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KAZUYO SEJIMA

Born in Ibaraki Prefecture, Japan

Graduated from Japan Women's University with Master's Degree in Architecture
Established Kazuyo Sejima & Associates

Established SANAA with Ryue Nishizawa

Visiting Professor at Harvard GSD, Cambridge, USA

Professor at Keio University, Tokyo, Japan

AWARDS

Kajima Prize, SD Review 1988 for Platform | & Il
Special Prize for Residential Architecture,
Tokyo Architect Association for Platform |
Yoshizaka Prize, The Japan Architect, for Platform |
Honorable Mention, Competition La Maison de la Culture de Japon, Paris
ond Prize, SD Review 1990, for Saishunkan Seiyaku Women's Dormitory
21 prize, Nasunogahara Harmony Hall Design Competition
Young Architect of the Year, Japan Institute of Architects,
for Saishunkan Seiyaku Women's Dormitory
2" prize Commercial Space Design Award 92,
for Castelbajac Sports Shop
18! Prize, Commercial Space Design Award 94, for Pachinko Parlor | & II
Architecture of the Year ‘94, for Villa in the Forest
Selected for Yokohama International Port Terminal Design Competition
18t Prize, Kenneth F. Brown Asia Pacific Culture and Architecture Design Award,
University of Hawaii, for Saishunkan Seiyaku Women's Dormitory
21 prize, Hiroshima City Nishi Fire Sation Design Competition
2 prige, Nagaoka Bunnka Souzou Forum Design Competition
Erich Schelling Architekturpreis, Karlsruhe, Germany

CURRICULUM VITAE

RYUE NISHIZAWA

Born in Tokyo, Japan

Graduated from Yokohama National University with Master's Degree in Architecture
Established SANAA with Kazuyo Sejima

Established Office of Ryue Nishizawa

Visiting Professor at Harvard GSD, Cambridge, USA

Associate professor at Yokohama National University, Japan

AWARDS

Selected for SD Review 1997, for Weekendhouse, Gunma, Japan

The Yoshioka Prize, The Japan Architect, for Weekendhouse

ond Prize, Inter Intra Space Design Selection, for Weekendhouse

Display Design Award 99, for Takeo Paper Show1999

1! Prize in Residential Architecture, Tokyo Society of Architects & Building Engineers
for Weekend House

The Kajima Prize for SD Review 2001 for Ichikawa Apartment

SANAA [Kazuyo Sejima + Ryue Nishizawa]
AWARDS

18t Prize, Museum of Contemporary Art Sydney Extension, Australia
15t Prize, Inter Intra Space Design Selection, for Multi-Media Workshop, Tokyo, Japan
Selected for New Campus Center for lllinois Institute of Technology
Competition among final 5 architects, Chicago, USA
The Prize of Architectural Institute of Japan, for Multi-Media Workshap, Tokyo, Japan
18t Prize, Edifici-Mondo: a competition for the recuperation of the Antique Quarter of Salerno, Italy
Selected for Center for Contemporary Arts, International Competition among final 15 architects,
Rome, Italy
15! Prize, Museum of Contemporary Art Kanazawa Design Proposal, Japan
18t Prize, Stadstheater in Almere, The Netherlands
34 Prize, The AMAG-BVK commercial buildings Zurich, International Competition, Switzerland
Selected for the ASIA Society Hong Kong Center Design Competition among final 3 architects,
Hong Kong, China
21 prize, New Mercedes-Benz Museum, International Competition, Stuttgart, Germany
Arnold W. Brunner Memorial Prize in Architecture, American Academy of Arts & Letters,
N.Y, USA
Architecture Award of Salzburg Vincenzo Scamozzi, Salzburg, Austria
2" prize, Erweiterung Museum Rietberg, International Competition, Zurich, Switzerland
Selected for the Novartis Campus Basel Design proposal WDJ 157 new Building for Pharma

181 Prize, Design Schoal Zollverein, International Competition, Essen, Germany
Design Study for the World Trade Center Site Invited Design Study
as a member of SOM TEAM
1! Prize, New Museum of Contemporary Art, International Competition, New York, USA
18t Prize, Novartis Campus WSJ-204 Office Building, International Competition, Basel, Switzerland
The Golden Lion for the most remarkable work in the exhibition 'Metamorph', for the projects
21st Century Museum of Contemporary Art, Kanazawa and Extension of the Institut Valencia
d'Art Modern, Valencia, in the 9th International Architecture Exhibition, la Biennale di Venezia
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[fragments from a conversation]

LIQUID PLAYGROUNDS

We would like to start this interview with a small personal secret.
We will take a break to begin with, relax, and ask you directly about
yourselves. In private we have always asked ourselves about the
matter that links two people with such strong characters. What are
your partner’s most interesting ways of working and thinking? What
are you unable to do that you especially appreciate in her or him?

