CraTbA NOCTPOEHA HA MaTepuane MHTEpBbLIO ¢ Puun Musake, ANOHCKo-
ro apxuTeKTypHOro KpuTHKa. 06cyKApaloTCca npo6nembl cBoeobpasus
ANOHCKOM apxUTeKTypHoOi Tpaauuum XX BeKa, ee B3auMopencTBue C
€BPONEeNCKUMU NACAMMU U TEYEHUAMM, @ TAKXKe BAUAHME TEXHONIOrMU
Ha MEHTaNUTET ANOHCKNUX apXUTEKTOPOB. ONUCHIBAIOTCA UCTOYHUKK
MHHOBALMIA B ANOHCKOI apxutekType. CTaBUTCA BONpoC 0 cBoeobpa-
34U COBPEMEHHOr0 NepUO/Aa Pa3BUTUA ANOHCKOW apXUTEKTYpbI.
KnitoueBble cnosa: Puuu Muske; ANOHCKaA apxMTEKTYpa; aBaHrapa;
MOJepPHU3M; COBPEMEHHbIE apXUTEKTYPHble MHHOBALWKU; KOMNbIOTEp-
Hblil rOPOA; MONOAbIE U HOBbIE APXUTEKTOPBI. /

The article is based on the interview with Riichi Miyake, Japanese
architectural critic. It touches upon the identity of Japanese archi-
tectural tradition of the 20th century, its interrelation with Europe-
an ideas and streams, as well as the influence of technology on the
minds of Japanese architects. It features the sources of innovations
in Japanese architecture. It addresses the question of identity of
contemporary Japanese architecture.

Keywords: Riichi Miyake; Japanese architecture; avant-garde;
modernism; contemporary architectural innovations; computer city;
young and new architects.

Monopble 1 HOBble apXUTEKTOPbI /
Young and New Architects

AnoHckas apxumekmypa — 3mo 3epKano, komopoe cobu-
paem, ompaxkaem u no-ceoemy mpascghopmupyem udeu,
3a0ymaHHsble 80 8ceM Mupe. OHa, nepepabamei8as u nepeyu-
mbIBaA, CMABUM UX 8 COBEPLIEHHO HOBbIU KOHmMeKcm. 3ma
YHKYUS — OMKpbIMUe HOBO2O NymeM «peymunu3ayuu» yxe
cywecmsyouwe2o — 2apaHmupyem noCMOAHHbIU MexXOyHa-
POOHbIL UHMepeC K UHHOBALUOHHbIM NPOUECCaM 8 ANOHCKOU
apxumexkmype.

Ho meneps, yepe3 decamunemus nocie co30aHus paou-
KanbHO20 a8aH2apod, ANOHCKAA apxumeKmypa Haxooumcs
8 npoyecce nepexoda. llepexoda K yemy?

Puyu Muske, Bedyuyuli ANOHCKUU KpUMUK, meopemux U Ky-
pamop mMex0yHapoOHbIX BbICMABOK, UCCedyem coCmoAHue
apxumekmypHol Kynemypsl 8 KoHye 20-20 8eka. Paszosop
8 ogpuce Musike cocmosnca 8 Tokuo 8 2000 200y. OH 8 de-
manax pazbupaem nymu npou3goocmsa asaHzapoa u e2o
cmpyKkmypei, uccnedyem mMemo0sbl, C NOMOWbIO KOMOPbIX
makas MowHas mpaduyuoHHas Kyabmypa, KaK ANOHCKAS,
06HoB1AeM Cebs.

YcTolumBbI MHTEpEC K ANOHCKON apXWUTEKType B nocnes-
HUe ecATUNETUS MOXKHO NPOCNefUTb MO BYM Ype3BblyaitHo
BNUATENbHBIM BbICTaBKaM, KOTOpble Npoxoaunu B Mapuxe,
bpioccene n JloHaoxe B TeueHune aByx net. Y10 Kacaercs
CeroAHAIHEro fHs, 3TOT MHTEPEC, NOX0XKe, He NpeKpaTuics,
HO MHE TPYAHO 0OBACHUTD, YEM OH NPOANKTOBAH ceryac...

Mopenu mopepHusauuu

Cuutaetcs, 4TO B ONPEAENEHHON CTENEHN ANOHCKAA apXUTeK-
TYpHas KyNbTypa UrpaeT posib 3epKasa Toro, YTo NPOMCXOAUT
B 3anafHoM mupe. Hanpumep, caMbiM yAMBUTENbHbBIM Ha Bbi-
cTaBKe «fnoHus B aBaHrapge 1910-1970 rogos» cTano

T0, 4TO C 1980-X rof0B ANOHCKUI aBaHrapg Obln NpU3HaH
UMCTbIM NEepeBOLOM 3anafHbIX COBPEMEHHbIX ABUKEHU

C Hayana fBafLaToro Beka. Takne apxuTekTopsl, kak Ma-
kaBa [1], Cakakypa [2] v apyrue, npownu obydeHue y Jle
Kop6to3be unu B Wwkonax, yHacnegosaslnx bayxaycy. Takum
06pa3oM, OHM ecTecTBEHHbIM 06pPa30M OKa3anuch Hacneg-
HUKaMW U NepeHOCYMKaMM LLIeHHOCTHbIX CUCTEM U A3bIKOB
COBPEMEHHOCTU B ANOHCKOM KOHTeKcTe. [pumeyaTtensHo,
O/AHaKO, YTO B CNEAYIOLLNA NEPUOA TPAHCKPUMLMK 3aNaAHbIX
TEHJEHUMI ANOHCKUE apXUTEKTOPbI NPOSBUAN GONbLIYIO

3aUHTEPEeCOBAHHOCTbL B peann3aLmmn KOHLENTYanbHbIX CXeM,
KoTopble He ocyluecTBUAKCH Ha 3anage. ITo ocobas ponb
ANOHCKOro asaHrapaa 80-x 1 90-x rofos, CO3[,aHHOTO

B nokoneHuu Toio Uto, Tapao AHpo, H0Taka Caiito, LuH Ta-
Kamaly v Apyrux. 3Tu MMeHa 1 3TOT npouecc Oblan B LeHTpe
BHUMaHUsA Ha BbicTaBke Architectura Transfiguration [3]

B bptoccene 1 JIoHaoHe, 1 7 xoTen 6bl NOKa3aTb NCUXONI0-
rMYeCKWii, MEHTaNbHbI aCNEKT ANOHCKON apXUTEKTYpbI.

1 xoTen cBA3aTh peanbHOCTb BOOOPAXEHUS C peanbHbIM
(hM3MYECKUM MUPOM, YTOObI YMEHbWUTL Pa3HULY MeXay
MaTepuanbHbIM U KOHLeNTyanbHbIM MUPOM. B HekoTopom
pOAe, B Halleil KynbType KOHLENTYyanbHblil MUP MOXET ObITh
ropasgo 6osnee BAUATENbHbLIM, YEM PEANbHbIA MUP.

J7a BbICTaBKa [OMKHA OblNa PaspyLwmnTh TPAAULMOHHO
KAWNWMPOBAHHbIA 06pa3 ANOHCKOM apxMTEKTYPbI U NpeacTa-
BUTb 3KCMEPUMEHTaNbHbIE U JaXe IKCTPEMUCTCKUE NOAXO[bI,
KoTOpble ulyT HoBble napaanrmbl B XXI Beke. [apagokcanb-
HO, O[JHAKO, YTO OHU ULLYT UX, Npeobpa3sys eBponeiickoe
Hacneaue [BaALATOro BeKa, U UMEHHO Ty €ro YacTb, KOTopas
OKa3anacb Hepeanu3oBaHHOI, MOTOMY YTO OHA NpeACTaBAseT
KOHUeNTyanbHble U JaNbHOBUAHbIE MPOEKTHI. ITO, OHAKO,

< Puun Muske / Riichi
Miyake

TeKCT
Feopru Cranuwes /
text

Georgi Stanishev

v KyHuo MaekaBa,
KOHUepTHbI 3an B MNapke
YeHo, Tokwuo, 1960 /
Kunio Maekawa, Concert
Hall in Ueno Park, Tokyo,
1960

umupxk Bcé / image is everything

155




umupx Bcé / image is everything

156

v Jle Kop6to3be (B coTpya-
HuyecTse ¢ KyHno Maekasa,
IxyHaso Cakakypa u Taka-
maca Mownp3aka). Hauno-
HaNbHbIN My3eii 3aNafHoro
uckycctsa, Tokuno, 1959 /
Le Corbusier (in
collaboration with Kunio
Maekawa, Junzo Sakakura
and Takamasa Yoshizaka).
National Museum of
Western Art in Tokyo, 1959

Japanese architecture is a mirror that accumulates, reflects and trans-
forms the ideas from all over the world in its own way. While processing
and reviewing these ideas, it puts them in an absolutely new context.

