full of
liveliness and intensity and colour?

| have slides which are full of people, However,
since | wanted to show the construction ofthe
buildings, | didn't use them, | admit that | should
have shown them more, of course. 0]

Abciv:TEP!A science pavilion, 1989. vieic front soith
fa<;ade with repecfing pool and stair in foreground.



TECHNOLOGY

AND CRAFTSMANSHIP

In th/s essay, Fumihiko Maki presents ospects ofthree ofhis buildings to illustrate
the co-existence ofhigh technology and traditional craftsmanship inJapanese
construction - and the integration oftechnical and craft principles in his own
architecture.

The three buildings discussed bv Maki to demonstrate the
fusion of technohgv and craftsmanship in Japanese

construction: Fujisawa Metropolitan Gumnasium (top):
TEPIA painlion (centre): and Nippon C?ii<ention Centre uJ

"Makiihari Messe” (bottom).

The Mei)i Restoration of 1864 marks the drastic
modernisation of Japanese architecture and its
construction industry. Today after almost

130 years, japan enjoys highly developed
building engineering and enduring
craftsmanship which is seen in the execution,
assembling and finishing of buildings on the site.
Since architecture is the very mirror of the
socio-cultural and technological aspects of a
society in which it is built. | have been
consciously pursuing my design along this line
of thought. | present three buildings hereto
illustrate the point about technology and
craftsmanship and their application in design.

Roof structure of the Fujisawa
Municipal Gymnasium

Fujisawa is located very close to the seashore,
about 30 kms from Tokyo. The landscape of
this area is, in fact, quite bleak. The particular
site chosen for the new sports complex lacked
any distinguishing characteristics of its own,
thus the new building would assume a strong
presence in the city. Since the programme
required the enclosure of a very large space,
the roofto be conceived would be crucial to
the final character ofthe building.

The roof structure of the main arena is
supported by a pair of parallel keel arches in
the form of a latticed truss of a triangular
section which spans 265 ft from north to south
and rises to a height of 75 ft at the centre.

Even though the structural concept Is clear
and simple, the structural calculations for
dimensions and the details of connections are
very complicated due to the curvature ofthe
roof, japan has established s”ict criteria for
seismic design including building codes and
regulations: however, these criteria are based
on statistics of many case studies concentrating
on rectangular structural framed buildings.
Since a curvilinear structural frame as in the
case of Fujisawa Gymnasium cannot conform
to these established criteria, new studies were
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conducted to find a particular mode of seismic
action suitable for this structure.

Stainless steel was chosen as the primary
roofing material for several reasons. Its major
advantage is its great resistance to degenerative
effects of salt air; and furthermore, its qualities
of considerable luminosity, its capacity to be
shaped and bent into fairly complex segments,
and certain inherent qualities of scale suggested
by its extreme thinness and fragility

Each ofthese characteristics were regarded
as advantageous to the formal and technical
ordering of the roof. Their cumulative effect
was to provide a point ofdeparture of
considerable rigour, a set of limitations
demanding precise calculation and considerable
investigation of relevant construction
pwocedures.

Fujisawa Gymnasium, a building that is not
composed of repetitive elements, cannot be
considered innovative in the manner in which it
was constructed. However, it does
demonstrate the coming together of traditional
procedures of construction with the
development of new and highly sophisticated
building materials.

The building was constructed with the active
participation of an attendant work force; a
supervisory team responsible for both the
conception and execution of detail was present
at the site at all times. The character of Fujisawa
Gymnasium is determined by the piecing
together of carefully crafted, individual
components in a complex assembly not unlike
its Japanese predecessors,

Fujisawa Metropolitan Gymnasium: carefully crafted,
complex assembly of nxfstnicture



S”cfiok main art'iifl

Site plan Ibehw left) and view ofsub arena in landscape
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South-west vku> of TEPIA pavilm from the street.

Metal details and finishes ofthe TEPIA
technology pavilion

TEPIA, a pavilion for science and
high-technology (completed in May 1989), is
located in Meiji Memorial Park, not far from the
centre of Tokyo. The building appears to be a
free-standing pavilion with open space around,
by taking advantage of the zoning regulations
ofthe Park District which delimits the volume
and height of the building above ground,

Itis a place to exhibit the most advanced
products of high-technology and electronics,
for example robots, computers and computer
arts, The building and its exhibits are intended
to provide an exchange of knowledge among
professionals and to inform the general public.

The design principles and aesthetics of
TEPIA from exterior extending into interior
are intended to reflect the character and spirit
of our time as well as communicating the
requirements of the programme. A
composition of primary elements of planes and
lines were put to force, and where the planes
and lines meet one another, is the creation ofa
'point’, the third primary element in the
composition.

A distinctive skyline of TEPIA is created
through the combination of vertical walls and
horizontal overhangs and at the point at which
they intersect, a tight gap is revealed to
heighten the tension of collision and separation.
In the interior stairway, perforated panels of
aluminium are suspended in the air by cables,
leaving lines of light between the panels. The
means to express the energy embodied in the
‘points' both compositionally and materially
has been investigated and exercised from thie
largest scale of the building to the smallest of
details.

Such compositions of planes, lines and points
are best achieved with the use of metals and
glass; these are primary materials of modern
architecture that have acquired a certain
historical character. However, new means of

mobilising these materials, for example, in the
5 mm exterior aluminium panels, structural
glass, and solar-air panels of aluminium
extrusions on the roof - utilising the latest
Japanese building technology - express our
own age.

In an effort to avoid monolithic repetitious
uses of the same materials, finishes and details,
TEPIA attempts to introduce a variety of these
to create a subtle yet sumptuous ambiance.
Rubber tiles, perforated aluminium panels,
fabrics and paints, fire hydrants, lighting
equipment, indicators ofthe elevators and
benches are among the many items that have
been developed to achieve the overall
sensitivity of TEPIA.

Similar principles have been applied in the
cotour co-ordination: white, grey, silver and
black and their rich combinations comprise the
spectrum. The principle is intentionally
interrupted in some locations in order to
amplify the effect - for instance, red in the
carpet ofthe lounge, green in the courtyard,
and brown painted walls.

This fT>eticulous investigation and application
of finishes and details has been emptoyed
throughout all the rooms, ramp-ways,
corridors, stairways, and even the mechanical
spaces. It collectively speaks ofthe co-existence
oftechnological advancement and lineage of
craftsmanship in the modern Japanese building
industry.

The high standard oftechnology and
craftsmanship maintained by japan’s system of
building and construction has made this design
and its details possible. Inall likelihood, an
equivalent level of technology and
craftsmanship may not endure indefinitely.
Thus, TEPIA is in a sense a testimony to
modern Japanese society.
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Makuhari Messe: Nippon Convention
Center's design and construction

In an ambitious effort, Makuhari Messe Nippon
Convention Center - a complex of buildings
totalling 131,043 sq m - was designed in one
year and constructed in two. Itisbuilton a
totally flat parcel of reclaimed land facing
Tokyo Bay in Chiba Prefecture and is in a
strategic location halfway between Tokyo
International Airport and central Tokyo,

Itis also to become a focus for the newly
emerging business/residential centre Makuhari
New Town on the outskirts of Tokyo.

Nippon Convention Center is the first of its
kind in Japan. Itis a comprehensive convention
complex with exhibition hall, events hall, and
international conference centre housed in
independent buildings. These have been paired
with three symbolic mushroom-shaped
canopies in red. all fragmented into geometric
and architectonic forms. They have been
juxtaposed in the foreground ofthe giant arch

Aerial and cKvmll views of the Makuhari Messe: ambitious iiafural landscape.

of the exhibition hall.

Metaphorically, the exhibition hall abstracts
the image of a natural landscape of hills and
mountains. The silhouette formed by the
juxtaposition of natural and geometric
elements gives birth to a new image of a city in
this particular place. The three buildings form
an informal plaza at the central part ofthe site
and provide for steps, ramps and escalators to
the entrance of the exhibition and event halls.
The international conference centre provides
the eastern edge of the plaza with an arcade
containing a restaurant.

Largest of the three buildings, the exhibition
hall comprises eight identical bays of 120 m
X 60 m which have been covered under one
sweeping roofwith a giant arch hovering at
540 m. The arched roofrises to a height of
31 matits apex from 15 m at its lowest. The
large expanse of roof surface has been
sheathed in 0.5 mm thick folded stainless steel
sheets, for as in Fujisawa Gymnasium, Makuhari
Messe is in proximity to the sea on the shores
of Tokyo Bay, Thus stainless steel proved to be
appropriate in resisting the degenerative effects
of salt air.

Rolls of stainless steel were craned up to the
roofand extruded through a forming machine
into their corrugated forms in 60 m lengths.
This construction method devised to finish the
immense roof surface proved to be most
efficient and time effective. This particular
building type is quite massive with nondescript
spaces. However, in the Makuhari Messe,
strategic openings have been employed along
the edges of the ceiling in order to offera
nx>od of lightness.

To minimise and control natural light, the
walls ofthe exhibition halls were required to be
solid, finished in white panels of glass w<x)I
board. The wall is formed by a Vierendeel
truss, thus creating a double wall with an
insulating air space. The exterior is finished in
glass, but through the glass, appears the white

4.5



Right: axonometric showing
general layout of the
exhibitiaj halls at Nippon
Conivntion Center.

Below: interior view of
main exhibition hall.
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panels of glass woo! board which reflects the
colour from the sky to project an aura of
lightness.

In the foreground is the event hall with a
capacity of 9,000 seats. Not only will it
accommodate sporting events, itisequipped
with electronic and theatrical devices capable of
serving a wide range ofevents and activities.
The curvilinear roof of the distended form of
the hall isfinished in 0.4 mm stainless steel
sheets that are electrically welded in a similar

way to the roofing system ofthe Fujisawa
Municipal Gymnasium.

At the north-east corner ofthe site is the
international conference centre with its
independent entrance and porte-cochere.
Within are the banquet hall for 2,000 people,
an international conference room, a variety of
meeting rooms, a restaurant, and the offices
for the entire Nippon Convention Center,
in contrast with the exhibition hall and event
hall, the conference centre is a composition of
fragmented rectilinear forms; however, to
harmonise with the other buildings, the
exterior has been cladded in anodised
aluminium panels 2.5 mm in thickness with a
uniform size of 1.2 sq m throughout.

In realising the project, the two-year
construction schedule posed a great challenge,
In order to conserve time by minimising on-site
labour, an industrial process of systemising and
prefabricating materials was extensively used.
However, all of the methods used to assemble
the industrial products were designed
specifically for this project. The 'space beam’
structure for the exhibition and event halls was
pre-assembled in a factory in order to minimise
on-site joints. All floors ofthe buildings were
composed of pre-cast concrete.

Not everything was industrially produced.
The combination of industrial products with
site intensive/hand crafted products gives this
rather large building a distinct quality of its

own. D



Building. Top left: pifu’ ofthe street fai;ade.
Top right: the buildingin itssetting. Aboiv: pi?a’ ofthe
interior atrium ftvm the cafe.

Spiral Building
Tokyo 1985

S/Jiiv World War Tivo. Wacoal Corj*oratim hasgrown
into cwk’ of Japan's largest manufacturers ofa’Okifli's

/» part to impnnv its corjwrate image, the
company has recently expanded Us pmgramme to
include fashion, art and music. This building was
conceU'ed as an arts centre for various corjwrate-
spotisored cultural activities and to be in itselfa u'orfc
ofart.

The first floor, including the entrance lobby, is
designed for the display of temporary exhibitions.
The main space for these inslallaficms is the semi-
Lylindrical multi-storied atrium, lit by natural light,
in the very back of the building. A caf® is located in
the middle of this space and directly bekno a mezza-
nine /t'’zv/ we call a 'watchtower".

A gently sloping ramp along the curving wall of
the atrium leads to a shop ofdesigners‘crafts. A visi-
tor may also reach the second floorfromwhat call
the esplanade, if wi the building lobby he
turns right and continues up a stainoay in the direc-
tum of the street. The esplanade continues upward
through a high-ceilinged space to the third-floor
foyer ofa theatre.

The theatre, which seats 300, is used for various
performances and activities. Video studios are
located im the fourth Pivr, a restaurant withagarden
ii» the fifth floor. Each of these spaces for art and
design-related activities has its own character.

The conical fonn, which is a particularly striking
feature of the elevation, funcfionsas a special exhibi-
tion room for a costume museum. The eighth and
ninth floors of the centre accommodate the oumer's
private entertainment spaces. - Fumihiko Maki.
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interioTofthe main
arena. Right: vieu'from the
airshoil's the Metropolitan
Gymnasium” dramatic
profile in the cityscape.
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Metropolitan
Gymnasium
Tokyo 1984-1990

The Tokyo Metropolitan Gymnasium is a recoti-
struction of the old facility built 30years ago which
was quite inadequate and poorly constructed. The
new Gymnasium, designed under a neu' programme
of a total floor area 0f45,000 sq m was constructed
on the same site of4 ha.

The programme consists of a much larger main
area with a seating capacity of 10,000, an indoor
swi»nmi>i” pool with a 50 m pool with less sfwclalor
seating, more backup facilities and an additional
25 m training pool. Additions included in the neiv
programme are a sub-arena, primarily used as a
practice gym, training courts, meeting rooms for
sports seminars and exhibitiotts, generously appro-
priated administration spaces, and a restaurant.

The height restriction imposed on the site of a
maximum of 30 m, necessitated lowering the main
arena floor 6 m below ground level and the swim-
ming pool 2 m below. The design, coN/oriiirfi* to the
height restrictions, avoids the appearance of the
massive and voluminous spaces ofthe required inte-
riors and harmonises as a friendly neighbour to the
residential and commercial buildings in ;;wjti>f«/v-

While the voluntes of the respective in
the complex are constrained to he quite low, the roof
shapes for each building is gii'en a significant archi-
tectonic role - a continuous investigation of Fujisawa
Municipal Gymnasium 1984 and Makuhari Messe
1989. The roofofthe main arenagently curving asin
a shell, the sub-arena stepping as in a ziggurat, the
undulating rvofand hovering eaves ofthe sioimming



Significaut architectonic
mie for each eimenl of the
Metropolitan Gymnasium:
(left) wofstructure model;
(helou’) mikvr swimming
pool and site plan.

pool, the trauspareut pyramid, together uith the
sculptures ami red lighting fixtures constitute a tieiv
urban-scape. While moving through the sports park,
I'isitors will ahcays be ftu'ed with changing x"iews
from the differentju.xtaposition ofthe buildings with
different vistas out to the neighbouring park and

fiTy

The Metropolitan Gymnasium’s Main Arena
The main arena, circular in plan, is based on the
same intentions as Fujisawa Municipal Gymnasium
of creating a two-way cunvd space with a dynamic
ifuality® The rcvfshape respatds to this xxrypremise

the main arena in Tokyo Gymnasium has a
diameter of 120 m compared to 75-80 m of Fujisawa
and 2.5 times more roof area. While the intentions
are similar, the execution is quite different. In order
to enclose a space 2.5 times that of Fujisawa, a pair of
leaf-like girders comprised of three trusses rest on
four piers resoli‘ing tu’o-thirds of the ivrtical loads
and 100 percent of the seismic forces. 25 columnar
supports with pin-joints along the periphery of the
arena seating resohv the remaining one-third ofthe
vertical loads. The roofstructure, exerting compres-
SK*eforces by the pair of leaning leaf-like girders, is
stabilised by a tension ring abng the edge of the
circular roofline.

In maintaining an ideology that natural light is
important in appreciating qualities of large spaces,
natural light is admitted through windows along the
top of the arena seats in the main arena of Tokyo

Gymnasium. - Fumihiko Maki.
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YKK Research Center
Tokyo 1989

The YKK Research Center is a home base for the
research department ofan organisatmial group that
is expanding its activities in various directions. An
older YKK factory and employees' dormitory once
stood on the almost square site of about 6,330 sq m.
A courtyard garden is located in the centre of the
building at 8.1 m aboveground level and below it is a
lecture hall. This public space is the core of the
composition. On the periphery are heated an exhibi-
tion hall, entranceuyay cafe and hdging facilities
entrance.

The most unusual characteristic of the project
programme is the pmvision of a small fiKility func-
tioningas a hotelfor visitorsfromjapan andabroad.
The center is open 24 hours a day to support this
facility In addition to cafes, convenience shops face
the u>alkivays on the north and west. These provi-
sions are intended to contribute to the future
animatimt of the Ryogoku district, in which the
center is located.

Contrast and fusion of various geometric forms
create an architectural design with an overall
balance characterised by a feeling oftension.

The exterior aluminium panelling a new stand-
ardised product deiyebped by the growing YKfC
Croup Architectural Materials Department, imparts
a simple High-Tech mood. - Fumihiko Maki.
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Groundfloor plan
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Left: site plan. Above: model shenving aerial vkw of
north-uyes! comer.
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Yerba Buena Gardens
Visual Arts Center
San Francisco 1988

The San Francisco Visual Arts Center assumes an
important role in a major cultural and commercial
redevelopment complex planned for the area south of
Market Street in downtown Sfl» FraMfisca It has
been designed around the theme of “showcasing”
recent achieiements in a diverse variety ofart disci-
plines, and provides a low-key informal setting for
participatory events and activities in the arts. It will
also become a home for various cultural groups
which are active today in San Francisco.

The buildings requirements include a 100-seat
state-of-the-art, video and film screening room,
gallery or exhibition spaces, and an expansiiv,
multi-purpose forum spxe. In keeping with the
experimental nature ofthefacility the gallery spaces
emphasise a flexible and informal atmosphere over
the often institutional settings of more conventioiial

museums. One gallery accompanies the video-
screening room, providing an intimate arena for
small scale performance, video projecticm or video
installations; while the others are quite large and
rugged, capable of housing the broadest range of
unexpected events which may occur within them.

Situated at the gateumy to the redevelopment's
main public park area, the Esplanade, and directly
facing an important pedestrian approach from
Market Street and the downtown area, it became
appropriate to merge the internal life ofthe building
with the surrounding public realm. Thus, the
publicly oriented sculpture plaza on its Third and
Mission Street comer serves as both a symbolic
outdoor gallery to the city and afunctional extension
of the Visual Art Center's interior gallery sequence.
components of the
programme, gallery/exhibitioti, forum, and video/

Moreover, the primary
film, have been arranged along the public fronts of
the Esplanade and Mission Street sides of the build-
ing and they are connected by a glazed turn story
lobby visually open to the esplanade and function-
ing as a supplementary exhibition and event space.
With this, the entire building can function as one
continuous space for large eivnts where people can
move freely from one place to another.

Architecture can position itself someu’here
between abstraction and representation to become
evocative offeelings and associations whose sources
neivrtheless remain obscure oreven subliminal San
Francisco and the image of ships travelling in and
out of the bay are inseparable and ingrained in the
cortsciousness of residents and visitors alike. The
Center makes no attempt to literally replicate such
an image; yet by borrowing expressions of
horizontality lightness, mobility and silhouette,
such an architecture aims to evoke a sense ofadven-
ture and excitement. - Fumihiko Maki.

Left: vieu' of Visual Arts Centerfrom Third Street,
view ofwest elevatian from esplanade.
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FUMIHIKO MAKI:
A Biography

Maki, the masterbuiUer Top: Spiral Building axonometric.
Above: YKK Guest Hcmse
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1928 Born in Tokyo

1952 Bachelor of Architecture, University of Tokyo
1953 Master of Architecture, Cranbrook Academy
of Art

1954 Master of Architecture. Graduate School of
Design, Harvard University

1954-56 Designer. Skidmore, Owings and Merrill,
New York; and Scrt, Jackson, and Associates.
Cambridge, Massachusetts

1956-58 Assistant Professor, School of
Architecture, Washington University, St, Louis
1960-62 Associate Professor, School of
Architecture, Washington University. St. Louis
1962-65 Associate Professor, Graduate School of
Design. Harvard University

1965 Established Maki and Associates. Tokyo
1979- Professor, Department of Architecture,
University of Tokyo

Major Projects

1960 Toyota Memonai Hall, Nagoya University,
Nagoya

1963 Chiba University Memorial Auditorium,
Chiba City

1968 Kumagaya Campus. Rissho University,
Kumagaya City. Saitama Prefecture

1970 Senri New Town Center Building,
Toyonaka City. Osaka Prefecture

1971 Kanazawa Ward Consolidated Offices.
Yokohama

1972 Osaka Prefectural Sports Center,

Osaka. 1972

1972 Saint Mary's International School.

Tokyo. 1972

1974 Tsukuba University, The Sdiool of Art and
Physical Education. Tsukuba Academic New Town,
Ibaraki Prefecture

1974 Toyota Memorial Museum (with Guest
Pavilion). Nagoya

1975 Embassy ofJapan, Brasilia. Brazil

1975 The National Aquarium. Okinawa. 1975
1979 The Embassy of Austria. Tokyo

1979 Iwasaki Museum, Ibusuki City, Kagoshima
Prefecture

1979 The Royal Danish Embassy, Tokyo
1966-79 The Hillside Terrace Apartment Complex,
Tokyo

1981 Mitsubishi Bank, Hwoo Branch, Tokyo
1982 Main Library. Kelo University. Tokyo. 1982
1982 Sabah Sports Center. Sabah, East Malaysia
1982 YKK Guestfiouse, Kurobe Gty, Toyama
Prefecture

1983 Dentsu Regional Headquarters. Osaka
1984 Fujisawa Muniapal Gymnasium, ftjjisawa City,
Kanagawa Prefecture

1985 Spiral Building. Tcyo

1986 The National Museum of Modern Art, Kyoto
1988Tsuda Hall

1988 Dai-Tokyo Fire Insurance Company
Headquarters

1989 TEPIA, A Science Pavilion, Tokyo
1989 Nippon Convention Center. Makuhari Messe
1984-90 Tokyo Metropolitan Gymnasum

Recent Awards

1980 The 12th japan Art Prize from Shinchosha
1985 Japan Institute of Architects Award for design
of Fujisawa Municipal Gymnasium. 1985

1986 First Prize, Makuhari Messe Exposition Center
1987 Honorary Doctor's Degree in Art and
Architecture, Washington University

1987 Reynolds Memonai Award for Spiral

1988 Wolf Prize

1988 Chicago Architecture Award

1990 Thomas Jefferson Medal in Architecture and
First Prize, Buropark Hallbergmoos Competition,
Munich

199! First Prize, Burozentrum Hemmenchsweg
Frankfurt, Germany

Recent Exhibidons

1980 ‘Late Entries to The Chicago Tribune Tower
Competition'. The Museum of Contemporary Art.
Chicago

1983-5 'Architeaure in Place,” Toured USA

1983 '"Three Projects in Progress,* Axis. Tokyo
1984 ‘Styrian Autumn.* Graz. Austria

1984 "Japan Architecture International. Rotterdam.’
Rotterdam, Netherlands

1985 ‘Recent Projects of Fumihiko Maki.* Sony
Tower, Osaka

1985 Pans Biennale. La Grande Halle de La Villette.
Pans

1985 "New Public Architecture: Recent Projects by
Fumihiko Maki and Arala Isozaki." Organized by the
Japan Society and shown at Japan House Gallery,
New York, and other sites in the USA,

1987-90 'Recent Projects’ IFA Paris. Venezia,
Roma, Genova. Zurich. Graz, Berlin, Stuttgart.
Antwerp. Copenhagen. Freiburg

1987 “Tokyo: Form & Spirit" Walker Art Center,
Minneapolis. Museum of Modem Art. San Francisco.
IBM Gallery, New York

1989 Architecture Shaping the Future. University of
California, San Diego

1990 'Architecture in Place’ The University of
Virginia, Charlottesville, Philadelphia, New York

Recent Publications:

1986 Fumihiko Maki 2: 1979-86. Contemporary
Architects Senes. Kajima Publishing Co.

1987 Design Methodology in Technology and
Science, (Co-author) The Tokyo University Press
1987 Fumihiko A”oki. Lir>e fhetique de la
Fragmentation, by Serge Salat. Electa Moniteur.
Pans

1988 Fumihiko Maki. An Aesthetic of
Fregmentation. Rizzoli, New York (also in Italian, by
Electa)

1989 Fragmentary Figures ‘CoWeeted Architectural
Drawings' Fumihiko Maki, Kyuryudo. Tokyo



Maki designed the Palazzo del Cinema, a competition
projectfor the Venice Lido, 1990, as a 'Glass Palace' on
water It was commissioned by the archilectto-e section of
the X”nice Bienmle and included a variety ofauditoria
rangingfrom an 1,800-seat cinema on the roofto a 40-seat
cinemafor previews. Beim: sketch perspective view from
the ocean side. Bottom: view ofsite model.
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Herman Hertzberger made his name in concrele. For over 30 years he’s
worked in nothing but.

Sowhen the Haarlemmer Houttuinen Project insisted their houses were
built out of brick, Hertzberger was mortified. Years later, he still bitterly

resents the compromise.

In the next issue of World Architecture, we lake a close look at {
the most iinporiant architects alive. The career of the man they
Brutalist is examined by Dr Frank Duffy.

And there's a fascinating profile on Hertzberger by recent RIBA
Medal Winner. Aldo Van Eyck.
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1 the same issue, we move from Hertzberger to Max Berg, with an essay
»ennis Sharp. We go to Berlin with Pierre VVago and feature architects’
chairs by Jose Manser.

»rder your copy of World Architecture today. Because ahuge amount of

vledge never hurt anyone.
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Young Japanese avantgarde architects
are at the forefront of moves to create a
neio architectural language zohich
interprets the electronic sophistication
ofthe modern city. The keynotes are
lightness, finesse and compactness -
in the flightfrom the dead weight of
architectural tradition. Fay Siveet
reflects on an exhibition which
explores these themes.

TRANSFIGURATION
IN ARCHITECTURE

Installation by Toko Ito: reflecting a search for lightness
and transparency.

56

‘Thegreat mission ofarchitectswill henceforth
be to rub out the remains of history and the
prejudices arising from customs. Let us call the
whole pmcessTransfigumtion in Architecture."

This bold proclamation was made by
architectural historian Richii Miyake at the
opening of T-Zone - a recent exhibition in
London and Brussels of work by five of
Japan's leading avant garde designers.
Miyaki's radical remedy is prescribed fora

world he perceives as in urgent need of a
new architecture; 'At the end of the
twentieth century what we see around us
has undergone many changes and our
arrangement of space has profoundly
altered... We must strip architecture of any
shackles of style... The computer has now
put itself at the forefront of creation and
materials have been completely overhauled
... The characteristic values of industries of
the past, such as thickness and heaviness.



have lost their raison d'etre and are being
inaeasingly replaced by a production
striving for lightness, finesse and compact-
ness, Heavy industrial products and sturdy
cities will soon be a thing of the past . . .
Architecture as we know it can no longer be
enough.'