The function that discovers new ideas by reutilizing the existing ones
guarantees a steady international interest towards innovative processes
in Japanese architecture.

However, today, several decades after formation of the radical
avant-garde, Japanese architecture is in the process of transition. Transi-
tion to what?

Riichi Miyake, leading architectural critic, theoretician and curator
of international exhibitions, studies the architectural culture of the late
20th century. The conversation was held in his Tokyo office in 2000.
Riichi Miyake gives in-depth coverage of the avant-garde production and
structure, as well as studies the methods used by the great traditional
Japanese culture to renovate itself.

The steady interest towards Japanese architecture in recent decades
can be traced through the two very prestigious exhibitions held in Par-
is, Brussels and London for two years. As for today, this interest doesn’t
seem to wane. But I can hardly explain what it is now driven by...

Modernization models

It is believed that Japanese architectural culture is a kind of mirror
reflecting what is going on in the western world. For example, the most

cfleNnaHo NoKOoNEHUEM, KOTOpOe yiKe ray6oKo norpy3unoch
B CpPefHMi1 BO3pacT...

Monogble apxutekTopsl B inoHMK... He 3Hato, HO, MOXeT
ObiTb, OTHOLWEHWA CErOAHALIHEr0 MOIOAOTO NOKOJIEHNA
C 3TUM KOHKPETHbIM AMOHCKUM aBaHTapAoM He OYeHb ACHbI
W KaTeropuyHsl. [1BUXKEHWE MbICNei 1 NepCnekTUBbI KyNbTy-
pbl FOpa3f0 BaXHee A/ ONpeAeneHuns Toro, 4To LeNCTBU-
TeNIbHO UHHOBALMOHHO. Bo3pacT 3aech He uMeeT 60NbLIOrO
3HayeHus. Mo3Tomy A 6bl NPeaNoKuI NOroOBOPUTb O HOBbIX
apXMTEKTOpax He3aBMCUMO OT UX BO3pacTa. A AOMKeH Takxe
NPWU3HATb, YTO HOBEMLIME BELLM CIULIKOM YaCTO POXKAAITCA
JII0JIbMU HE CaMOr0 MOJIOAOTO NOKONEHNSA, 0COBEHHO B AMNOH-
CKOM KOHTEKCTe.

3Haete nu, aBagLaTh seT Ha3ag Tagao AHgo u Toito Uto
ccopmMupoBanu cBoe TBOPYECKOE KPeAo Ha NpUHLUMANANb-
HO HOBOII KOHL,eNTyanbHoii nnatopme. YTobbl NpeycneTs
B AOCTUXEHMU 3TON CBEPX3aAayM, OHU CO3HATENIbHO Ha He-
KOTOpOe BpeMsA 0TKa3aauCb OT MPOEKTUPOBAHUSA, NOLWIIM

surprising thing at the exhibition called “Japan of the Avant Gardes:
1910-1970” was that, since the 1980s, Japanese avant-garde had been
a mere translation of western modern movements starting from the
early 20th century. Such architects as Maekawa [1], Sakakura [2] and
others were apprentices of Le Corbusier or schools spawned by the
Bauhaus. Thus they naturally became inheritors and carriers of the
contemporary systems of values and languages in the Japanese con-
text. It is noteworthy, however, that in the next period of transcription
of western trends, Japanese architects were very much interested in
realization of the concepts that were not realized in the West. This was
a special mission of the Japanese avant-garde of the 80s and the 90s
created by the generation of Toyo Ito, Tadao Ando, Yutaka Saito, Shin
Takamatsu and others. These names and this process were the focus of
attention at the exhibition called “Architecture Transfiguration” [3]
in Brussels and London. So I would like to show a psychological and
mental aspect of Japanese architecture. I would like to link the reality
of imagination with the real physical world to decrease the difference
between the material and the conceptual world. To some extent, in our
culture the conceptual world can be much more influential that the
real world.

This exhibition was intended to break the traditionally clich d
image of Japanese culture and to present experimental and even

Ha «MPOEKTHYI0 Aienpeccuio», Koraa Ha paboumux Mectax Hu-
yero He npoucxoaut. OHW paboTanu Hag YMCTON UAeonormei
B 061aCTV COBPEMEHHOMN apXUTEKTYPbI. ITU apXUTEKTOPbI
copmMupoBanu SAPO TOro NOKONEHUSA, KOTOPOE Mbl MOXEM
Ha3BaTb CEroAHA «NOCAeHUM aBaHrapaoM» B AnNoHuu.
Monogble apXUTEKTOPbI CErofHA HAaXOAATCA B COBEPLIEHHO
MHOM nonoxeHuu. OHWM MOryT HayaTb peann3oBbiBaTb CBOM
NPOEKTHbIe aMOULMM HA roTOBOI NNaTdOpMe, NOCTPOEHHOM
MX KONIeramMu, HauMHas CBOIO Kapbepy C ropasfo 6onbluero
KOIMYECTBA yKe cieNaHHoro. Ho Hafo Npu3HaTth: OHM Jena-
10T 3TO C rOpPa3fo MeHblUel HaCTONYMBOCTbIO U TBOPYECKUM
KOHL,enTyannu3mom.

Tpu aBaHrappa

[laBaiite paccMOTpUM SINOHCKMIA aBaHrapp B 6onee Wwupo-
KOM fnana3oHe — ¢ 1910 no 1970 rog — v cnpocum cebs,
BCeraa N oH yHKLMOHWUPOBAN Kak CBOEro pofia MallnHa
ANA nepesofa UMNYNbCOB, KOTOPbIe NOCTYNAIOT U3 UHO-
CTPaHHbIX KyNbTyp. [leACTBUTENLHO N TO, YTO MPOUCXOAUT

B 3aMNafiHOM MUpe B 06/1aCTV BU3UOHEPCKO apXUTEKTYPbI,
CMeLNBAETCA C MECTHBIMU TPAAULUOHHBIMU MOLENAMU, U 3TO
— e[IJMHCTBEHHbI MCTOYHWUK apXUTEKTYPHBIX WHHOBALMA

B AnoHun?

Ecnun Tak paccyxpaatb, NpUMepHO TpeTb BCEro NOTOKa
apXWUTEKTYPHOro NPOM3BOACTBA OyAeT 3aBUCETb OT BBEJE-
HWA eBPONENCKUX, TOYHEee, 3anaAHbIX MOAENEN N KOHLen-
LMIA; M 3TO NPEBPATUTCA B TO, YTO Bbl HA3bIBAETE MALIMHOIA
ANA nepeBofa MHOCTPaHHbIX MHHOBaUMIA. Ho fpyrue ase
TPeTW B CBOEI AeATeNbHOCTU CTaHYT nepepabatbiBaTh
B OCHOBHOM MeCTHble TPaAMLMOHHbIE UCTOYHUKMN XYAO-
JKECTBEHHOTO MblWwneHua. Mory ynomaHyTb, No KpanHewn
Mepe, elle [Ba BaXHbIX MCTOYHUKA, KOTOPbIE NOANUTbIBAIOT
aBaHrapgHble TeHaeHuMn AnoHuu. OOUH U3 HUX MOXOX
Ha (eHOMEH, KOTOPbI UMEHYIOT NON-KYNbTYPON UK KUTYEM,
ay Bac B bonrapuu nusBecteH kak yanra. Ero nepeceyenue
C COBPEMEHHOCTbIO, Beflylueil MPOUCXoXaeHne n3 3anagHoro
MUPa, CO3AaN0 04YeHb creunduyeckoe BNEHUE B AMOHCKOM
apXUTEKTYpe, KOTOPOe A Ha3blBal0 «aBAHTaPAHbIA KUY».
OavH npumep: B 1923 roay, nocne KpynHOro 3emaeTpsce-
Hus B Tokno, KoH Bagxupo [4], 6biBWwIKiA HA camom fene
[OBOJIbHO NOCPEACTBEHHbBIM apXMTEKTOPOM, OpraH1M30Ban
accouuaumnio 4na co3faHnsa 04eHb Hefloporo apxmTeKTypbl,



extremist approaches searching for new paradigms in the 21st century.
However, it is paradoxical that their search is based on transformation
of European heritage of the 20th century and particularly its unrealized
part because it contains conceptual and far-seeing projects. And still it
is made by the generation in its deep middle age...