The avant garde quintet featured in the
T-Zotie exhibition, curated by Miyake, is
formed by Toyo Ito, Kei'ichi Irie, Sin
Takamatsu, Hiromi Fujii and Yutaka Saito.
Each has chosen his own route to the new
architecture but all agree that the fast-
moving world of super-sophisticated
electronics, changing lifestyles and the
development of revolutionary materials
demands a new form of design.

Casting off historical baggage

The desire to cast off cumbersome historical
baggage is, of course, nothing new in the
development of architecture, but the
turbo-powered injection of new thinking
from Japan appears to be laced with an
extraordinary piquancy. Richii Miyake
again: "The extent of the change in
architectural environment in the twentieth
century has no precedent in histor). In
world history it is not the first time we are
experiencing a technical revolution, but
what has never been seen before is that it is
taking on a universal dimension.’

In the half century since the end of World
War Two, japan's innovative advances in
architecture have been very influential.
What we see being built there today is
the product of a culture which has
enthusiastically grasped the necessity for
change and which, despite still reserving
considerable reverence for some aspects of
tradition, has positively encouraged its
designers to push forward, shcKk and
surprise.

Japan has a long history of being able to
absorb and assimilate influences from
outside without the shadow of threat to
essential Japanese-ness and this has been
demonstrated in its architecture just as
readily as elsewhere - for example in
fashion, the motor industry, art, ceramics,
music and so on. Art Deco, International
Style, Post-Moden\ism, Deconstructivism
have all been taken on board and have been
fused comfortably with domestic Japanese

work. However, the absorption now
appears to be transforming into an emission
of ideas,

The T-Zone architects were invited to
explain and demonstrate their philosophies
about space and design through the
medium of any or all of five basic materials
-stone, wood, glass, fabric and metals, The
youngest exhibitor was Kei'chi Irie. He is in
his early 40s and has already acquired an
international reputation. In 1991 he won the

Beknv: Kei'ichi Irie's Homage to Lascaux reinterprets Stme
age painting in the age ofthe eiectnm. Bottom: Yutaka
Saitoh Momoware structure exquisitely shapes natural
materials.

Tokyo Architects' Association Special Prize
for his Monol systems-built apartment
complex. Irie does not restrict himself to
building design - he sees the architect's
function more as a universal man and has
worked on product, furniture, lighting and
computer programme design.

Fascination with technology

His work springs from a fascination with
computer technology and the madness,
exhilaration and excitement of dense urban
life in Tokyo, a city he describes as 'like a
computer progranune that keeps on
ceaselessly adding new sub-routines;
previous schemes of architectural planning
and design lack this tolerance of noise and
errors. As with software, it's the errors, the
programming ‘'noise’, that produce the
really interesting ideas.'

Irie's T-Zone project, Homage to Lascaux,
was a high-tech metal, glass and electronics
mural designed to be an interpretation of
the Stone Age Lescaux wall paintingsin the
age of the electron.

The ancientdrawings affected Irie deeply.
He admires their directness. Indeed, by
living at the start of the new electronics age,
Irie feels an empathy with the cave dwellers
at the start of their age: "In the boundless
space of possibilities in front of us, every
element is still a swirling fragment. We
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S/iHi TakamatsuiTemplum Ohscurum aims to shrink the
‘distance between language and objects'.
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understand its possibilities only a little. We
might be prinnitive so far. But it is still
possible to achieve an elegant form of
expression, that is what the low-tech in
Lascaux have proved.'

Advanced computer and electronics
technology combined with the influences of
Tokyo - 'a city of dreams and nightmares' -
have also informed Toyo Ito's thinking. The
greatest successes of his early career in the
1970s and 1980s were in domestic archi-
tecture - the stripped, rrunimal Aluminium
House, the Silver Hut and the White-U.
These structures demonstrate the influ-
ences of Frank Lloyd VWght, Le Corbusier
and Buckminster Fuller.

Asceticism in structures

However, Ito has also pursued an
architecture of increasing lightness and
asceticism in structures such as the magical
Tower of Winds - a ventilation tower in
Yokohama hcx*ped by bands of steel,
curved glass and filled with lights and
mirrors,

His exhibit for T-Zone - Pao - is the most
ethereal yet. 'My present interest is in
temporary architecture. It attempts to
connect the consumer society with
traditional Japanese culture." Constructed
of atranslucent skin of nylon stretched over
a frame, the Pao or nomad tend, was

suspended above ground and filled with
delicate steel furniture and hangingracks. It
symbolised his quest to find new forms of
accommodation for Japan's population
which moves, like nomads, from home to
office to shop to club.

Ito's quest has been 'to cast off the weight
of matter in search of lightness and
transparency'. He explains: 'What | want
to create is something which has the
appearance of being temporary, but is
natural... not the stage but the set.' This is
indeed something he achieved to stunning
effect in the electronic image-filled Dreams
Room at the Victoria & Albert Museum'’s
Visicms of Japan exhibition in London.

Playing with perceptions is one of the
central themes of Hiromi Fujii's work. His
approach combines Western theories of
deconstruction with a uniquely Japanese
understanding of geometry and space.
Much of his built work, such as the
Ushimado Arts Festival Centre, Okayama
Prefecture, bears some resemblance to
Richard Meier's reticulated forms with
freestanding frames pulled free of the main
structures. It takes as its inspiration the grid
- the rigid pattern frequently found in
Japanese architecture in the tatami floor mat
and shoji screen patterns.

Known as a theoretician and intellectual,
Fujii explained his theories at T-Zone with a



structure called Nave of Signs. *The aim of
this project is to inscribe the multilayered
and dispersed qualities of space,’ explains
Fujii. The process of the design's evolution is
dense and complex. Fujii explores concepts
of the 'inside' and 'outside’, solids and
voids, grooves and frames.

Simple geometrical shapes

The process begins with a drawing of
simple geometrical shapes and transforms
to an apparently haphazard jumble of
whole and partial grid elements skewed at
different angles, jutting into the air or sunk
into the ground and then arranged as a sort
of corridor. The resultis at once disturbingly
formal and chaotic.

The transformation of materials is at the
heart of Yutaka Saito's work and was clearly
displayed at T-Zme with his walk-through
wooden Momoware sculpture/structure.
The piece showed Saito's love and
understanding of natural materials which
began when he worked as a tobi - a bamboo
scaffolding worker.

Saito's buildings are exquisitely shaped
and wrought often by using traditional
materials and processes in new ways. So
admired was his finely finished Tasco office
building in Tokyo, for example, that it
created a vogue for modem buildings on
small sites.

Shin Takamatsu presents a contradictory
face: he has always worked in, and
considers himself the product of Kyoto.
Japan's oldest and most architecturally
traditional imperial capital, and yet no more
stylistically radical architect is working in
Japan today.

His T-Zeme exhibit, Templum Obscurum,
a forest of red wood 'trees* lit from
underneath the glass floor by eerie red lights
is intended to demonstrate his current
preoccupation with 'shrinking the distance
between language and objects'.

The meaning ofthe Templum, as itsname
suggests, remains obscure, but the process
of its making enabled him to reach the
following conclusion - and it is one thatcan
be said to be shared by all members of the
avant garde quintet, each unafraid of
exploring radical paths: '‘My optimism lies
in the belief that newness can be discovered
through intervention in danger.' 0

Irie(aboi€) and Ito (left) seek a radical oivrhaul of
architectural values to strip away the heaviness ofhistory
and tradition.
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THE GLASS HEART

The drab architecture of Tokyo'sfinancial district is set to he transformed by
Uruguayan-born architect Rafael Viholy's competition-winning International
Forum building. With its elliptical glass hall it uses ambitious technology to tie
the entire district together. Gaynor Williams reports from Japan.

Top: perspective pieu’ of Tokyo Intematimal Torum.
Above: coticept drawings by Vinoly.
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The Marunouchi district of Tokyo is the
dty's financial heart. It breathes an air of
money and has the refined tone appropriate
to an area which butts directly onto the
Imperial Palace. But like much of Tokyo, it is
badly let down by the architecture - a
largely featureless mass of drab granite and
concrete.

Not for much longer, however. Rafael
Viholy's new $1 bn scheme to create an
Internationa! Forum for Tokyo should
transform the area, The 12 million people
who inhabit central Tokyo - and the two
million commuters who join them every
day - are finally to get an architectural
feature that will make Wall Street situp and
take notice,

This will be the Uruguayan-bom
architects first projectin Japan; and itisona
substantial scale. Tokyo's Metropolitan
Government wants to create 'one of the
most daring and imaginative structures to

be built in Japan' - a 1,500,000 sq ft
complex that will become an urban focus
for both business and culture, on a 6.7 acre
site, Viholy has responded with gusto: he
now describes his design and its
extraordinary elliptical Glass Hall as 'a
gigantic ~ft', with the Glass Hall as 'the
wrapping'.

What Tokyo has lacked since its almost
total destruction towards the end of World
War Two is grandeur; national pride
expressed through architecture. As military
defeat has turned to economic victory, the
architecture is following suit with remark-
able speed. 'The whole country is
experiencing a period of euphoria,' says
Vifioly, ‘having the resources and technical
proficiency to solve problems. Our design is
taken as a fantastic opportunity for an
exercise in engineering.

"The Glass Hall is very grand, and thats
representative of the ambition of the
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Aboiv: concourse plan. Beknv: siteplan.

programme. The requirements reflected
this ambition, expressed in a way that
seemed to me very Japanese - proud, but at
the same time humble."

This holds true when you examine
ViAolys complex and demanding brief. The
Forum is meant to be all things to all men: a
venue for international conferences.
conventions and trade shows, with
exhibition halls, places for symposia and
public meetings, and a theatrical and
orchestral centre serving both large and
small-scale events. It will also become a
Metropolitan Information Centre, provid-
ing information about the city to both local
people and tourists.

Above ail, flexibility is the key. As Vinoly
sees it, he is creating a structure that has no
precedent: 'In terms of building typology, it
is a mixture of things. It is not a convention
centre, or a performing arts centre, or a
major landmark. It is all these things
combined.’

Personal impulse towards arts

Rafael ViAoly is in nxany ways the ideal
candidate to produce such a building.
Argentinian-trained, his past work includes
master planning projects such as the
Chacara Tangara complex in Sao Paulo. Yet
his personal impulses are towards the arts.
He was studying to become a concert
pianist when he decided to become an
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architect instead. This project started life as
an open competition - the first of its typein
japan, run by the Union Internationale des
Architectes. There were 395 entries.

The Forum is made up of seven different
structures, with the Glass Hall - which will
be reception and main exhibition centre - as
its main signature and heart. The 190 fthigh
Hall, two intersecting steel and glass ellipses
that together will enclose a vast space will
be covered by the largest glass roof in
Tokyo.

The Tory's Metropolitan Government,
which is funding the entire project, plans to
light it like a beacon at night. Its three-

dimensional trusses will be hung with thick
clear glass walls, and it will connect to four
nearby theatres via a dramatic series
of ramps and bridges. Completion is
scheduled for April 1995.

Is the architect taking a chance, using so
much glass in a city with one of the worlds
most rigorous building requirements for
resisting earthquakes? Vinoly believes not.

Large glass buildings do not often
feature, he says, 'more for psychological
reasons than for engineering reasons. Glass
is not a traditional building material in
Japan.' Vinoly adds: 'The solution was to
minimise the number and size of horizontal
members, and hang the long curved glass
wall from the roof, counterbalancing it on
the other side with the symmetrical curved
structure that houses the conference
centre.'

Dense and noisy situation

This makes wind pressure the main force on
the glass rather than vertical load. Andin a
sublime meeting of form and function,
the spiral pedestrian ramp that winds
through the structure also works as a beam
supporting the glass wall.

A curved bar building (with adminis-
tration offices, restaurants and caf”) will
nestle along one of the hajl's sides,
protecting it from noise and vibration.

The reason for acoustic concern is not



Theatre fei'el platif

simply because of Tokyo's dense and noisy
urban structure. The site, a particularly
demanding one, is both the limiting and the
ground-breaking factor in this project. It
would have been rectangular, but for the arc
aeated by rail tracks slicing through it. With
two mainline stations (Tokyo and
Yurakucho) and four subway lines, the
Forum is completely surrounded - and
Viholy has come out with his hands up.

He has transformed this limitation into a
positive strength, which will really make
the Forum public and accessible - a focus
and hub of local life. A landscaped plaza
(almost unknown in central Tokyo) will
encourage people to use the Forum as a
concourse between stations. Street activities
are planned, and an open, related
atmosphere will definitely provide a
contrast with the somewhat sterile high-rise
area.

But will the project's immense scale
defeat its humanisingaim - especially when
the surrounding buildings already do so
much to de-personaiise Marunouchi? 'To
some critics our design looks simplistic,"
says Viholy. ‘It looks like the only way to
respond to the programme requirements.
But it has been incredibly effective in
dealing with the large scale of the project.
Our design doesn't preclude the possibility
of detailing the building very elegantly, but
its success doesn't hinge on details." 0

Bird's eye mode\ I'irtt’
indicating the pnVrcfiiip
nature ofthecunvd bar
building which also
reflects the shape of the
difficultsite.
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What makes a Japanese client
committed to traditional Japanese
culture forge an alliance with an
oi"rseas architectural practice?

In the latest o/World Architectures
dialogues ivith leading clients and
patrons of design, Kazuo Akao ofthe
Obunsha Group discusses his
relationship with Foster Associates.

REDEFINING

TRAD

Kazuo Akao is chairman of the Obunsha
Group, a large Tokyo-based corporation
with a core business in educational publish-
ing. He has recently proved himselfto be an
enlightened client of architecture. Surpris-
ingly, given his commitment to traditional
Japanese culture, he has chosen to forge an
enduring alliance with a British practice:
Foster Associates, working from a Japanese
office. Foster is now in the process of creat-
ing a variety of building and other designs
for Akao. The collaboration began with the
Century Tower, a 27,000 sq m twin tower
investment office development completed
in March 1991. Work also includes seaside
condominiums and a yacht. The following
interview was conducted in Japan.

As a client, what do you look for in a
building? Is its primary purpose practical
or do you see it as a public extension of a
corporate or personal image?

| certainly see a building as something
which enhances the image of a corporation.
It is the additional value of quality that i
consider the most important issue when
commissioning a building. In order to
achieve that additional value, quality must
be present in absolutely every aspect of the
building: in design, space, function and
choice of materials.

Is your attitude at all typical of Japanese
architecture clients?

| don't think so. In general, when a
company appoints a well-known architect
to design its building, it is only concerned
about the budget and never participates in
issues of design and function. In the case of
the Century Tower we had a very close
involvement with Foster Associates. There
was a weekly review meeting to deal with
issues of design and cost, things which were
discussed very frankly. As a result the
project proceeded in a spirit of mutual
understanding and trust. There were no
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misunderstandings at any stage and no
unexpected surprises at the end of project.
| have to say that | think the resulting build-
ing is magnificent.

Have you wused other architects or
designers in recent years?

Yes. Three years ago | had a second house
built for myself in Ito City. It was of Siikiya
structure (a traditional form which trans-
lates as 'tastefully-designed house") and all
of the materials used in its construction
came from an old Japanese restaurant. The
basic design was developed by the director
of the restoration of Katsura Palace. The
overall image and landscape was designed
by Dr S Komatsu, a well-known scholar
of Japanese literature. Meanwhile the
construction was by the Maki Corporation
which specialises in constructing this style
of house. What was interesting about the
project was that it unified three different
elements: the Sukiya style structure itself,
the Helatt style of landscape (a 1,000-year
old tradition) and a number of Japanese
stone sculptures by Kamakura Era.

Clearly you value traditional Japanese
culture very highly. The obvious ques-
tion, then, is why have you chosen a
western architect, rather than a Japanese
one, to design your recent buildings?

| do not believe that understanding the
essence of Japanese culture is exclusive to
local architects. Also, simply understanding
the essence of a culture is not in itself
enough; the architect must also be able to
visualise and realise it. Sir Norman Foster
and myself agree that the essence of tradi-
tional Japanese culture and architecture is
not actually reflected in many modem Japa-
nese buildings.

Why do you think that is?
In many cases, although the quality of
material and construction is high in much

Opposite page: exterior vieu' of CefUiiry Tower, designed
by Foster Associates for the Obunsha Group.

modem Japanese architecture, there is
simply a lack of design quality. The result is
that there is a failure to create comfortable
space. What Foster Associates bring is a
genuine understanding of the role of space
in traditional Japanese architecture.

Following the completion of Century
Tower, | believe Foster Associates is now
working on four other projects for you.
Canyou teil us anything about these?
The Yarai-Cho low-rise headquarters for
Obunsha are due for completion at the end
of 1993. This will be a twin-block office
building for our core business. Meanwhile
there is now a second Ito City project in
progress - the Kawana Houses. This is a
cliff-lop project comprising a main house, a
guest house and a lea house. There will be
an eighth century Korean sculpture located
in the terraced garden. The basic concept is
to form a bridge between traditional and
modem Japanese architecture.

How will this be achieved?

Essentially by basing the design concept on
traditional Japanese forms, but then
realising them in glass and steel. Tl\e aim is
to create an image of transparency, to make
the building harmonise with the natural
environment. The projectisdue for comple-
tion in the autumn of 1992.

Finally, what about the motor yacht? Was
it a natural choice to use an architect as
one of the key designers?

It was not an obvious choice. This is a
58-metre luxury cruiser and the normal
procedure is that the hull and superstruc-
ture would be designed by the same
designer - then the interior would be
designed by someone else. The problem is
that there are not many boat designers
around, with the result that all the existing
yachts of this size tend to have a similar
look. Also the interior and exterior designs
are not always very well integrated or
harmonised. Here the design of the hull and
mechanics were by G Gillgenast, and the
superstructure and interior are both by
Foster Associates. The aim is to integrate a
new structural design with the latest tech-
nology and to create enjoyable spaces. They
are the same objectives as those of the
architect. 0
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Below and opposite page: exterior vieu' and plans for the
TAK Design Store. Kyoto, japan, 1990. Right and bottom
ofthis page: exterior view and plan for uncomprotnisingly
modem Knight House, Richmond. UK 1990. While Japan
gaiv the architect aesthetic freedom, local planners in
Britain made life hell for Chipperfkid and his client.

IN CONTROL
OF THE_ MODERN

Young architectural practices who want to work in a strikingly modern idiom are
most vulnerable to the prejudices of the British planning system. David
Chipperfield (right) hasfirst-hand experience of repressive building controls in
the UK. But then he also finds the aesthetic freedom of Japan, where he has a
growing reputation, excessive. By Martin Pawley.
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It is a paradox that a country recognised all
over the world for its achievements in
high-tech architecture should harbour one
of the most repressive building control
regimes in existence. But it is a fact. In
Britain not only is the planning executive
urged to participate in the so-called
‘aesthetic control' of all new building in
order to regain a homogenous aspect in the
built environment, but legion conservation,
heritage and special interest groups headed
by the Royal Fine Art Commission and the
Prince of Wales are encouraged, even
begged, to comment on any substantial
architectural project for which permission
to build is sought.

In the City of London, interference with
even the most distant view of Saint Paul's
Cathedral can be held to be sufficient
ground for the refusal of permission.
Outside London, the dread of a possible
adverse expression of opinion from the
Prince of Wales can lead to the rejection of
projects that are desirable upon all other
grounds.

As a result of this regime, for every
acknowledged masterpiece of modem
design, like the Lloyd's building by Sir
Richard Rogers, orthe new Stansted Airport
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terminal by Sir Normal Foster, there are one
hundred such projects put forward that are
never realised because of public opposition,
conservationist propaganda, bureaucratic
interference, or simply as a consequence of
the costly delays that any or all of these can

cause.

Vulnerable to opposition

To fight this informal national network of
aesthetic censorship is particularly difficult
for a young, relatively unknown architect.
And no young architect can be more
vulnerable to this level of opposition than a
practitioner trained in the offices of the
great masters of advanced technology but,
as yet, without a reputation of his or her
own. For such an individual, refusal to
compromise over design matters can lead to
a bitter contest,

Today, seven years after setting up in
practice on his own, David Chipperfield
is one of the rising stars of British
architecture. Generally dressed in much-
admired Japanese silk suits, he isas much at
home playing the part of a visiting professor
in Naples or Harvard, as he is at his offices
in Tokyo and London. Chipperfield's work
is widely published in Spanish, Italian,
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Japanese and English magazines. He
employs a staff of seven at his North
London office, in a building complex which
he designed himself. He has another two
people working in Japan and expects to
open a third office in Siena before long - the
unexpected result of a near miss at the
£35,000 Andrea Palladio Prize that
subsequently led to a commission to design
a 400-unit housing scheme in the nearby
town of Tieni.

All told, David Chipperfield has already
designed some 60 interiors and buildings
and is well placed to undertake larger ones
in the future. But life was not always so
promising for him. "I never noticed the
boom, so why should ! notice the recession,"
is his sardonic comment on the vagaries of
the construction economy.

He graduated from the Architectural
Association in 1976 at the age of 23. He first
went to work for Douglas Stephen and
Partners, then moved to the Richard Rogers
Partnership and finally to Foster Associates
before he set up in practice on his own in
1984. During his time with Sir Richard
Rogers, he worked on the competition for
the Lloyd's building, and during his time
with Sir Norman Foster, he played a key role
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in the team on the later abandoned BBC
Radio centre project for Langham Place.
When he left Foster Associates,
Chipperfield set up in practice with a rented
desk and a drawing board in the offices of
Douglas Stephen again, only this time in
partnership with another ex-Foster architect
Kenneth Armstrong. The partnership did
not survive for long. Having established
his own reputation to a small extent
by remodelling his own London flat,
Chipperfield soon found himself personally
recommended to the Japanese fashion
designer Issey Miyake. In 1985 he designed
a shop in Sloane Street for Miyake and
subsequently others in Japan where he
worked continuously for 18 months.

Exclusive Japanese cachet

Experience in Japan in turn provided him
with an exclusive cachet in England and on
his return he secured further small
commissions: a remodelling of the Amolfini
Arts Centre in Bristol; an ingeniously
planned graphic design studio in a London
mews (which he dismisses as 'a symphony
in plasterboard’); and the much-admired
Wilson & Gough craft shop at Brompton
Cross. At the same time he began to design
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shirt shops for the French Equipment chain,
at first in France and later in Japan, London
and the USA.

In all of these works his trademark
became an attention to detail and a perfect
simplicity of line defined by costly and
well-finished materials such as stone,
timber, slate, marble, concrete, plaster and
steel.

While providing him with an ever-
changing laboratory for experiments in
proportion, materials and texture, all these
small but carefully detailed projects were
what Chipperfield now calls 'fragile
architecture’. He explains: "'The problem is
that there is no programme for shops of this
kind, they are almost too easy because they
are not really architecture. You don'thave to
keep a roof up or keep the rain out. It is
almost no more than a fashionable
interior.'

But if the Miyake and Equipment shops
were and are easy - Chipperfield continues
to design them and has recently opened the
first Equipment shop in London - what
followed these early commissions was not.
In 1987 Chipperfield was commissioned by
fashion photographer Nick Knight, who
has worked for Japanese fashion designers,
to carry out an £200,000 remodelling of his
suburban house in Richmond, Surrey.

The project took the form of a cool white
concrete premier modem structure larger
than the original house, with vast glass
walls on its garden side and a street
elevation consisting of plain wall and
window surfaces unrelieved by the kind of
leaded lights and brick-tiled roof slopes
universally used by its neighbours, lius
project almost immediately fell foul of
p>opular and bureaucratic opposition.
'l wanted space, | wanted light, | wanted
simplicity. | wanted something that wasn't
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Ear/y Modernist commercial deiviopmenl with exposed
concrete walls and extensive use ofglass bricks in Camden
Town, London, houses David Otipperfieldi awn office.

cluttered so | could think,' said Knight of the
brief that he gave to Chipperfield.

What he got was such implacable local
opposition that, had he not already
obtained planning permission with the aid
of another architect, he would almost
certainly have never been allowed it. As it
was, his neighbours organised petitions,
convinced that the new house would bring
down surrounding property values, and
closed their curtains so as not to see the
‘eyesore’ aaoss the road. At the same time
the planning committee of the Royal
Borough of Richmond, some of whose
members lived nearby, attempted to serve
an enforcement order to stop work.

Endurance of the client

In the end, apart from forcing a series of
delays so that it was not finished until 1990
even though work began in 1988, such was
the determination of Chipperfield and the
endurance of his client that the most the
plannerscould inflict upon the house wasto
insist upon the addition of a false comice
detail to maintain the eaves lines of the
house next door.

In his work in Japan, Chipperfield had
grown used to an atmosphere in which
fundamentalist opposition to modem
design was inconceivable. Indeed he says
that he thinks the Japanese are too
permissive in these matters.

'l am not sure | actually approve of their
attitude,' he says. 'In a way they allow so
much freedom to architecture that it ceases
to be important. Certainly nothing you can
do in architecture is likely to upset them.
All culture in Japan is directed towards
encouraging consumption but their
consumption has nothing to do with real
needs. They like to have foreign architects
to do strange things that tickle their jaded

palates. Personally ! accept the need for
planning controls, even aesthetic control,
and 1 see no reason to reject the past as a
source of inspiration. But then | don't think
that any of these restrictions is incompatible
with good modem design.'

Apart from the Miyake shops,
Chipperfield has built two substantial
buildings in Japan, the privately-funded
Gotoh Museum in Chiba and the TAK
design store in Kyoto which incorporates a
Toyota showroom. A third project, the
Matsumoto corporate headquarters in
Okayama, is under construction at the time
of writing. In all these larger buildings,
Chipperfield shows the same authoritative,
almost austere mastery of proportion and
lineasin his minimalist shop interiors. Plain
white walls and an adventurous planar
geometry dominated by rectangles, but not
excluding a bold curve as in the roof of the
Gotoh Museum, mark out his buildings.

In London in 1989 he achieved the same
kind of contrast with an unashamedly
early-Modemist looking£ 600,000 commer-
cial development set in a backlands site in
Camden Town. Once again he had to fight
for planning permission and only obtained
it because the project was invisible from the
street. Part of this complex, with itsexposed
concrete party walls and glass bricks, is now
his own London office.