Young architects in Japan... I don’t know, but maybe the attitude
of today’s young generation to this Japan avant-garde is not so clear
and definite. The movement of thoughts and the prospects of culture
are more important for the definition of truly innovative things. The
age is not so important. That is why I would like to talk about new
architects, regardless of their age. I should also admit that, especially
in the Japanese context, brand-new things are often produced by not
very young generations.

You know, twenty years ago Tadao Ando and Toyo Ito developed
their creative credo on a crucially new concept platform. To reach their
overarching goal successfully, they deliberately abandoned design to
go through the “design depression”, when nothing happened at work-
places. They worked on pure ideology of contemporary architecture.
These architects formed the nuclear for the generation that today can
be called “the last avant-garde” in Japan. These days, young architects
are in a quite different situation. They can start realization of their
design ambitions on a platform prepared by their colleagues and begin

Np13BaHHOMN ObICTPO YAOBNETBOPUTHL COLMANIBHBIE U KOM-
Mepyeckue noTpeGHOCTU HaceneHus. ITU NOCTPOiKM Obinu
04YeHb CKPOMHbI, hYHKLMOHANbHbLI U OKpaLLeHbl B ApKUe, On-
TUMUCTUYHbIE LBeTa. PakTuyecku, naen Bamxupo okasanuchb
He MeHee aBaHrapAHbIMU1, YeM HEeKOTOpble NPOeKThl poC-
CUICKNUX KOHCTPYKTUBUCTOB TOTO JXe BpeMeHu. Ho ¢ apyroii
CTOPOHbI, MOAEPHUCTCKAA KYNbTYpHas 3auTa AnoHuu Toro
BPEMEHU, TO eCTb KCOBPEMEHHbIe MOAEPHUCTBIY, paAUKaNbHO
oTBeprna ero uaeu. Takum obpasom, B KoHue 1920-x rogos
BO3HUK NpeaMeT GUTBbI MEXAY NONYAAPHBIM, AYTEHTUYHBIM
aBaHrapAoM MecTHOro NpPOM3BOACTBA U aKafeMUYeCKUM
MMMOPTUPOBAHHBIM aBaHrapaoM. Ho 1 no ceit aeHb 6onbluyio
4acCTb COBPEMEHHOI0 MOAEPHM3Ma AMNOHLbI OLYLWAIOT KakK 3a-
BUCMMYIO OT 3TOTO KUTY-MOLEPHA, HauaBLlerocs ¢ u3obpa-
XeHus ropbl Pya3u, HaneyaTaHHON Ha 3010TUCTOM KpbILIKe
KanbKynaTopa xamnrexk.

BTopoi cTouHWK aBaHrapfHblx TeHAEHLWUIN Cpeau HOBa-
TOPCKUX ANOHCKUX apXUTEKTOPOB — MAacTepCTBO TPAAULM-
OHHbIX JEPEBAHHbIX KOHCTPYKLMit. He TONbKO apXUTEKTOPSI,
HO 1 06bIYHbIE ANOHLLI NPEANOYUTAIOT KUTb B 3[AHUAX
C AepeBAHHbIMU KOHCTPYKLUMAMM, BbINOJHEHHBIMU KaK CNOX-
Has KOMOMHALWA AepeBAHHbIX 31EMEHTOB PYyYHOIi paboThl.
OTTanKMBaAACh OT 3TOW apXMTEKTYPbI, HO B COYETAHUU C TEX-
HUKOM 1 06pa3amMm COBPeMEHHOCTH, Gbln pa3paboTaH BecbMa
MHHOBALMOHHbIN A3bIK, KOTOPbIA 5 CBOBOAHO Ha3biBato
«AepeBsAHHbIM MofilepHU3MOM». OH BO3HMK B iNOHUM NoyTH
B TO )X€ BpeMs, pa3BMBasACb NapanienbHo C NepeoCcMblCNeHN-
eM TpaguLmMm «4alwuLy», 4aHOro AoMa, cnefys xapakrepy
LepeBAHHOro 3044€eCTBa, HO NpeBpalLas ero B onpege-
NeHHOoe ANOHCKOe BblpaXKeHne 1 NPOTOTUN NPeAcTosLLero
MOJEepHU3MA.

ByfyT N1 3TM TPU UCTOYHUKA BLOXHOBEHMS paboTaTh
B ANOHCKOMN apXUTEKTYPHOW KynbType ceroaHa? TpyaHO CKa-
3aTb 06 3TOM NpUMeHUTENbHO K Nnepuogy nocne 1990 roga,
HO [10 TOFO BpeMeHMU Obinu bonee Unu MeHee 3aMeTHbI
TEHAEHLMM, KOTOPbIE ONpefeNeHHO MOXHO CBA3aTh C ONU-
CaHHbIMU MOZENAMMU. ITU TEHAEHL MK Tenepb paccenBatTCs,
UX BAMAHWE YMEHbLIAETCA, @ HEKOTOpble pernoHanbHble
apXUTEKTYpHbIe ANANeKTbl CTAHOBATCA OYeHb BAUATEND-
HbIMUK. YTO-TO HOBOE HAXOLMTCA B MPOLECCe NOATOTOBKU
K OCYLLEeCTBAEHUIO, HO A TBEPAO YBEPEH, YTO HUKTO B ANOHUM
He roToB OXapaKTepu3oBaTh UK Jaxe NPOCTO ONMUCATb 3TK

their careers from a greater amount of what has already been done.
But it has to be noted that they do it with much less persistence and
creative conceptualism.

Three avant-gardes

Let’s consider the Japanese avant-garde in a broader range, from
1910 to 1970, and ask ourselves if it always functioned as a sort of
machine for transferring impulses coming from foreign cultures. Is
everything that happens in the western world in visionary architecture
mixed with local traditional models to be the only source for architec-
tural innovations in Japan?

Going by that logic, about one-third of the whole flow of architec-
tural production will depend on introduction of European or, rather,
western models and concepts. It will be what you call a machine for
transferring foreign innovations. But the other two-thirds will be based
on processing mostly traditional sources of artistic thinking. For exam-
ple, I can mention at least two more key sources that foster avant-gar-
de trends in Japan. One of them is like a phenomenon recognized as
pop culture or a kitsch, and as chalga in Bulgaria. Its intersection with
modernity coming from the western world has created a specific phe-
nomenon in Japanese culture, which I call an “avant-garde kitsch”. For
example, in 1923, after a big earthquake in Tokyo, Kon Wajiro [4], who
was actually an undistinguished architect, organized an association

HOBbIE ABNEHUSA, AaTb UM MUMEHA UIW NPULINUAUTL APNBIKK.
B 3ToM cmbicn Moeit paboTsl B npowwiom rogy. Ho s He mory
CKa3aTb, YTO HAXOXY KaKWe-TO KOHLENLUMK, HanpaBneHus
MbICAW UAW NtoGble NPU3HAKKU KpuUcTanausauyuu. Moatomy
€[IMHCTBEHHBII CNocob pacckasaTb O CEroOfHALHEM MOJIOLOM
noKoneHun B AINOHUM — UCMOb30BaTh YCNIOBHOE HAKIOHe-
HUME W TaKue CNOBA, KaK KHeonpefeNeHHOCTbY, KPa3Hoo-
6pasue», «B onpefeneHHol cTeneHn», «6onee uanm meHeey

1 TOMy Nof06Hble BbIpaXeHUs. ITO He JaeT HaM HUYero oc-
MbICIEHHOTO, HO 3TO CNOCO6 U36eXaTh BHATHbIX fedUHULMUNA.

KoHeu cTunen

Hy, MOXHO CcKa3aTb, YTO Mbl HAXOAMMCA B HAYane 3NOXN KOH-
La cTuneil, ynoMsHyTO/ B MO€it cTaTbe 0 NPeobpaXeHuH. ..
370 nepexop K Heit. inoHckue Hosble ApxutekTopsl 1980-x