David Chipperfield's two most important
current projects in the UK are the £1.5
million programme of alterations and
additions to the First Church of Christ
Scientist in Sloane Terrace, London, where
he will be inserting new commercial offices
into an underused ecclesiastical building;
and the proposed £3.5 million Rowing
Museum at Henley in Oxfordshire.

In Sloane Terrace he anticipates no
planning problems on the aesthetic side



because the alterations will all be invisible
from the exterior. At Henley he accepted
from the outset that only a pitched roof
structure would receive planning consent.
His design takes the form of two 65m-long
top-lit sheds side by side, raised up from the
grass of the river bank to avoid floods. The
roofs will be finished in lead and the walls
clad in black-painted timber clapboarding
set in concrete frames. Looking at drawings
of the scheme in his office, Chipperfield
reasons: Tt looks perfectly ordinary from
long range. It is only when you get closer
that you can see it is something different.
And what do the Henley planners think
of this design? 'Even though we already
have outline planning permission, they
keep asking themselves whether Prince
Charles would accept an invitation to
open the building," Chipperfield answers.
'Fortunately that's not my problem.’ O

This page: Chipperfkid's Sloatte Street shop for Japanese
fashion designer Issey Miyake, 198$: simplicity ofline
coupled with aitentiotj to detail.
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INTERNATIONAL The Intemahonal Forum
FORUM of Young Architectsisa
OF YOUNG worldwide organisation
ARCHITECTS aimed at the stimulation
PUBLICATION and promotion of

avant-garde trends,
concepts and projects in
the field of architecture.

At the tailend of this century, Tokyo has become a banquet of metropolitan
projects. Like many other world cities, it has developed into a giantfragmentary
and accidental urban texture giving a neio dimension to the traditional concept
ofa city. Here architect Toshihiko Suzuki, envirotvnental designer Hiroshi
Innami and photographer Sadamu Saito explore the hidden messages and
imagery ofthis metropolis, experimenting with an original method of research
through the medium of photography to differentiate perceptionsfrom reality
and gain an understanding of how memory works in the city.

TOKYOQO’S
URBAN SENSES
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Editor/Design
Georgi Stanishev
Photography
Sadamu Saito
Introduction
Toshihiko Suzuki
Text

Hiroshi Innami

TOKYO 1991
Introduction by Toshihiko Suzuki

Tokyo has become a banquet of metropoli-
tan projects developed by the gigantic
capital. Various projects are realised at an
incredibly fast pace, but government lead-
ership seen in the Grand Projects in Paris
doesn't exist. Capital investment by private
enterprise is developing a new infrastruc-
ture in the metropolis based on nothing
more than market principles.

The Metropolitan express is connected to
the highway which runs from Tokyo to the
suburbs, creating another street pattern
above Tokyo, while self-multiplying. Tokyo
Bay is filled and the infrastructure for the
waterfront dty is laid. The area which
used to be under the sea is filled with
skyscrapers.

In Tokyo, where land prices have
exceeded the limits of human control, the
development of deep underground has
begun. It would not be too far in the future
from now to see another city laid 60 meters
beneath Tokyo. Presently, there is no image
of a city in human scale in Tokyo. The
discrepancy between the image and the
reality is as large as the gap between the
human and the city. What will fill the gap?
Will it be visible or invisible?

The development of interface technology



which is to fill this gap hides the important
key to the revitalisation of the city. The
following prop>osal was originally devel-
oped for a competition held in Canada in
1990. It is based on adding the viewpoint of
the photographer to that of the architect
and environmental designer. The photo-
graphs captured certain elements beyond
our five senses; they not only awakened our
intimate emotion toward nature, but also
stimulated our attempts to unveil a specific
‘urban nature' that we had never experi-
enced before. The key word for our joint
contribution is 'sensitivity'.

URBAN SENSITIVITY
Text by Hiroshi Innami

Fragment I: Urban Landscapes
Everything transforms and moves. An odd
atmosphere, and diversified forms catch the
eye, touch the skin and revive the memo-
ries. People have grown accustomed to
torrents of incessant stimuli, and ignore
them as meaningless. The chaos in the city is
dramatic and spectacular.

Exciting cities always have a semblance
of ruins. There are no coherent links, signs
or symbols thatare the relics of history to fill
the space, and there emerges an environ-
ment which surpasses daily routine and
which is infinitely stimulating.

Today, there are those urban-dwellers
who are tough in mind and body. The exces-
sive stimuli and distorted order which they
create leave us incapable of subjectively
assessing the relationship between the
urban environment and ourselves. Yet, we
must explore discarded spaces and exploit
the energy left there. We must seek a stand-
point fori_ reis&oririﬂlg thiq sgjritual_ ﬂ
emohonal ties that shouldllink man with the
environment.

Landscape of Sound

Sottnds which we e.xperknce cni special occasions such as
concerts and parties often leave hs as soon as we leaiv that
particular spot. This is because the particular place and
people are totally alienated from our liivs, lacking the kind
ofreivrberation which links one scene with another. Our
daily life is fcui')/ on our thoughts, on things we do. andfed
at each moment. Lingering sounds our ears remember, our
bodyfeels and our memory retains ...all these different
sounds no longer share any coherence. Only lohen these
sounds reverberate and become fused with one another do
we discover a neu' landscape ofsounds.

Above: Landscape of Water

n . lopogmphy when accompanied by a warm and
wet climate, will bringforth motvments ofwater such as

rivers and springs. When there is a mmvment ofwater,
there should also be transformation ofwater into mist,
mmbou’s and otherforms. In our daily urban life, we are
used to water that flows from thefaucet, hut we hardly
experience otherforms ofwater. Water transforms and
adapts itselfto whatever contains it. Water is capable of

producing multitudes ofsounds and allows various plants
and organisms to live within it. Water can be ccmceived as
” is,

‘dislocation” in the urban topography

Bttow: Landscape ofLight

People enter a city bypassing through terminals such as
airports, stations and highway iaU gales. There are the
"interfaces' between the city and other areas.
Stratification of infrastructure and circulations in the city
are expressed in the form oflight. Light demarcates the
boundaries between the city and regiotts outside and
makes us aware ofthe continuity thatexists in the scenery
as well as in the topography.

71

CONC=0O



Sublimatiott of Forms

We use sight more than
any othersense. But
perceptiott thmugh the
eyes is not necessarily a
purely physiological
phenomenon. In the urban
environment, we can see
hoio things are
SHfr/ffliiviy interpreted
and incorporated thivugh
thefillers - cultural
political ecoiwmic and
religious - ofeach person.
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Left and right: Desire for Stimulation

When we at the environment, there is a difference
between that felt subjectively and that which is real. The
act ofmodifying recognition by rmrrowing or expanding
this difference is indeed a stimulating act; a mechanism
which evokes our sensations. Modem society values linear
continuity and logic; it dismisses ‘sensitivity"as
something ambiguous. Howeirr, effect - effects
ofspeed and technology - have been imprinted in ouroum
sensitivity as the ‘images ofconsciousness".

Fragment 2: Views as Sensitivity

Cities have long had autonomous elements
that form the so-called urban infrastructure:
elevated highways, monorails, tunnels, and
footbridges. The urban systemswhich have
evolved provide the drcuit where man,
objects, visions, information and energy are
distributed.

A city comes into the limelight as a
dynanric space when it involves a large
number of unspecified people - a public
that tends to be measured in terms of
quantity. There we find an explicitaim, irre-
spective of ideologies, to restore order to the
chaos and confusion. In addition, a city is
increasingly tinted with bureauaacy as it
becomes more complex and confused.

In urban life today, we observe a marked
shift from the printed mediawhich is highly
conceptual to the audio-visual mediawhich
relies more on images, and images and
symbols have gained significance in a new
way.
Because of the shift, the visual sensation
alone has risen above the others, and our
society is full of intuitive people who grasp
things in terms of images and symbols
through an empathetic viewpoint rather
than through logic or an objective and
rational stance on concepts.

Human spontaneity has matured
through liberation of the senses todiscovery
of purer insights into the self. However,
rapid changes that take place in cities have
greatly disturbed the regular rhythm of
human life and numbed the cognitive
capacity of the senses with which we are
intrinsically endowed, We have lost the
basic means of communication which are
rooted in the senses and rhythms spontane-
ously learned and acquired through contact
with nature and culture over a long period.

In urban life this loss has a tremendous
effect on us: alienated parent-children rela-
tionships; public education reduced to a
mere shell; non-humanistic approaches
predominant in the medical services;
increased numbers of psychosomatic
patients; and a lack of imagination and crea-
tive p>ower in the sciences and humanities.

We now face the need to uncover the
biorhythms and sensitivity buried in urban
life and do away with the 'urseen order’
that prevents them from manifesting and
maturing,



Fragment 3: Conflict of Sensitivity with
Reality

Urban dwellers have accumulated various
memories in an environment which allows
them to simulate highly realistic illusions.
Cities offer us dynamic memories of light,
warm breezes, speed, texture and feel of
surfaces, and nostalgia for the twilight, to
name a few.

All these memories, together with our
own consciousness, are the components of
'reality*. We retain them as they were
formed and arranged in an orderly manner.
And yet today, we are indifferent to any
attempt to unburden the load of these
memories. We no longer have any sensa-
tions. This phenomenon suggests that, in
the process of forging a 'reality*, we are
faced with a problem which requires
review. How do we retain the memory of
the dty and on what sensations do we base
our memory of reality?

The visual images we regularly see in our
daily life have been stored through noncha-
lant perceptions which are free from
judgements that are based on the senses,
and free from judgements based on logic. If
these images are the mere 'material’
perceptions without any intelligentor intro-
spective implications, then they are simply
illusions.

We tend to think that memories restore

things we have long known. Actually,
memories do not restore things to their orig-
inal state; instead, they merely reproduce
the state of our mind in fragments which we
have experienced before every time various
senses are stimulated.

Because our perceptions revive our
memories so quickly, we often fail to distin-
guish what we actually saw from what we
are reminded of by them. The subjective
difference between seeing and remember-
ing is controlled each time by our
mechanism of memory. One mechanism of
our memory stores something sensual only
for several seconds while another mecha-
nism of memory stores such itemsas habits,
customs, targets and thinking style for
several days or weeks.

Memories which are related to individual
emotional attachments are stored in our
memory for a much longer period: months
and even years.

Fragment 4: Environment of Perception
Perception connects us directly with the
urban environment. Also, the world itself
appears before us as a realm of coherence
only through an orderly perception. This
comprehensive activity of our servses has
always been what makes us human.
Oursensitivity is formulated and fostered
within the framework of history and society

Bekrw: Whim of Vision

When we see something with an express intention, we are
in the act of "seeing" images that we subjeclitvly
interpreted. They are not the actual images that are
reflected in our retina. The difference between being
"seen"and "visible" may be defined as the difference
betioeen the reality and the subjective image an
individual reconstructs through different combinations
offilters. W0 have coined a term "reactivation c*a
landscape’ to mean a process to create a landscape that
liberates the aesthetic and diversified values contained
within people and allows them tofully exhibit their
sensorial capacities.
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Dfscoivry of Dislocation.

Let us call the gap betuven the relationship which links
one component element ofan emirofunent xoith another
and their intrinsic values a "dislocaiiim’. In contemporary
terms, the ‘dislocafion’niay appear to be an innocent and
obscure space. Itis a mere vacant lot, but may be
called so in the sense that it isfull of potential use for
various purposes. At the same time, the "dislocation’ is an
vifrastructure and is differentiated from a mere vacant lot
by its close relatiortship with technology.
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and not beyond it. Our sensitivity is
constantly exposed to and obliged to cope
with the overwhelming changes that are
taking place in the urban environment.

Fragment 5: Urban Environmentas a
Responsive Space

The 'space’ necessary to hold the contem-
porary urban environment is a space
capable of sophisticated functions. It adapts
to a multitude of activities and events. Our
activities today have mobility and speed
and properties that are inseparable from
technology.

For example, a plaza in a dty is main-
tained asan essential space to accommodate
large numbers of people coming together
and socially interacting. In rural areas and
closed societies, the plaza still remains an
important public space. Yet even there, its
significance as a place of communication
has been forced to undergo transformation.
The ‘'urban environment’ required in
modem cities is a physical place which is
functional and yet flexible and responsive
to different occasions.

A responsive space should be capable of
eliciting a different typ>e of aesthetics by
refining its functions, in the way that beauty
is elicited by materialism or ready-made
objects. Then we may find a new landscaf>e
in the urban environment. O



TOSHIHIKO SUZUKI architect

Born 1958 Japan

1904 Graduate School, Kogakuin University, Architecture
1904-1990 Kisho Kurokawa Archrtect & Associates
1985-1966 Epa Mame (estaWissemeni public
d'amenagement de la vilie nouvdie de Marne la Vallee
France)

1990 establi™ Toshihiko Suzuki Architect & Associates
IFYA Region IAA Representative

HIROSHI INNAMI environment planner

Bom 1960Japan

1979-1983 Tsukuba University, Architecture and Design
1983-1986 GK Industnal Design Institute Department of
Graphics

1986-1988 IUAV (Istituto Universitano Architettura di
Venezia)

1988 S™inar of Andrea Palladio Center

1908 GK Sekkei Inc, Department of Architecture

SADAMU SAITO photographer

Bom 1948 Japan

Kuwazawa Design Institute

1977-1990 Lecturer Tsukuba University Department
of Artand Design

1990established Workshop 'S8A'

199! Lecturer YMCA Design School

Places u'ith Defined Meaning

A responsiiv space refuses to have any particular
symMism. It exists as a place for experimenting with
different symbolisms. Ifive were to persist with the word
‘symbol’, then a respmsive space loould be a symbolic
space for technology and mcntutnenlal in that sense.
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FORTE: CITY OF MUSIC

Shizuo Harada's Forte community
centre design for Hamamatsu City,
Japan, is dedicated to music. It was
awarded the Interach '91 Gra?td Prix
at the Sofia Biennale. World
Architecture looks at its internal
urban spaces.
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Forte community centre, Hamamatsu: a new kind of
architecture enclosing urban space.

The first major project in Japan by the
Tokyo-based office of Esco (Environmental
Systems Consultation and Organisation)
won the Grand Prix at the Sofia Biennale,
Interarch '91. Called Forte, this new project,
completed in 1990, provides a public urban
architectural space within the building
envelope. The space is dedicated to a
number of cultural activities, but principally
music, which is a major industry in the
city of Hamamatsu where it is situated.
Hamamatsu, which lies almost mid-way
between Tokyo and Osaka, is known all
over Japan as one of the main manu-
facturing centres for musical instruments.

Urban pocket park

Architect Shizuo Harada, who was
responsible for his firm's design for Forte, is
well acquainted with the dty. He worked
there himself for a decade or so. He claims
his concept aims to change 'the dty of
musical instruments into a dty of music'.
His building is, he says, a new kind of
architecture 'embradng urban space' in
which visitors to the development will be
free 'to walk about, to sodalise, to play
music or simply enjoy themselves' in the
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main atrium garden space. In some ways it
is 'like small urban ptKket park, or a public
garden".

Musical performances are held in the
great glazed atrium which contains the
public garden space on a raised ground
flt>or.

The centre is open to the public from
early in the morning to late at night. Raised
above the atrium floor on ten other floors is
a health club, a culture school, an art gallery
and on the garden floor itself, a few strate-
gically placed shops. On a floor below
ground lies the double height theatre
auditorium which is served directly from
the main lobby by escalators, lifts and
separate stairs.

Vital cultural focal point

The development covers a total area in the
region of 21,250 sq m of usable space, most
of which is already let. The complex is
proving a vital cultural focal point in the city
and has added greatly to the urban
environment. Its great metal and glass
eyebrow roof provides a symbol for the
musical activities. Its successful nomination
for the Interarch '91 prize was due to its
strong, coherent architectural imagery as
well as its well organised plan and
section. O

Aerial, interior and section vieios ofthe Forte community
centre.



LATIN
AMERICANS

The Colecdon Somosur series

/ B/dftt/ Alvaro Ortega, P Belaunde,
Juvenal Baracco; R Santa Maria and
S Palleroni, Carlos Mijares; E X de
Anda Alanis, Luis Barragan; C B
Diaz. Sergio Larrain; G Carbonell
Regelio Salmona amf Eladio Dieste;
R Gutierrez, M Martin and A Petriua.
Orta  Arquitectura  Argentina;
H £/ws/t, Fernando Castillo, Escala,
Columbia (for the Antericas) and
Concept Media, London 1990. £26.95
each, hardboard with pictorial cotvrs.

Review by Dennis Sharp

This enterprising new series of titles
on Central and South Amencan
architects and their buildings comes
from the Columbian publisher
Escala. The titles are distributed
outside the Americas by Concept
Media whose own publishing
programme over the past few years
has concentrated on innovative and
significant architects from develop-
ing countries. Whilst Concept
Media's own titles have been exclu-
sively in the English language, the
handsomely produced ColciT»(»i
Sdi»i(is»rseries is published in Span-
ish but with commentaries and
summaries in English.

One of Penti'ian architect fuivnal

The great value of this series,
however, is not dependant on the
elegance or quantity of language
but on the presentation of architec-
tural works by architects who are
little known outside the vast south-
ern continent. Their work reveals a
strong architectural tradition and a
significant debt to national and
regional cultures.

Architects like Luis Barragan may
need little introduction nowadays
but the work of the Uruguayan
master builder Eladio Dieste is a
revelation. His use of natural mate-
rials and bold, expressive and
harmonious brick shapes show an
immense skill. Similarly, the build-
ings of the Columbian Alvaro
Ortega and the Peruvian architect
Juvenal Baracco demand attention
both in terms of the techrucal abili-
ties displayed and their regional,
organic relevance.

Two Chileans, Castillo and
Larrain, whose Modernist work has
been more widely recognised
abroad, are the subjects of two
extensive retrospective studies in
a series that deserves the undest
possible circulation. The Argen-
tinian title examines the work of
eleven architectural practices who,
through a variety of projects in this
inflation-tomcountry, have builtup
an enviable portfolio of excellent
buildings.

drawingsfor agroup offamily hcMses.

LANDSCAPED
GARDENS

Designing the New Landscape

By Sutherland Lyall. Thames and
Hudsim, Lmdmt 1997. £29.95.

Review by Alan Blanc

This well-illu-strated volume
reminds one of the classic work
by Sir Peter Shepheard entitled
Modem Gardens which was pub-
lished by the Architectural Press in
1953. Sutherland Lyall's introduc-
tion even shares the same pictures
and there is a similar intention
to provide international coverage.
Times have changed, however, and
Lyall has to select among Neo-
Classical, Post-Modernist and other
vagaries of current taste to fill out a
picture book for both sides of the
Atlantic.

The weakest element is the philo-
sophic explarution of the diversity'
of approaches to landscape design
today. Consumerism is the real
culprit and the explanation for the
growth of vulgarians. Itisapity that
the alternatives for 'greening the
cities" and the new ecological atti-
tudes explored in Germany,
Holland and Switzerland are not
given greateremphasis.

The author's selection is based
upon the premise of one project per
designer in order to give the book a
democratic division. The arrange-
ment certainly permits a detailed
study of contrasting ideas. It also
allows the reader to develop their
dislikes in a thorough and erudite
fashion. | have to confess an anath-
ema with the Mafia-style Piazza
dTtalia and with other vulgarities
that seem to emanate from the
USA. The booby prize must surely
be awarded to the Rio Shopping
Centre, Atlanta for the plastic toads
that decorate their mall at 8 ft inter-
vals. By contrast the Japanese work
proved a pleasant surprise.

The strong pointbehind the pres-
entation of the 40 schemes are the
compact essays by the author that
highlight the main features and
leave the readers to make up their
own minds ‘for or against' the

examples presented. However, the
selection of one design per team
robs the book of balance. In the
context of Sutton Place it has to be
studied as a development of the
great water garden at Chute House.
Likewise Preben jakobsens work
needs to be seen in the context of
the earlier Hillingdon Town Hall.
This lack of depth contrasts
poorly with Sir Peter Shepheards
primer and makes one wish for a
reprint of that 1953 edition. Desigu-
ing the New Lamiscape will no doubt
be available in paperback but lets
hope the pruning shears will be
available to exclude the more
tasteless examples paraded by
Sutherland Lyall, even though the
photography is sufwrb. e

SHORTER NOTICES

m Among recent books received
is another impressive new series of
compact paperbacks from the Swiss
publisher Birkhauser, Zurich. Its
Architektur Bihliothek includes a
neiv printing of Erich Mendelsohn's
letter, Briefe eines Architekten, a
German language version of
Gordon Cullen's Townscape as well
as Fritz Schumacher's Das Bauliche
Gesfalfen and as Die Zeitschrift als
Manifest edited by Annette Cireand
Haila Ochs. This assembles a wide
selection of theoretical material
from Fnihlicht to Archigram.

m A revised version of Dennis
Sharp's encyclopaedic history of
modem architecture. Twentieth
Century Architecture: A Visual
History (Lund Humphries, £25
hardback) now has well over 1,200
illustrations and extends its cover-
age from 1900-1990, with critical,
introductory texts on each decade
of this century, and a new preface.
m A large volume recording the
many entries to the new
Acropolis Museum Competition,
Athens, has been produced by the
Greek Ministry of Culture. It
features illustrations (many in
colour) of most of the 438 submis-
sions from 26 countries (see the
winning scheme by Nicoletti and
Passerelli in WA No. 11, 1991). It is
available in English at £25 (price
includes a contribution to the
Museum fund).
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AC ANOEN

IN SEARCH
OF VALUES

World Architecture is the official magazine ofthe
International Academy ofArchitecture. In this special
Japanese issue, we publish an edited version ofan address
by Professor Georgi Stoilov, President of the Academic
Q>uncil of the IAA given to the Japan Institute of
Architects in Tokyo. Its theme is values in architecture.

Charm is the most powerful instru-
ment of architecture to make an
impact on the consciousness of
people. The charm of palaces and
temples, offices and homes raises
the prestige of owners and gives
respect to institutions.

The charm of architecture is a
treasure in itself, hundreds of times
greater than the value of the materi-
als out of which the building is
made. The real masterpiece is
priceless.

Valuesin architecture provide the
major criteria for what good archi-
tecture is. Values determine the
objectives of our profession. What
are the values in architecture and
how are they being created? Differ-
ent social groups often put a
different slant on this term. The
values we often determine by
narrow consumer, business or polit-
ical interests. But what matters to us
as professionals is not the private or
temporar)’ values but the long-
lasting and objective values of
architecture - as pieces of art, as a
greatscxnal act, and as a demonstra-
tion of the national culture of a
people.

Architecture is a complex
phenomenon with a dual character
and values of material and spiritual
origin. Material values include
investment, preservation of an
ecological balance, and the most
effective organisation of spwce.
Spiritual values include aesthetic
ideals, ethical expressions of social
morals, and an ethnological expres-
sion of cultural identity.
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The material values of architec-
ture undergo changes in the course
of time and are transformed
through the reconstruction of
buildings. But the real, great and
permanent values in architecture
are the spiritual ones.

An architectural masterpiece
possesses both material and spirit-
ual values. It is impossible to create
a masterpiece without fully satisfy-
ing functional needs. But at the
same time a building with no spiri-
tual values cannot be a masterpiece
either. Down the centuries, the
majority of buildings were made to
meet common and elementary
needs. However there are also one
or two reverse cases: architectural
projects and erected buildings
which reflect the extravagant
formahstic ideas of their authors,
but are in contradiction with the
pragmatic contents of buildings.

The uniformity in the solution of
the material and spiritual tasks of
society is the main characteristic of
greatarchitecture.

It is not difficult to determine the
material values of architecture. But
it is very difficult to find objective
criteria for spiritual values.

Spiritual values can be divided
into two categories: eternal values
valid for the whole humankind and
relative values which can pass with
time and refer to a specific culture
and period of time. Aesthetic valu«
in architecture are the most durable
and resistableones. Theyare bound
in with theidea of man as a product
of the harmony of the universe. The

ancient Greek temples, the wooden
Japanese houses, the Italian palazzo
and other masterpieces of architec-
ture do not look alike in their stylish
architectural forms. But they all
have one common quality: beauty.
They are all beautiful and harmoni-
ous. They possess the magic which
attracts and obsesses people.

One of the important problems
for aesthetic values in architecture
is the question of language and style
of architecture. These are actually
the phenomena directly related to
the approaches and methods in
architectural creativity.

The keenest conflicts arise
among critics on the question of the
aesthetic or stylish characteristics of
the architectural language. The
cultural and aesthetic values which
we have inherited from history
belong to a sp>edfic architectural
style. In the first half of the twent-
ieth century, a new system of
aesthetics was formed, the so-called
Modem Movement or Interna-
tional Style.

As a result of chan”ng social
conditions and attitudes after the
1960s, and because of a number of
its organic shortcomings, the Inter-
national Style entered a deep crisis
and provoked the creation of new
architectural styles. Thisisacharac-
teristic feature of our time. The
Modem Movement had to fight the
classical academism and eclecticism
inherited from the nineteenth
century. But in the nineteenth
century, great discoveries in build-
ing materialsand technologieswere
made which led directly to the
victory of Modernism.

The Modem Movement solved
the contradiction between the qual-
ities of the new materials - metal
and reinforced concrete - and the
old architectural aesthetics. It
solved the conflict between the
structure of the old town and the
new means of transportation and
communication, most of all the car.
It provided the answer to the ques-
tion of building to solve our
growing housing problems. And it
included the sun and the air as one
of the most important elements of
architectural composition.

The Modem Movement

answered the requirements of
the new century - a century of
industrialisation, of demoCTatic
reforms and of population growths.
Modem architecture spread all over
the planet. But italso became a ster-
eotype. lts great disadvantage is its
annonymity. It pays no reference to
climatic peculiarities, or geographic
and historical enviromnent, and
imposes an architectural stereotype
everywhere in the world. It ruined
the cultural identity of buildings
and towns, especially the tradi-
tional values of the town structure-
the street, the square, and so on -
which are the main elements of
social and cultural organisation.

An architecture which had itself
triumphed over the dogmas and the
stereotypes of academic classicism
- an architecture which came to
look for new truths, a new human-
ism and a new culture - itself
degenerated into new cliche's and
stereotypes.

The spiritual values of the
Modernist pioneers have been lost.
But can we say that all modem
architecture is dead, dogmatised
and is not able to create real values
any more? Can we say the opposite:
that since modem architecture
reflects the century of new technol-
ogies, it is the only one which has
the right to exist?

| think both of these viewpoints
are incorrect. The error comes from
the idea that there should be only
one architectural style in each
epoch to provide the basis for
aesthetic values. Many historians of
architecture try hard to impose this
concept.