< Kon Bapxupo, rpacuka,
UaNloCTpUpyiolas Moaep-
HU3aLMI0 ANOHCKOMN HaLuu
B 1925 . N0 OTHOWeEHWUIO K
3anagHomy obnadeHuio /
Kon Wajiro, graphics that
illustrate modernization of
Japan in 1925 with regard
to western clothing
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v Tapao Aupo, nom KowwHo,
Awus, npedekTypa Xboro,
finoHus, 1984 /

Tadao Ando, Koshino House,
Ashiya, Hyogo Prefecture,
Japan, 1984

to create inexpensive architecture that could quickly satisfy the in-
habitants’ social and commercial demands. Those structures were very
modest, functional and brightly coloured. In fact, those efforts were no
less avant-garde than some projects by Russian constructivists of the
same time. On the other hand, his contemporaries from the modernist
cultural elite of Japan, that is “contemporary modernists”, radically
refused to accept his ideas. Thus, in the late 1920s, it was the source
of contention between the popular and authentic local avant-garde
and the imported academic avant-garde. Until now, the greater part of
contemporary modernism is perceived by the Japanese in relation to
that type of kitsch-modern, which began from the image of Mount Fuji
printed on the golden cover of a high-tech calculator.

The second source of avant-garde trends among Japanese innova-
tive architects is their mastery of traditional wooden structures. Not
only architects, but also ordinary Japanese prefer to live in the houses
with wooden structures performed as a complex combination of hand-
made wooden elements. Basing on this architecture, but in a combi-
nation with contemporary techniques and images, a very innovative
language was developed. I call it a “wooden modernism”. It appeared
in Japan almost at the same time and developed alongside the rein-
terpretation of the tradition of chashitsu, the tea house, following the

rof0B OCHOBbIBANNCH HA MPEAYYBCTBUM PafUKaNbHbIX
M3MEHEeHWIt B o6uiecTBe. OHM UCMBITHIBAIOT OCTPOE YYBCTBO
He06X04MMOCTM U3MEHUTb NYTU M NMPOLECCHl CO3[aHMUA ap-
XUTEKTYPbI 40 CaMbix ee KopHeii. x o6beanHseT oco3HaHue
M3MEHEeHMA Napagurmbl, HA KOTOPOW CTPOMTCA COBPEMEHHOE
o6wecrso...

B nepuog, korga nHdopmauma TeyeTt C HEOrpaHUYEHHOA
CKOPOCTbIO, KOT[la MaTepus TepsAeT CBOE 3HAYEHUE, KOTAA
npoLnoe, HacToslee U byayliee CYATAIOTCA NPOLECCYab-
HO NapannenbHbIMU, NIOAN HE MOTYT 0CTaBaTbCA Y3HUKAMU
CBOMX PErnOHANbHbIX, HALMOHANbHbIX, MECTHBIX CTUE
XWU3HW, NOBEAEHUS U OKpYXatoLeil cpeabl. ITM paguKanb-
Hble U3MEHEHUA B HalleM CyLEeCTBOBAHMM He OTPaXEHbI
B COBPEMEHHOI apXMTEKTYPE, U OHA NPOJOIKAET BOCCO3-
[aBaTb UCTOPUYECKUe MOAENN U TeHaeHLMU. .. Ho Bpems
CTaBUT HOBble 3afa4n. Hanbonee pafmKanbHble U3 HUX
MOXHO C(OPMYNMPOBAThL CNefyloWwmnmM 06pa3oM: YHUUTOKUTb
0CTaTKW UCTOPUM, NPEAPACCYLKOB U MECTHble 06blYau, pas-
paboTaTb HOBYIO CTPYKTYPY, CBA3bIBAIOLLYIO UAEI0, KOHLEN-
LMo U MaTepuio. 3T0, A yMato, AOMIKHO NPUBECTMU K KOHLY
cTUnei B apxuTeKType...

features of the wooden architecture, but transforming it into a certain
Japanese expression and a prototype of the upcoming modernism.

Will these three sources of inspiration work in today’s Japanese
architectural culture? It is difficult to say for the period after 1990, but
before that time there had been some more or less observable trends
relating to the given models. These trends are now diffusing and losing
their influence, while some regional architectural dialects become
very influential. Something new is being prepared. But I am absolutely
sure that no one in Japan is ready to define or just describe these new
phenomena, to give them names or labels. This is what I worked on last
year. But I cannot say that I find any concepts, directions of thinking
or any traces of crystallization. That is why the only way to describe
today's young generation in Japan is to use conditional mood and such
words as “uncertainty”, “diversity”, “ to some extent”, “more or less”
and so on. It does not give us any sense, but this is the way to avoid
clear definitions.

The end of styles

Well, we can say that we are at the beginning of the end-of-styles
era, which I mentioned in my article on transformation... Itis a
transition to it. Japanese new architects of the 1980s relied on the
anticipation of radical changes in the society. They felt an acute desire
to change the ways and processes of architectural design down to its

'
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Cap MUKpOUMNOB

HeT, 7 He Npo nepecmMoTp PoNN NOCTUHAYCTPUANbHBIX
BAWUSAAHUIN Ha KW3Hb, 0OLIECTBO, KYNbTYPY, apXUTEKTYPY. ..
[leiicTBUTENBHO, €CTH MAHUA NPeyBeNYNBaTbL 3HaYeHNe
TEXHONOrMYECKON PeBOIOLMN, MOJ, HA TEXHONOTU3NPOBaAH-
Hble MeTacopbl U NpefCcTaBAeHNA 0 PYHKLMOHMPOBAHNM
ropopa Kak KOMNblOTepa, HaCeNEHHOro MecTa — KaK HeKoelt
pu3omsbl [5], aganTupylolweiics K xaocy, OMa — Kak Kancybl
HOMafMYEeCcKOro NpocTpaHcTea 6e3 KOpHel, Kak Yero-To,
OTK/TOYEHHOr0 OT MeCTHO BMelyalowwei KyabTyphl...

fl cornaceH, 4To B NepexoAHblit Nepuop, ANOHLUbI — He TObKO
apXUTEKTOPbI — CIULWKOM AOBEPAIOT MEANATEXHONOMUAM,
4TO OHM NOTepAAN 060POHUTENbHBIE PEdIEKCH HA MOPOKK
TexHonoruit. OHM 3a6bIBaIOT, YTO HOBOE BCErfa AielicTByeT
ABYMs CNocobaMu: ¢ O4HOI CTOPOHbI, B KOHCTPYKTUBHOM
K/toYe, HO He MeHee yCnewHo — paguKanbHO JeCTPYKTUBHbLIM
o6pasom.

B 3TOM cMbicne 51 Gbin BNeyatsieH poCCUIACKUM NOAXO-
LOM K TexHonorun: «Ecnn y Bac ectb TenedoH, — cyutaoT
poccusiHe, — He ciefyeT BepUTb, YTO OH paboTaeT Ha cTo
NPOLEHTOB...». A ANoHUbI roBopAaT: «Ecnu 3to TenedoH, oH
Bcerna paboTaer Ha ABecTu npoueHToBy». OHK aymaloT: «OH
LOMKeH paboTaTb KaK TenedoH — 370 ero MopanbHbIi JoAr».
Ho mopanb HMKOrAa He coBnagjaeT ¢ peanbHOCTbI0. [103TOMY,
€C/n KaKoii-HuOYAb TenedoH paboTaeT Ha CTO NPOLEHTOB,
PYCCKMe MOTYT AaXKe CYeCTb 3TO NOAO3PUTENbHbLIM. «ITO
MOXET ObITb 3aroBOP MMNEPUANUCTOBY, — TOBOPAT OHMU. TyT
BUAEH OYeHb 340POBbI CKENTULM3M. Y ANOHLEB HeT cKen-
TULW3Ma KaK MHCTPYMEHTa, KOTOPbI NPUMEHNM K MalLUHe,
YTO MOXET GbITb OYEHb OMACHBIM.