But we can see how senseless is
the struggle for one correct style.

There is coming a time of real
pluralism, based on information,
freedom, democracy, knowledge
and talent. Authoritarian regimesin
architecture are not needed.

The task of theory and architec-
tural criticism is not to think of new
‘architectural styles' and wage a
war for their victory. It is to thor-
oughly research the laws of the art
of architecture and to find out the
values in each of the masters. The
rime of stylish fanaticism has come
to anend. O



TAKING FRIGHT
IN THE FAR EAST

It was 1934 that | first came into
contact with Japanese architecture,
thanks to Bruno Taut's important
article  which appeared in
L'Architeclure d'Aujourd'hui, the
magazine of which | was then the
editor.

We weren't, of course, entirely
ignorant of the country, which
seemed then so faraway. The intro-
duction to the magazine's first issue
of 1934, which was devoted to
family housing, was entitled 'The
Japanese Example'. But the few
examples of Japanese architecture
to be found therewere not ver)’ well
chosen. It's obvious that they were
thought of as 'modem' because
they imitated European models.

The most 'Japanese’ was proba-
bly the house of Antonin Raymond,
an architect bom in Czechoslovakia
who emigrated to the United States

It may haiv its arch-theorists,
master builders and articulate
champiofis, but Pierre Vago
admits that the creatiiv anarchy
offapanese architecturefrightens
the life out of him.

A limi'ing by Bruno Tautfrom his Houses
and People of Japan tLcnidofi, tSiS).

IN THE NEXT ISSUE OF

Herman Hertzberger
Major profile of Holland's master of space

Max Berg
Understanding Fbland's architectural genius

Richard MacCormac
Bridging Britain's Modernism-Classicism divide

Challenge of the Chair
Why architects can't resist building in miniature

Plus: all our regular features on technical issues, interior
design, young architects, products and polemics,

Due out Apr/j-May 1992

when he was 22. Raymond assisted
VWight on the building of the Impe-
rial Hotel in 1919-20. Then he
worked in Tokyo from 1920 to
1937, before returning to America.

A great admirer of Japanese art
and civilisation, Bruno Taut offered
a more subtle analysis of the archi-
tecture of the Empire of the Rising
Sun. He wasattracted bya 'sobriety
which is the result of an extreme
refinement'. He detected the emer-
gence of an original 'modem’
architecture, which would develop
slowly and would 'bring to other
countries the illumination of a
human culture'.

But in the short term he was fairlv
pessimistic about the possibility of
an architecture which would both
be modem and respect what was
essential in the Japanese tradition.
He was wTong in this, for very
quickly there appeared such archi-
tects as Sakakura and Mayekawa
(who both worked with Le
Corbusier), and a little later Kenzo
Tange. All became justly famous,
and there were many others.

| am on very good terms with
Kenzo Tange (to whom, in 1958, |
had the pleasure of handing over
the International Grand Prix for
Architecture). Kunio is a friend. So
is Ren Suzuki, whose very gifted
son was a pupil of mine. But justthe
same, contemporary Japanese
architecture upsets me. | just don't
understand it.

Despite having many excellent
personal reladonshipys and despite
the enthusiasm with which Japan is
spoken of by many good friends
who have spent time there, my dear
friend Charlotte Perriand in partic-
ular, Japan scares me. So much so -
| have to admit, and to my great
shame - that | have never been
there, and have three times turned
down cordial invitations to visit the
country.

So | know’ of its architecture only
by what has been published. And |
cannot suppose that the works of
Maki, Kikutake, Ando, Kurokawa
and of Isozaki are typical of what is
being built there. | can't claim to
'know the architecture of Japan'. |
only know (if you can call it that!) a
few works by a few star architects.

The qualifications | make about
my knowledge of Japan will not be
out of place when | confess a feeling
of disappointment and even of
disquiet. | do not understand this
brutal rupture in a tradition which
seemed so extremely promising. |
don't understand how people of
such finesse and sensitivity can
produce work in which | am unable
to find the virtues and distinctive
qualities of Japanese art.

The explanations, the theories |
read and 1 hear, cannot convince
me, can't even make me under-
stand the 'Metabolism' of Otaka
and his friends, nor Takevama's
'Meteorology', Ando's 'Minimal-
ism', Isozaki's 'Maniera', Yosizaka's
‘Discontinuous Urulv' or Aida's
‘Eternal in the here and now'.

Yet | believe myself to be moder-
ately Intelligent, and | certairdy
bring plenty of got*dwill. Perhaps |
just can't free myself from a west-
ern point of view. Perhaps it is justa
characteristic of Japanese architec-
ture to produce extravagant crea-
tions in complete contrast to their
urban environment. Perhaps they
are part of the chaos that is the
Japanese town, ‘strong-points' the
more vigorous and the more brutal
for the town being a dense and
inextricably tangled fabric of low
buildings, without unity, without
style and without beauty, criss-
crossed by streets and lanes.

From this anarchy there emerges
here and therea monument' which
remains an integral part of it
Shinohara's Centenarv’ Museum,
forexample. This senseiis one of the
few architects who .have preferred
to teach modernity through the
study of Japanese tradition and
who have worked with none of the
European or American masters.

For me, this Museum is a very
beautiful sculpture which uses the
most sophisticated (and costly)
of materials: a pluto-aristocratic'
architecture. But is this the result
that this elite architect has come to
as the conclusion of his long
research? ‘'Japanese traditional
architecture paved the way for my

abstract architecture,” Shinohara
writes. This is what | cannot
understand. O
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Faced with stainless steel, aluminum, glass.
and glass blocks, the TEPIA building was
designed by Fumihiko Maki to facilitate
the international exchange of information
associated with advanced information-
related technologies. It includes
exhibition hall, an auditorium, conference
rooms, a gallery, and other facilities.

KAJIMA
CORPORATION

TOKYO HEADQUARTERS

TEL: 81-3-3404-3311 FAX; SI-3-3470.1444

2-7. 1-choKM, MoioQkasako, Minato-ku, Ibkyo 107. Japon

LONDON (KAJIMA EUROPE)

TEL; 44-71-465-0007 FAX; 44-71-465-8788

Gro*« Hou»«. 2<I8A Marytebone Road, London NWI 6JZ, U K

NEW YORK (KAJIMA U.S.A)

TEL: 1s212-355.4571 FAX: 1-212-355-4576 )
Pbfk Av«Hi* Pkazo, 32nd H.. 55 Eoa 52nd S*.. Nm Ybrk, NY. 10055. li.S.A.
SINGAPORE (KAJIMA OVERSEAS ASIA)

TEL: 65-3440066 FAX: 65-3443777

80 Morin* ftirode Road. *14-01X13 ft>rkway ferad*. Sn>oopor» 1544



“Effective lighting it a design essential. Make imaginative use of light,
that most fundamental and atmospheric element of decoration.”



From large open foyers to prestige offices aitd reception

areas, QuHI fights them with style and presence.

with four different uplighting options and a choice of
\'

light sources, Quill gives you the freedom to create

Integrated lighting In harmony with your environment.

Catalogue available
Talaphoaa: 071 497 1400

Fan: 071 407 1404

Concord
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HI-TEKSILE CABLES

DESIGNED FOR
ARCHITECTS

The company designs and manu”ctures purpo$e*made tensioners and
terminations for high tensile cables and tie rods, specifically for architectural
and structural requirements, and specialises In developing
products to suit specific applications.

HI-TEC BUILDING
CONSTRUCTION

1990 installations range from the 0.9mm diameter wire screen on the new
African Aviary at London Zoo to the 26mm diameter roof trusses on the
Rotunda at the Port Arcades, Ellesmere Port, UK.

0
GUY LINKING

LIMITED

5 Court Farm, Station Road, Brantham, Manningtree CO 11 IPW
Tel: 0473 327388 Telex: 987703 Fax: 0473 328320
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QUALITY N GLASS

e Do you want to bring a cost
effective and new dimension to
your work?

e Do you want a product on which
quality is never compromised?

If the answer is Yes ... You need
more information about our curved
and toughened architectural glass
panels.

From 220mm x 325mm to
2130mm x 3650mm In materials
5mm to 19mm thick.

For more details contact:

QUALITY IN GLASS

Greenfield Industrial Estate, Tindale Crescent,
Bishop Auckland,
Co. Durham, DU 4 9BT, England.
Tel; 10388) 603667 Fax: (0388) 609744.



For « Livelv World

Our balanced
viewpoint has become
second nature.

One of the world’s largest construction companies is also
just a good neighbor.

Because Taisei Coeroratlons first priority is building lively
communities. And that means considering the natural
environment as well as human needs.

It's a balance that has helped us come up with new
technologies and original ideas. Ones that are going places.

TAISEI

Fora Ui'ely World

TAISEI CORPORATION Head Office:

25-1, Nishi-Shinjuku !-chome, Shinjuku-ku, Tokyo, Japan
Cable: TAISEI TOKYO Telex: 232-2424 TAISEI |

Phone: (03) 3348-1111 Facsimile: (03) 3345-0481, 0482



METALLBAU

Thames Exchange. Acknowledgements: Client: Kumagai Gumi. Architect: The Fitzroy Robinson Partnership. Management
Contractor: Taylor Woodrow Management Contracting Ltd.
Facade scope: windows, access doors, "look-alike" shadow boxes, flat and curved curtain walling,

structural silicone glazing, atria walls, atria roofs, plantroom cladding and louvres, showroom screens and
sliding doors.

KOLLER (UK) LTD CURTAIN WALLING, WINDOWS & CLADDING
Telephone 081 9401636

Fax 081 948 8238
96XLower Mortlake Road DESIGN. BUILD & INSTALLATION
Richmond. Surrey TW9 2JG THROUGHOUT THE WORLD



TRESPA G2

The Architectural
Difference

C2 is Ihc first of a now generation
of TRIISPA exterior architectural panels.
the result of | KliSr.-V R&n-developed technologies
which have been prolect*pmven since 1984.
r KTSPA C>2 production technologies

are patented worldwide.

Hoechst ~

Hoechst Holland N.V., P.O. Box 44, NI. - 6000 AA Weert, Netherlands, Tel.: +31 4950 - 76933, Fax: +31 4950 - 76574
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Esso building, near Lealherhead, UK
designed by JVrry Thomas Partnership:
creative use of composite metal panels on a
prestige building.

CLADDING

FACING THE FUTURE

Cladding tecfuiologx/ hi building design has advanced with
the successful introduction of composite panels. As a
prelude to Product Update, World Architecture looks at
recent developments - and the role of EPIC (European
Panel Information Centre) in advising architects.

Sheeting and cladding first came
into use at the beginning of the
twentieth century when a fast
building method was urgently
needed to meet the growing
demand for single storey facilities.

One of the main advantages of
cladding is the strength it gains
from its profiled shape. This means
that relatively thin gauge metals
can be used and, because of the
reduction in weight on the struc-
ture, smaller foundations are
needed. Steel has generally been
the material most favoured because
of its high weight-to-strength ratio
and relatively low cost.

Undergoing many changes
Since it inception, sheeting and
cladding has undergone many
changes to meet the more specific
needs of different building types.
At an early stage, for example,
galvanising of the steel, and then
the use of bitumen to give addi-
tional protection, were introduced.
During the 1950s and 1960s trape-
zoidal profiles were introduced and
pigmentation was added to give
coloured cladding paneb.
Originally, profiled metal sheets
were fixed directly onto the build-
ing's steel frame simply as a means
of providing a weathering envelope
but as the need for energy saving
grew, a variety of on-site techniques
were developed for the application
of insulation. The main weakness in
such systems b the ever presentrisk
of condensation within the assem-
bly. Today's architects and designers
are aware of the risks from conden-
sation but in the sixties thb o

something new and difficult to
predict. Vapour barriers were
subsequently introduced into the
built-up systems and they seem to
have given some improvement.

In the late sixties composite metal
panels were developed. Sometimes
known as sandwich panels, these
products comprise a layer of polyu-
rethane insularion bonded to an
inner and outer sheet of metal.
Composite metal panels took
assembly off the site and into the
factory. A number of manufacturers
invested in new production facili-
ties which resulted in higher
standards of production and the
introduction of a succession of new
product features.

The composite panel had arrived
in a major way and enjoyed
dramatic growth throughout the
1980s. Environmental concern for
the use of CFCs in the insulation
materials has not deterred the
manufacturers and CFC-free panels
are, after more research and invest-
ment, now freely available.

Market confidence in the product
is high and end use is diversifying
from the traditional market in
industrial sheds to superior build-
ings. In Britain, the new Esso
offices outside Leatherhead and
the Lakeside Shopping Centre at
Thurrock reflect this trend.

In the case of Esso (architects:

Percy Thomas Partnership), clad-
ding the overall building - both roof
and walls - in composite panels
responded to the need for energ)’
conservation- In terms of high ther-
mal efficienc\', the wall panels
achieve a significantly higher stan-
dard than that required by current
building regulations.

The building envelope of the
Lakeside Pavilion at Thurrock
Lakeside Shopping Centre is made
of composite metal panels (archi-
tects; Chapman Taylor Partners).
With elevations in blue and grey,
and an unusually steeply pitched
roof, the development was
commended in British Steels 1991
Colorcoat Awards.