3T0T NpuMep AeNCTBUTENbHO NOMOraeT NOHATH, YTO CTe-
neHb NpefaHHOCTH TEXHOAOTK NPUBENA ANOHLEB K ML0J0-
MOK/OHCTBY, K CUMYNALMN TEXHONOTMYECKON MALIMHHOCTM
1 TOYHOCTM JaXe B TeX MecTax, rie OH/ NPOCTO HEBO3MOX-
Hbl, K CTPEM/IEHUIO NPEBPATUTb TEXHONOTMIO B OPHAMEHT,
KOTOPbI XOPOLO BUAEH B CErOAHALIHENR NpaKTMKe nces-
[O-XalTeK, KNTY-aBaHrapfHON apxMTEKType HaWwux yauL,.

[la, 3ToT abcypaHbIil OpHAMEHTaNW3M 3allen TaK AaneKo,
YTO NpepsoXun NpoeKT Hebockpeba C CUMBONMYECKOI
BbICOTON 3778 M, TO €CTb HA OfMH MEeTp Bhilwe ropsl Pyasu.
Takoe npepnoxeHne MOXHO NOHATL TOIbKO KaK BblpaXeHue



roots. They were united by their understanding of the change in the
paradigm, on which the modern society is built...

As the information flows with unlimited speed, the substance loses
its meaning, and the past, the present and the future are considered to
be processually parallel, people cannot be prisoners of their regional,
national and local lifestyles, behaviours and environments any more.
These radical changes in our existence are not reflected in contem-
porary architecture. It just continues to re-create historical models
and trends... But the time poses new challenges. The most radical
challenges can be defined like this: to eliminate the remains of history,
superstitions and local customs, and to work out a new structure to link
the idea, the concept and the substance. I think this may lead to the
end of styles in architecture...

The garden of microchips

I don’t mean reconsideration of the role of postindustrial influence
on the life, society, culture, architecture etc... Indeed, there is a
passion to exaggerate the significance of the technological revolution,
the fashion for technologized metaphors and ideas of a city function-
ing like a computer, a settlement in the form of a rhizome [5] adapting
to chaos, houses like capsules of nomadic space, having no roots, like
something disconnected from the local encompassing culture... I
admit that in the transition period the Japanese, not only architects,

TOro (aKTa, 4T0 JOBEPUE K TEXHONOTMN KOHKYPUPYET C AO-
BepueM K camoii npupoge.

Tenepb pacCMOTPUM NPOCTPAHCTBO MOUCKOB B 3TOT
NnepexoAHbI Nepuoj yepes pasnuyHblie NUYHbIe B3rNALbI
ANOHCKUX apXUTEKTOPOB, YTOBLI HAMETUTL OMUHUPYIOLLME
1 y3HaBaeMble KOHLenuuu. HayHem ¢ ngeonorum Komnoio-
Tepa.

BbicTaBka «MHOpMaLMOHHOE UCKYCCTBO: fuarpam-

Mbl MMKPOYMNOBY, NpoleAwas HeaasHo B MMA, okasana
60NbLIOE BAUAHME HA Pa3BUTUE KOHLENLUM KOMMbIOTEPHOTO
ropoaa. Tono Wto, KaxeTcs, nepsbiM NOCTPOMA CBOW napan-
Nenu ¢ 370 HOBOM NEPCNeKTUBON NO NOHMMAHWUIO rOpoaa
yepes MeTatopy «caaa MUKpouunosy» [6]. B ugesx Uto
CerofHsAIWHUA rOPOA XKUBET, N0 KpaitHell Mepe, B ABYX Na-
pannenbHbIX peanbHOCTAX: 0fHA B (PU3NYECKUX CTPYKTYpaX,
a fipyras — B aBCONIOTHO 3theMepHbIX ABJEHUAX: U306paxe-
HUAX, IKPAHAX, OTHAX, UHPOPMALMOHHbIX U IHEPreTUYeCKNX
MOTOKaXx.

OpHaKo A JONMKEH NPU3HATb, YTO OYEHb CKENTUYECKU OT-
HOLWWYCb K METapOPUYECKUM NPELCTaBNEHNAM O KOMNbIOTEPE,
KOTOpble CEerofHs NpoeLupyloTcs Ha apxuTekTypy. A 6bl
CKasan, YTo KOMMNbIOTep AOXEH UCMNONb30BATLCA B OCHOB-
HOM KaK peanbHblii MHCTPYMEHT — MHCTPYMEHT Nporpammm-
pOBaHMA B apXUTEKTYpe W rOPOACKOM NaaHupoBaHuu. Tak
o6cTout feno ¢ Kenpku Npu, KoTopbli, BEpOATHO, ABNAETCA
CaMbIM NOCNef0BaTeNbHbIM CTOPOHHUKOM KOMMblOTEpa
CPeAu apxuTeKTopoB. Ha BbICTaBKe apXUTEKTYPHbIX NPeod-
pa3oBaHuWii OH NpeAcTaBUN TPEXMEPHYIO MaLLKHY, KOTOpas
KOppenupyeT ABUXEHWE NI0AeN C COCTOAHUEM OKpYyKatoLei
cpefibl BOKpYT HUX. [IBUXeHWe Bbi3bIBAET ONpefeneHHble
M3MeHeHWA B NapameTpax cpefdbl — OCBeLeHm, KoHurypa-
LMK, Nponopumumn u T. 4. ITo MOAeNMpyeT NpeobpasoBaHue
apXUTEKTYpbl B 1e/iICTBUTENBHO MHTEPAKTUBHYIO CUCTEMY,
KOTOpas paboTaeT, IKCTPaNoAMpys UMNYNbCHI YeaoBeye-
CKOro Tena B oKpyxatollyto cpepy. OH Takxe uccnefnosan
BO3MOXHOCTM TPAHCKPUNLMW AMOHCKOrO ropojia B HEKMUit
TUN PU30MbI, KOTOpas obecneynBaeT abCOIOTHO HEOXKUAAH-
Hble BO3MOXHOCTW UCMONb30BaHUA KOMNbIOTEPA B KayecTBe
paboyero MHCTPYMEHTa, [OMONHAIOWETO YM apXUTEKTOPa
1 nccnepoBatens.

NTaK, c ofHOW CTOPOHBI, KOMMbIOTEP HEe NpefjHa3HavYeH
ANA MeTathopu3aLum apxMTeKTypbl; 3TO MPOCTO MOLHbIN

pabouunit MHCTpyMeHT. Ho, ¢ Apyroii CTOPOHbI, HU B OHOM
XYAOXECTBEHHOM NPOM3BEAEHUM Bbl HE MOXETe N3bexaTtb
noaTuyeckux Guryp, cpeam KoTopbix metadopa sBnseTcs
O[HOI1 U3 CaMblX BaXHbIX. Y6exaTb 0T MeTadopbl 03HA4aET
noTepsATb CMbIC/ B CaMoi (hOpMe, NO KpalHel Mepe, yMeHb-
WKUTb 3HaYeHNe QopMbl.

Ham Hy»HO 3aMeHUTb MeTadopM3aLmio OAHUM U3 BULOB
cucTemMaTuyeckoin o6paboTku — 06paboTKM apxXUTEKTYPEI.
370 No3BONUT U36eXKaTh HOPMANLHOTO NOAXO0A], 3AMEHSASACH,
BO3MOXHO, UHTYUTUBHbLIM CMBIC/IOM NpOLecca NOCTPoeHs
apXMTEKTYpHOro npouecca. Xopownm NpMMepom B 3TOM
HanpaeneHuu sensetca pabota Kauy Ceitgxuma. MposeauTe
cpaBHeHMe ¢ Apatoit Mogoa3aku Mcopsaku, koTopelit pa6o-
TaeT Yyepes 0YeHb CNOXKHbIA METOA NEPEOCMbICIEHUSA KOH-
TEKCTOB... TOYHee, MeToA, peryaupyowmii bopmmpoBaHme
30aHuii, KoTopble 6YAYT YCTAaHOBNEHbI B 3TUX KOHTEKCTaX.
Mopop3aku genaet 370 Yepes oyeHb JONTHit CUCTEMATUYe-
CKWUI NpoLecc, ANNHHYI0 LenoyKy paccyxaeHuit. Hanpotus,
pa6ota CefKuUMbl ABNAETCA PE3YNbTATOM FYBOKNUX UHTYM-
TUBHbIX BOCMIPUATUI, KOTOPbIE, TEM HE MEHee, NO3BONAIT
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< Xupouww Haiito, bota-
HUYeCcKuit My3eil (My3eit
pacteHuit u nioeit) B Koww,
finoHus, 2000 /

Hiroshi Naito, Botanical
Museum (museum of plants
and humans) in Koshi,
Japan, 2000
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v Xupouww Haiito, boTa-
HUYeCcKuit My3eit (My3eit
pacTeHuit u niogeit) B Koww,
finoHus, 2000 /

Hiroshi Naito, Botanical
Museum (museum of plants
and humans) in Koshi,
Japan, 2000
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npoekr 6aikan 58 project baikal

A Biopo Auywu Kutarasapa Apkutekrc, Big pallette, ®ykywuma, AinoHus, 2002 /
Atsushi Kitagawara Architects, Big pallette, Fukushima, Japan, 2002

v Xupouww Haiito, boTaHuyeckuit my3eii (My3eit pacteHnii u nopei) B Kown, Anoxus, 2000 /
Hiroshi Naito, Botanical Museum (museum of plants and humans) in Koshi, Japan, 2000

rely too much on media technologies, having lost their defense reflexes
responding to the evils of technologies. They forget that the new
always performs in two ways: on the one hand, in a constructive way,
but, on the other hand, in a radically destructive way, which is no less
successful.