Joining forces to inform

To keepthe building industry aware
of the most up-to-date develop-
ments in composite panel tech-
nology, the UK' five leading
composite metal panel manufact-
urers launched the European Panel
Information Centre (EPIC) in June
1991. EPIC providesa free technical
advisory service for specifiers,
contractors and building owners.
The Centre aims to give quick, clear
guidance at the early design stage,
and to advise on the constraints in
using composite metal panels while
offering technical data on thermal,
sound and fire performance of

pKitentitil panel types.

Between them, the five IiPIC
companies - Composite Panels Ltd,
Huune UK, Kingspan Building
Products Ltd, H H Robertson (UK)
Ltd and Ward Building Compo-
nents Ltd -supply 85 percentofthe
UK composite panel market which
currently stands at around 3 million
sq m perannum.

Another source of expertise is
Salford University which has taken
a leading role in researching the
performance of composite clad-
ding. Liaising with Professor Mike
Davies, head of civil engineering at
Salford, EPIC is holding a two-day
seminar in April 1992.

The implications of European
standardisation will also be covered
because Salford University repre-
sents the UK on the technical
committee of the European Con-
vention of Constructional Steel-
work. Following several years of
research, the team has produced its
European recommendations for
sandwich panels.

Surprisingly for a component of
such advanced design, it is over
20 years since composite panels
were first introduced. All the
evidence is that there are no inher-
ent durability problems and that
the earliest panels installed are
continuing to give gcxxl service.
However, improving standards of
manufacture and performance
design - monitored through means
such as British Standard BS5750 on
quality control —are only just begin-
ning to be reflected by specifiers'
confidence to use them in prestige

projects. O
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BUILDING
IMAGES

|

The Bon-Accord Centre,
Aberdeen, Scotland, dad m
Kemney Silver Granite
supplied by john Fyfe,
Architects, jenktns & Marr.
john Fyfe (Granite) pic,
Fyfe House, Westhill
Industrial Estate, Westhill,
Aberdeen AB32 6TQ.
Scotland. Tel: 0224744144,

Shell-jamsa petrol station
and cafe-restaurant in the
Rnmsh town of jamsa

A curved "eet steel
frontage respects the
settng in a coniferous
forest Architects
ArkJdtehtitopimsto,
Castreninkatu 6A3,
Cladding panels by
Makes Metals Oy
762830 Luorna-Aho
Finland

Tel: 3586674666

3 and 4

Office buildings in
Oberursd, Germany (3)
and SteerxJeren, Holland
(4) clad in Trespa G2,

a new-generatKKi daddmg
panel developed by
Hoechst Holland. Made of
a dur”le nvx of
wood-fibre and
thermosetting reans, the
product is available in

36 coloufs. Hoechst
Holland N.V. P.O. Box 44.
6000 AA Weert Netherlands
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Califorman towers

designed by architect Cesar
Peill' the Plaza Towver,
Costa Mesa (5) and 777
Tower. Los Angeles (6) dad
in stainless steel and
aiummiLtm panels
respearvety from Perfil,
Robert-Bosch-Strasse 6,
D-5000 Cologne 71,
Germany.

Teh 022! 709 11-0,

The first UK appication of
glass blocks mto a curtain
walling system in the UK
has been completed with
Bmkjing W3 at Slockley
Business Park near
Heathrcfw Airportby
Hinchcliffe Fai;ades,

E D Hinchcliffe & Sons,
Penington Close. Albion
Road, West Bromwich.
West Midlands B708BA,
UK. Tel: 021 553 5561.

8

The SwissoteJ, Atlanta.
Georgia, designed by
architects Rabun Hatch 8
Associates, features Alply
stainless steel cladding
panels, Alply inc.

PO Box 538,

WiKow Avenue,

Highway 16 West, DeKalb,
Mississippi 39328, USA,
Td:60l 743 2623.

9

The Daly Center. San
Diego, designed by
architect C W Kim, dad in
a smoked chrome Reflecta
glazed wall tile from the
American Olean Tile
Company, Landsdale PA
19446-0271. USA.

Td: 215 855 INI.
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I and 2

Esso House corporate
headquarters at
Leatherhead, Surrey, UK-
Architects Percy Thomas
Partnership specified
Formawall 1000 flat
insulate composite panels
for the curtain wall system.
The crisp, silver-grey
cladding panels have a solar
reflective finish. Suppler:
H H Robertson (UK),
Cromwell Road.

Ellesmere Fbrt.
South Wirral
L654DS. UK.

Tel: 051 3553622.

3

Architects Mason Richards
Partnership chcse a
combination oftraditional
bricks and facings from
Rediand Bricks in the first
phase ofa Kheme called
Waterlinks to regenerate a
canalside site close to
Birmingham city centre.
Rediand. Rediand House,
Reigate. Surrey RH2 0S).
UK. Td: 0737 242488

4and5

Gymnasium in Rau in the
South of France (4) and an
industrial building in Brest
(5); two examples of
contemporary French
architecture clad with
building products made by
Sollac.93 Rucdes3
Fontanoi, 92000 Nanterre.
France.

Tel:(1)47 17 97 00.



?\Iaco Ellipsoid Sunbreaker
fagade on the Philips
factory, near Milan in
northern ltaly, with
framework m zmc-plated
and pre-painted steel. The
Watte are operated by
remote control cable,
Naco, Corso d'ltalia 35B,
00198 Rome, ltaly.

Tel (06) 84 15766.

StJohn's Centre,
Cambridge, designed by
architects R H Partnership,
TNs innovation centre for
graduates features
structural sikone gasket
curtain walling from Don
Reynolds Intematiorial.
Concept House,
Brackenbeck Road.
Lidgel Green,

Bradford BD7 2LW. UK.
Tel: 0275 521122.

8I'own hall at Pleucadeuc,
Brittany, France, built in
Bradstone Masonry Block
walling to give a'random
rubWe’ af~arance. ECC
Building Products, Okus,
Swindon SNI 4JJ. UK.
Tel: 0793 528131.

9
The West Orchards
shoppng comptex in
Coventry has been clad by
Bnggs Amasco Curtainwall
a special adaptaton of
Its Tecton< rainscreen
system. Architects on the
projects were John Clark
Associates. Briggs Amasco
CurtainwaM Ltd Halfords
Lane, Smethwick, Warley,
West Midlands B66 IBJ,
UK. Tel: 021 5582191.
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The Dauphine Deposit
Bank Building, Harrisburg,
PA, clad in porcelain
exterior hies from
Crossvite Ceramics. PO
Box 1168. Crossviile,
Tennessee 38557, USA.
Tel;6155467661.
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The recreation centre of
the Saab-Valmet car
factory at Uusikaupunkl,
Finland, designed by Kai
Nordman, utlises Verho
CurveLine - a patented
curving process for profiled
steel sheets. V«4io-Meialli
OyPOBox 77.SF-2078J,
Kaarina, Finland.

Tel: 35821 431 555,
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Marselisborg harbour
village, Aarhus, Denmark,
by architects foulsen &
Therkidisen. with coated
steel cladding from

Munchoim, Norbdigesve} -

6, DK-8240 Risskov,

Denmark. Td: 86 21 50 55.

Euro 8nck System, a
kiln-fired clay bnck system,
has been introduced into
the UK from Amenca. Itis
saxJ to be lightweight,
energy efficient, impervious
to moisture and easy to
install. Euro Brick Systems
Ltd. the Old Rectory, High
Street, Iron Acton, Bristol
BSI7 IUQ.

Tel: 0454 228181.
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A ‘folie’ in the Parc de la
Villette, Paris. France,
features cladding by
EurEmaico AG,
Industnestrasse 42,
CH-8304 Walliselien,
Switzerland,

Tel:4l | 83231 31.
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Two Rodeo Drive, Beveriy
Hills Los Angeles - a
complex which houses
expensne boutiques *
achieves visual unity with
Oad(*r™ McBean Terra
Cotta. 7500 San joaqum
Street Sacramento,
Cakfomia 95820, USA
Tel: 916 452 5714

7
This new library and
conference centrein
Bnstol, designed by PSA
Building Management,
features blue framed
glazing vmth s”rte Promisol
panels from TAC Metal
Rxming Ltd. Derby Road.
Widnes. Cheshire

WAS8 9ND. UK.

Td; 051423 6565.

6and9

London office
developments at Hennetta
House (8), designed by
Building Design
Partnership, and in East
India Dock (9). designed by
Sten Samuebon and
Beaton Thomas, feature
Warstooe cladding.

The Building Centre,

26 Store Street,

London WCIEO 7BT

Tel: 071 580 3107.
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Thejapanese Pavik>nfor
EXPO 1992 in Sevitte
features a facade which
uses Eternit's Integral Wail
system, a lightweight panel
dadding in natural cement
cofexir (1) whichwas
complemented by one wall
finished intropica! wood
(2). EtemitS.a

B-1880
Kapdle-Op-Den-Bos
Belgium

Tel: (015)717171

Decorative exterior
ardiitectural panelling from
Vacuform Industries, Inc
1877 East 17th Avenue
Colurr*MJS. Ohio43219
USA. Tel: 614294 2616,

Colorcoat multi-radius
curved steel daddin| from
the American Dupral
company issuitable for
sckiptur” detailing and
includes a smooth or tough
leathergrain finish. Itis
shown here atthe Space
Habitat. Huntsville,
Alabama. USA. Contact
Bntish Steel Strip Products,
POBox 10, Newport.
Gwent. Wales NP9OXN.
Tel: 0633 290022.
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\S/ermillton Rose isa high
quality deep rose-red
granite from Canada,
availat” in large,
well-squared blocks with a
good thermal finish. Nelson
Granite Ltd. Box 178,
Vermillion Bay. Ontario.
Canada POV 2VO,

Tel: 1-807 227 2650.

6

Glasgow's Channg Cross
office development
designed by Holford
Associates with sandstone
pink cladding panels from
Alliance Enam”teel
Corporat»n, 56 Zuidering
POBox 19. 3600Genk,
Belgium. Tel: 011 35 65 31.

7
The Norbo Interlocking
cladding system from
Booth-Muirie: extruded
aluminium sections with
concealed fixings provide a
durable, uncluttered
appearance for extenor
and interior cladding
applications. Booth-Mune
Ltd, 870 South Street,
GlasgowGl4 0SY.UK.

Tel: 041 959 1183.

?/Ionobkx—CR isan
integrated system of
external wall cladding
modules which isdurable,
versatile and aesthetically
pleasing. A/ailable from
Kingspan Building Products,
Acornfield Road. Knowsley
induslnal Park North.
Liverpool L33 7UX, UK.
Tel: 051 546 2050.

9

Phase 6-7 of the massive
Broadgate complex in
London, designed by
architects SOM, features
Luna Pearl granite wall
cladding and Vratza
limestone balusCadmg
from Henraux. Via
[>posita 49, 55046
Querceta (Lucca), Italy.
Tel: 0584 760151.

The Tomei Expressway
Service Area, designed by
Kiyonori Kikutake, features
dramatic facades on its two
key amenities buildings. A
crystallised glass material -
Neopari6s - isused in
distinguishing colours and
finishes for the buildings on
eifrier side of the
expressway.

Nippwi Electric Glass Co
Ltd, BuildingMaterial
Division, I-14Miyahara
4-chome. Yodogawa-Ku.
Osaka 532, japan.

Tel: 81 6399 2721.
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Alusingen CmbH
Briggs Amasco

Clestra Hauserman
Cold Spring Granite
Concord Lighting
Etemit

Europrofil

Felix Construction
Focchi Spa

GIG-Metal & Glass Ltd
Guy Linking

Hallmo S.R.L

Hazama Gumi Ltd
Helmut Fischer GmbH
Hoechst Trespa BV
Interglass

Kajima Corporation

Kemper System GmbH
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Century Totver,
Tokyo - Arup
designed the 24-
storey office fotcer
structure, tcorking
toiih architect
Foster Associates
Limited and

contractor
Ohbayashi Gumi

Kobe Institute,

Kobe - Arup has

tcorked with

architect Troughton

McAslan Limited

and Takenaka

on the design of

structures and , =
building services of A Si
new and refurbished

buildings for the Kansai International
post-graduate Airport Passenger
college Tenninal, Osaka - Arup

has designed the structure
and building services in
collaboration with Renzo
Piano Building Workshop
and Kikken Sebkei

Arup is proud to be working for Japanese clients, and with Japanese
consultants and contractors, in Japan, Europe and worldwide. Master
planning, multidisciplinary design and project management skills are
available to Japanese clients through the firm's Tokyo office. Skills are
integrated to suit project needs and Arup project teams can call up in-
house specialist support and technical resources as required. Many of
the firm's experts are world authorities in their fields.

Bracken House,
Cannon Street,
London - Arup
designed the
structure and
building sertiices
with architect
Michael Hopkins &
Partners, for
Ohbayashi Europe
bi'. The building is
pre-let to the
Iruiustrial Bank of
Japan

Contact: Tokyo

John Batchelor

Ove Arup Partners Japan Limited
3F Swire House

14 Ichibaryjho

Chiyoda-ku

Tokyo 102

J*>an

Telephone: (61) 3-3230 9180
Facsimile: (81) 3-3230 0398

Toyota UK Project,
Burnaslon, Derby
- Arup is
architect'engineer
tciik Shimizu
Corporation for
Toyota Motor
Manufacturing

I UK) Limited

Contact: London

Ron Marsh

Ove Arup Partnership

13 Fitzroy Street

London W1P6BQ

Telephone: (44) 71-636 1531
FacSHtme; (44)71-580 3924
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