In this regard, I was impressed by the Russian approach to technol-
ogies: “If you have a phone, you shouldn't believe that it works 100
per cent...”. The Japanese say: “If it is a phone, it always works 200
per cent”. They think: “It must work as a phone - it is its moral duty”.
But morals don't always agree with reality. So, if a phone works 100 per
cent, the Russians can even find it suspicious. “It can be machinations
of imperialism”, they say. There is a sound skepticism in this phrase.
The Japanese do not use skepticism as a tool for a machine, which can
be very dangerous.

This example allows to understand that their deep loyalty to
technology has lead the Japanese to idolization and to simulation of
technological machinery and precision even where they are simply
impossible, to desire to turn technology into an ornament which is seen
in today’s pseudo-hi-tech practices, kitsch-avant-garde architecture of
our streets.

Yes, this absurd ornamentalism has gone so far that it proposes a
project for a skyscraper with a symbolic height of 3778 m, that is one

NPUHUMATh pelleHne B OfMH MOMEHT: 3TO COKpalyaerT Le-
NOYKY pacCyXAeHun 1 npeBpalyaeT An3anHepcKoe peleHune
B OTKpbITUE. MOXHO CKa3aTb, YTO G1arofaps MHTYUTUBHOMY
CO3HaHWI0 OHA UMUTUPYET paboTy KoMMbloTEPa.

B kakoii-To mepe paboTta CeKUMbl UMeET OTHOLIEHME
K pabote Kagsyo LUnHoxapa, Yby NPOEKTbl OCHOBAHbI
Ha Bepe B 3HepreTuyeckoe none. OH — No-HacToALEMY KOH-
LenTyanbHbIl apXMTEKTOP, KOTOPBI NbiITAeTCA BOCMNONb30-
BaTbCA CYLWECTBYIOWMMY CBOWCTBAMU HA Y4acTKe, Ha fopore,
B AOME U T. ., NPeACTaBAAA UX YEM-TO BPOJiE MAarHUTHBIX NO-
neit unu paamauuu. LLinnoxapa akcTpanonnpyer nsnyyeHue
Ha TaKue Nos U U3y4yaeT UX B3aUMOLENCTBUSA B NPOCTPaH-
CTBe, a 3aTeM 3ajaeT UX pe3yibTaT B BUAE NMPOEKTHOrO pelue-
HuA. [103TOMY OH CO3HaTeNbHO ClefyeT N0 NYTU HEKOTOPbIX
CNeKyNATUBHBIX METOA0NOT NI, CBA3AHHBIX C COBPEMEHHOM
MaTeMaTUKON U PU3MKON.

KoHeuHo, Bbl NpaBbl B TOM, YTO, UCMONb3YS TEOPUIO
nons [7] kKak METOL0NOTMYECKMNIA NHCTPYMEHT, HEBO3MOX-
HO He CBA3aTb 3Ty CTPATeruio C Teopuen xaoca u naeamu
JlopeHua, Yapbl u CteHrepc B 061acTu caMoopraHu3aLmu
maTtepun. HekoTopsle Wwkonbl B ANOHUK paboTatoT no npa-
BUNAM Teopun xaoca. Pe3ynbtatbl No-npexHeMy HaxoAaTCs
Ha ypOBHeE NoMnbITOK, HO Xupomu Pymku n Aiiga Takedymu
paboTaloT B 3TOM 061aCTH yIKe [OBONBHO yCnelwHo. OHu
KOHL,enTyanbHO MMUTUPYIOT B CBOMX NPOEKTAX COCTOSIHNE
NPOCTPAHCTBEHHOW CTPYKTYPbI, B KOTOPOW OHO ABNAETCA
06BbEKTOM C YeTbIpbMSA U GoNlee U3MEPEHUsMU, U NojBepra-
€TCA NPOM3BO/bHbLIM 3aBUCMMOCTAM B Pa3fiIMYHbIX CPeAax.
3pech s MOry 06HapyXnTb CXOACTBO C TEM, KaK KOCMOTOHM-
yecKoe YyBCTBO He3alWMILEHHOCTM OTpaXaeTcs B NOBeAeHUN
Niofiel, 0 yeM roBopuT JIM6ECKUHL U KOTOPOE BOCCO3AaHO
B €ro apxuTekType... B cnyyaiHbix cTpykTypax Xupomu
OyKM Xa0C KOHCONMANPYETCS B CUCTEMBI U NpUobpeTaeT
XapaKkTep BPeMEHHOM OpraHu3aLuu, C KOTOpOoil MOXeT Hayu-
HaTbCA ynopsfoyeHne mupa.

CywecTByeT Takxe o4eHb OPUrMHANbHAA UHTEpNpeTaLma
AepeBsHHOI CTpyKTypHO Tpaguuuu HTbl Caitto. OH 06bsAC-
HAET CBOW MeTOJ KaK HeKYI0 TPaHCrpeccuio Unu pekpeauuio,
TO eCTb BBE[lEHME NPUHLMUNOB, B3ATHIX U3 OAHOI 06nacTy,

M UX pasmelyeHne B pyroM — apxXMTeKTYPHOM — NPOCTPaH-
cTBe. 3ambicen CailTo 3aKi04aeTcs B TOM, 4TO6ObI CO34aTh
HEKUI NPOM3BOJIbHO NepecKa3aHHbIi MUP C MOMOLLbIO BbICO-



meter higher than Mount Fuji. This proposal speaks to the fact that the
trust in technology competes with the trust in the nature itself.

Now, let’s consider the space of searching in this transitional period
through the different points of view of Japanese architects in order
to trace the dominating and distinctive concepts. Let’s start from the
computer ideology.

The exhibition “Information Art: Diagramming Microchips” recently
held at MoMA had a great impact on the concept development of the
computer city. Toyo Ito was probably the first to refer to this new op-
portunity to comprehend the city through the metaphor of the “garden
of microchips” [6]. According to Ito’s ideas, today'’s city lives in at least
two parallel realities: one in the physical structures and the other in
absolutely ephemeral phenomena: images, screens, lights, information
and energy flows.

However, I should admit that I am skeptical about metaphoric ideas
about computers, which are projected onto architecture today. I would
rather say that the computer should be mostly used as a real tool, a
programming tool in architecture and urban planning. For example,
Kenji Irie, probably the most fervent advocate of computers among
architects, presented at the exhibition a three-dimensional machine
that correlates human movements with the environmental condition.
The movement causes certain changes in the environmental parame-

KUX TEXHONOTMIA... Ho TO, 4TO nonyyaeTcsa Ha hUHMULWE, O4EHD
AaneKko oT 06pa3HOCTH XaiTeka.

Xupown Haitty — npegcraBuTtens OpraHMYecKoro nog-
XO[a, NPeACTaBAAIOLEro ele 01H Ype3BblYalHO BaXHbIN
MexaHW3M NepeoLeHKN TPAAULMOHHOMN SNOHCKOM KyNbTypbl.
Y10 kacaerca Auywu Kutarasapa, opraHMyeckuin noaxon,

y HEro 03Hayaet co3jjaHue LepeBAHHbIX KOHCTPYKLMIA
Ha BCeX YPOBHAX W MaclwTabax 34aHnsA, HauuHas c getanei
1 c6opoK.

Bce 370 0 NOKONEHUU HOBbIX APXMTEKTOPOB, KaK 1 UX Ha-
3bIBal0... YTO Kacaetcs MONOAEKH, y GONbLWMHCTBA U3 HUX
HET 3TOro — KOHLeNTyanbHOro NPOCTPAaHCTBA B CO3HAHUN.
OHUM MeHee 3aMHTepecOBaHbl B MHHOBALMAX U GnecTaT oTpa-
JXE€HHbIM CBETOM...

1 He 0XXMAa MHOrOro oT 3TOro nokosneHua. OHu urpaioT
C UMY, YXKe UCYEPNaBLLUMMU CBOW PECYPC, YIKE NOJTyYeH-
HbIMU OTBETAMM, Y}Ke Pean30BaHHbIMU HAMEpPEHUAMU Nepe-
MEH. 3T0 KOH(MOPMUCTCKOE NOKONEHNE, CINLIKOM 3aBUCUMOE
OT KOMMEPYECKOTr0 ¥ MOAHOTO pblHKA, OT BHUMaHuUa CMU, Te-
nesupeHns, pagno. Mol Haxogumes Ha 3tane nepexoga. Ectb
apXUTEKTOPbI C XOPOLWUM OyaylLUM, HO HET NEPBOOTKpPbIBaTE-
Neit HOBbIX FOPU30HTOB. MPOCTO 3TN apXUTEKTOPLI HE ABNSA-
I0TCA HOBbIMU apXUTEKTOPAMU, OHU TOJIbKO MOI0AbI...

Kpatkas 6uorpacms

Poguncs B 1948 ropy B AinoHuu. Nocne okoH4yaHus Tokuii-
cKoro yHusepcuteTa B 1972 rogy Puuun Musike nonyyun cre-
neHb AOKTOpa apxuTeKkTypbl oT Ecole nationale supérieure
des Beaux-Arts B Mapuxe B 1979 rogy. B 1981 rogy oH
TaKXe Nosyynn LOKTOPCKYIO cTeneHb B TOKNIICKOM WH-
CTUTYTe NOCNEAMUNNOMHOTO 06pa3oBaHus, rae No3xe cTan
AOLEHTOM W MOJYYMUN AUNAOM B 061aCTU NOSUTUKN U Meaua.
OH MHoro neT paboTtan npenofaBarenem B TeXHONOTMYECKOM
uHctutyTe B Cubaype, B YHuBepcutete Keito, B Mapuxckon
KOHCEepBaTOpUM N0 UCKYCCTBY M pemecnam, YHBepcuTe-

Te ®yaxa B Cannopo u Apyrux. fBnsercs cneumanncTom

B 06/1aCTH apXUTEKTYPbI, PECTABPALUM aPXUTEKTYPHOTO
Hacnepus u ropogckoro passutus. MpesungeHt Opanuys-
CKO-fINOHCKOM accouMauum NpoMbllAEHHBIX TeXHONOTniA. OH
YYaCTBOBA B NPOEKTUPOBAHUM W YNPABJEHUM Pa3BUTUEM
TaKWUX ropofoB, KaK Mokorama, Xenbcuku, LeHbsH (Kuran),
Manaiie (3cdmonus) u MHorue gpyrue. ABTop 1 CoaBTOp

ters: light, configuration, proportion, etc. This represents transforma-
tion of architecture into a truly interactive system that extrapolates
impulses of a human body into the environment. He also studied the
possibilities of transcription of a Japanese city into a kind of rhisome,
which provides absolutely unexpected opportunities to use a computer
as an operating tool complementary to the mind of an architect and
researcher.

Thus, on the one hand, computers are unfit for metaphorization of
architecture; it is just a powerful operating tool. On the other hand, in
any work of art, you cannot avoid poetic techniques, one of the most
important of which is metaphor. To avoid metaphors means to lose
sense in the very form, or at least to diminish the significance of the
form.

We should replace metaphorization with one of the types of
systematic processing — processing of architecture. It will help us
to avoid a formalistic approach, while replacing it with an intuitive
sense of organizing the architectural process. A good example of this
is Kazuyo Sejima’s work. In comparison, Arata Isozaki, who uses a
complex method of reconsideration of contexts... Or rather the method
regulating the formation of buildings, which will be placed in those
contexts. Isozaki embarks on a long systematic process, a long chain of
discourses. On the contrary, Sejima’s work is a result of deep intuitive

< Xupomu Pymxu, npoext
Mu3zoe Ne4, 1993 /

Hiromi Fujii, Project Mizoe
No4, 1993

v bkyHpaso Cakakypa, Me-
MOPHanbHbIA 330 rTMMHA3UK
Muumypa, Cainpxo, Anoxus,
1961/

Junzo Sakakura, Ichimura
Memorial Gymnasium, Saijo,
Japan, 1961
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v Co ®ymxumoro, Jenda
House. MocnepHunit gepe-
BAHHbI gom, Kymamypa,
finoHus, 2005-2008 /

Sou Fujimoto, Jenda House.

The last wooden house,
Kumamura, Japan, 2005-
2008

perceptions, although they allow for making an immediate decision:
this shortens the chain of discourses and turns design solutions into
a discovery. It can be said that she imitates computer performance
thanks to her intuitive perception.

Sejima’s work is somehow related to Kazuo Shinohara, whose proj-
ects are based on the trust in the energy field. He is a truly conceptual
architect, who tries to use the existing qualities of the site, the road
or the house, perceiving them as a sort of magnetic fields or radiation.
Shinohara extrapolates emissions on such fields and studies their inter-
relation in the space, and then presents their result as a design solu-
tion. That is why he deliberately follows the way of several speculative
methodologies related to the contemporary mathematics and physics.

Of course, you are right, that, using the field theory [7] as a meth-
odological tool, it is impossible not to associate this strategy with
the chaos theory and the ideas of Lawrence, Ueda and Stengers in the
sphere of self-organizing systems. Some Japanese schools follow the
rules of the chaos theory. The results still look like trying, but Hiromi
Fujii and Aida Takefumi are already successful in this field. In their
projects, they imitate the condition of the spatial structure, in which it
is an object with four and more dimensions and experiences arbitrary
relations in different environments. This is similar to how a cosmogonic
feeling of insecurity is reflected in human behaviours. This is depicted

MHOTOUYMCNEHHBIX KHUT U NYGAUKALMIA B NPECTUIKHBIX
M3[aHNAX apXUTEKTYPbI U KyNbTYPbl, @ TaKKe KHUMM 0 Tapao
Anpo, Wurepy baH, WuH Takamauy, uccnegosaxuii 8 06na-
CTW apXUTEKTYPHOFO PeruoHann3mMa v MofiepHU3Ma, Teopum
U UCTOPUM COBPEMEHHOMN APXUTEKTYPSI.

1. KyHuo Makasa (1905-1986) — ANOHCKUI1 apXUTEKTOP, NPeACcTaBUTeNb
MOAepHM3Ma. 3aHUMAET BUAHOE MECTO B COBPEMEHHO AMOHCKOMN apxu-
TekType. fBnsetca yyeHukom Jle Kop6iosbe, CTOPOHHUKOM NpUMeHeHMUs
HOBBIX MPUHLMMNOB U MaTEPUANOB B ANOHCKOI apXUTEKType.

2. [xyHp3o Cakakypa (1901-1969) — ANOHCKMI apXUTEKTOP, CTYAEHT

1 nomouwHuK Jle Kop6to3be B ero napuxckoit cryauu. B 1959 rogy oc-
HoBaJ co6CTBEHHYIO NpakTUKy B Tokuo, a 3aTem pabotan ¢ Jle Kop6iosbe
Haj HaunoHanbHbIM My3eeM 3anafiHoOro UCKyccTBa B TOKMO.

3. Architecture Transfiguration - BbicTaBKa, AeMOHCTPUPYIOLLAA COBpe-
MeHHbIE IKCNEPUMEHTaIbHbIE APXUTEKTYPbI B ANOHWUM KaK TOT UAN UHOM
TUN BOCCO3/aHNA YCTPOICTB U KOHCTPYKLMI NPUPOAHBIX ABNEHUI U TKa-
HeW, KyNbTYPHbIX MOAENeii u BAMAHUNA, MUKPO- U MaKpocucTem B hu3nke
NT.A.

in Libeskind’s architecture... In Hiromi Fujii’s random structures, the
chaos consolidates into systems and grows into a temporary structure,
from which the ordering of the world may begin.

There is also a distinctive interpretation of the wooden structural
tradition by Yuta Saito. He explains his method as a transgression or a
reaction, that is introduction of the principles taken from one field to
the other (architectural) space. Saito’s idea is about creating a freely
interpreted world with the help of new technologies... But the result is
far from the high-tech visualization.

Hiroshi Naito represents an organic approach, one more crucial
mechanism of re-evaluation of traditional Japanese culture. As for
Atsushi Kitagawara, his organic approach means creating wooden
structures at all levels and scales of the building, starting from the
details and assemblies.

It's all about the generation of new architects, as I call it... As for
the youth, the majority of them don’t have the concept space in their
mind. They are less interested in innovations and shine with reflected
light...

I don't expect much from this generation. They play with the ideas
that have run out of their resource, with the answers already received
and the desires for change already realized. This generation is conform-
ist and too dependent from the commercial and trend market and from

4. KoH Bamxupo (1888-1973) — ANOHCKMII AU3aiiHEP U apXUTEKTOP.
OKOHYMN OTAENeHne rpaduyeckoro ausaiiHa B TOKUIACKOM yHUBEpPCUTETE
UcKyccTB. Ero Ha3biBalOT «OTLOM COBPEMEHHOCTUY — WKOMbI COLMOOTUY,
3aMHTePeCoBaHHOII B U3MEHEHUAX FOPOACKOro naHawadTa u nogen.

Ee npeu ucnonbsosanuch ans npespalyeHns TOKMO B COBPEMEHHBIN
Meranonuc. Bagxupo pabotan B TeCHOM KOHTaKTe C 3THOrpadamu u xy-
LOXHWUKaMW No BONPOCAM NPOXMUBAHUA B CENbCKUX U TOPOACKUX paioHax
AinoHuu. OH rny6oKo U3y4yan NoCNeACTBUS BEJMKOrO 3eMNETPACEHNS

B TOKMO ANt FOPOACKOW XU3HU, @ TakKe 06pa3 HU3HU U CTPOUTENLCTBA,
CBA3@HHbIE C TPAANULMOHHbLIM lePEBAHHBIM AOMOM AMOHCKUX KPECTbAH

u pepmepos.

5. Pusoma — Risoma (rhizoma - rhizomma) — koHuenuus dpunocoduu
nocTMoAepHU3Ma, 0603HavatwWwas IKCTPACTPYKTYPHbINA U HENUHEl-

Hblil CNOCO6 OpraHN3aLyMm B LLEENOM, KOTOPbIH NO3BONAET HENPEpPLIBHO
M3MEHSATb U Peann30BbiBaTh CBOM COBCTBEHHDIN TBOPYECKMII NOTEHLMAN
NnOCPeACTBOM CaMOHACTpauBaHus. 3ToT TepMuH Gbin BBeAEeH B 1976 rogy
Xunem [lenésom n Genukcom latrapu B ux comectHoit pabote Rhizome,
00bACHAIOWEN OCHOBHbIE KOHLIENLUN HOMAAO0NOTUYHOTO AN3aliHa
NOCTMOAEPHU3MA, KOTOPbI OTPULLAET NOCTOAHHYIO MHTEpPNpeTaLnio
1306paXeHUs OKpyKaloleit cpefbl v BbITUA.

6. A Garden of Microchips — The Architectural Image of the Microelec-
tronic Age — ctatbs Toito UTo, ony6nukoBaHHas B cbopHuke Transaction,
transgressions, transformations: American culture in Western Europe
and Japan, 2000, Berghahn Books

7. Teopus nons ABAAETCS YaCTblO MaTEMATUKK, U3yyaloLeil anrebpau-
YecKue CTPYKTYpbI, Ha3biBaemble noasmu. Monem HasbiBaeTcs 0606-
LWeHue Ans 6oNbLKHCTBA YMCNOBBIX cucTeM. LLIMpoko u3BeCTHbI nons
paunOHaNbHbIX, BELWEeCTBEHHbIX U KOMNNEKCHBIX Yncen. B knaccuyeckoit
(hU13MKe NPOCTPAHCTBO MEXAY ABYMA B3aUMOAEHCTBYIOWMMU YaCTULAMM
(Hanpumep, ABYMA 3NEKTPUYECKUMU 3apAfAMM) 3aNOHAETCA NOJIEM, KO-
TOPOE CYXKUT HOCUTENEM B3aUMOAEHCTBUA (IHEPrMM) OT OFHOI YacTULbI
K ppyroit. /

1. Kunio Maekawa (1905-1986) was a Japanese architect and a key
figure of modern Japanese architecture. He was an apprentice of Le Cor-
busier and a proponent of application of new principles and materials to
Japanese architecture.

2. Junzo Sakakura (1901-1969) was a Japanese architect, an apprentice
and an assistant of Le Corbusier in his Paris studio. In 1959 he launched
his own practice in Tokyo and then worked with Le Corbusier on the
National Museum of Western Art in Tokyo.

3. Architecture Transfiguration is an exhibition that demonstrates con-
temporary experimental architectures in Japan as a type of recreation
of structures of natural phenomena and fabrics, cultural models and
impacts, micro- and macrosystems in physics etc.



media, television and radio publicity. We are at the transitional stage.
There are architects with good future, but there are no explorers of new
horizons. Because these architects are not new architects, they are just
young...

Short biography

Riichi Miyake was born in 1948 in Japan. After graduating from
University of Tokyo (1972), he received the PhD degree in Architecture
from Ecole des Beaux-Arts in Paris (1979). He received a doctorate de-
gree from Tokyo Graduate Institute, where he later became an assistant
professor and received a diploma in policy and media. For many years,
he worked as a professor at the Shibaura Institute of Technology, Keio
University, Conservatoire National des Arts et Métiers in Paris, Fuji
University in Sapporo and others. Miyake is a specialist in architecture,
architectural heritage restoration and urban development. He is the
president of the France-Japan Industrial Technology Association. He
has participated in the design and urban management of such cities
as Yokohama, Helsinki, Shenyang (China), Mekele (Ethiopia) and many
others. He is an author and co-author of a number of books and publi-
cations in famous architectural and cultural editions, as well as books
about Tadao Ando, Shigeru Ban, Shin Takamatsu, studies in architec-
tural regionalism and modernism, theory and history of contemporary
architecture.

4. Kon Wajiro (1888-1973) was a Japanese designer and architect. He
graduated from Graphic Design Department at Tokyo University of Arts.
He is renowned as the father of “modernology”, a branch of sociology
which studies the changes in cityscape and people. Its ideas were used
for Tokyo becoming a modern metropolis. He worked with artists and
ethnographers to study rural and urban Japan. He thoroughly studied
the post-earthquake conditions in Tokyo, as well as the lifestyle of Japa-
nese peasants and farmers and their traditional wooden houses.

5. Rhizome is a post-modernism philosophical concept, which denotes
an extrastructural and non-linear organizational mode, allowing for a
continuous measurement and realization of one’s own creative potential
by means of self-adjustment. This term was introduced by Gilles Deleuze
and Felix Guattari in 1976. Their collaborative work “Rhizome” explains

basic concepts of nomadologic postmodernist design, which denies

a continuous interpretation of the vision of the environment and
existence.

6. A Garden of Microchips. The Architectural Image of the Microelec-
tronic Age is an article by Toyo Ito published in Transaction, transgres-
sions, transformations: American culture in Western Europe and Japan,
2000, Berghahn Books.

7. Field theory is the branch of mathematics in which algebraic struc-
tures known as fields are studied. The field is a generalization for most
of the number systems. The fields of rational, real and complex numbers
are well-known. In classical physics, the space between two interacting
particles (for example, two electric charges) is filled by the field, that is
a carrier of interaction (energy) from one particle to the other.

A WwuH Takamauy, My3seit
doTorpaduu Womku Yepa,
Kunwumoto-yo, Tottopu,
finoHus, 1993-1995 /

Shin Takamatsu, Shoji Ueda
Museum of Photography,
Kishimoto-cho, Tottori,
Japan, 1993-1995

< Xupowwn Hairo, bota-
HUYecknit my3eit (My3eit
pacteHuit u niofeit) B Koww,
finoHus, 2000 /

Hiroshi Naito, Botanical
Museum (museum of plants
and humans) in Koshi,
Japan, 2000
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