RN: Sejima is the bravest person | have ever known. Anyone who wants
to design with her has to be daring. She is also very realistic, not a
dreamer. All she thinks about are real things.

We find that surprising...

KS: Some older Japanese architects completely misunderstand us. They
think | am a very emotional architect and that Nishizawa is very logical.
Although | must admit that often...

...you change roles.

RN: Sejima is very stable. On the other hand, | sometimes lose my way,
when | suffer doing something. She never loses it.

KS: In the beginning of the design process we tend to discuss a lot,
not only with each other, but also with our staff. Gradually we move to
the next phase through these conversations. | generally start to think
in a direct way and he tries to be more emotional. | think that he is
more poetic than me
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Both of you were training for a long time with one of the great Japanese
architects. You are a kind of generational succession chain.

KS: When | was a child, | saw a picture of a house which really impressed
and intrigued me. So when | took the entry examination for the University,
I decided to enrol in an architecture course. One day during my studies,
| came across a photo and noticed it was exactly the same house. That
infused my interest in architecture. The picture was of the Sky House by
Seikun Kikutake, finished in 1957 in Tokyo. It is very curious because
Kikutake was a teacher of Toyo Ito and after Ito graduated, he joined
Kikutake's office and worked there for three or four years. After that, Ito
started his own firm, which | joined. | was there for six years and was
in charge of two small houses and one small building. When | finished
my studies, | wanted to join a small office, not a big one, with a young
architect. His office was small, with only four or five people, but | could
not imagine being there forever. This is a very typical pattern in Japan.

RN: When | was a student, | was working in lto’s office because |
respected him. There | met Sejima, who sometimes came back to visit.
It was a coincidence.

KS: | had already left his office by that time. | imagine that Nishizawa
preferred to join my office because | am younger than Ito. My office at
that time was very small, only one person.

RN: When | was working in Ito's office, there were about 30 people, so
it was difficult to have a continuous discussion with him. In Sejima’s
office, you could discuss things with her every day. That is why | chose
to work there.

We would like to talk about the special way you practice the profes-
sion. Three offices in the same space that share resources, drawing
boards and people. Can you describe the relationship between each
of the offices you are involved with? How does the relationship

evolve day by day?

KS: After winning the first prize in the competition for the Museum of
Contemporary Art in Sydney, we were invited to enter other competitions
like it. So SANAA was established as a collaborative office In 1995, but we
didn'treally start intensely until 1999, when we won two big competitions.

SANAA and KSA staff work in the same room so the relationship is very
close. Nishizawa, however, tries to keep his office separate.

RN: The reason why we originally established SANAA was to tackle foreign
competitions and major Japanese projects together. We would continue
to do small houses or interiors individually, but there are exceptions like
the Issey Miyake Shop by Naoki Takizawa.

My office is quite separate from KSA and SANAA. We do not share staff
or space, although all the spaces are close to one another; within one
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building. Of course | am called to join the SANAA meetings, but some-
times Sejima will ask for my opinion on the KSA projects as well. And
vice versa, when | have to decide something very important, | usually
ask for her opinion. We act as each other's critic. In that way, there is
a strong relationship between the three offices so the research process
and the way of presentation are intensely related.

We think you are doing some of the most interesting work in terms
of the current obsession with processes. Why are you interested in

working with endless variations of models?

RN: In our research process, we build an enormous amount of models,
but of course that is not our ultimate goal. The importance of this method
is the effort to create the largest possible number of alternative schemes
in order to see the different options from many different angles. We ask
everybody in the office, including ourselves, to produce as many options
as we can find. That is why, during this research period, the number of
drawings and models constantly grows to an enormous amount.

When did you start to develop this method of constant revelation
of themes through infinite alternatives?

KS: Saishunkan Seiyaku Women's Dormitory, my third project, consisted

of a more complicated and richer program than Platform | and Il, which
were simple weekend houses. The dormitory needed to serve 80 people
living together, which allowed for a range of possibilities: | could have
suggested 80 separate rooms, one big room, or only 10 rooms. There
were so many alternatives, so it was not easy or simple to decide in
advance. That was when Nishizawa joined the office, and we started to
work together this way.

RN: Before | joined, when | visited her office as a student, Sejima did not
produce so many models. It was a very small office, with small models

and one person. Very simple.

KS: The Dormitory program as such was not very clear and we started
to make many models just to visualize the relationship between program
and form and to compare options. It was only much later , when we were
developing the N-Museum, that we started to make the bigger, more
detailed models we use now.

RN: Recently, we have begun to produce very big models in the develop-
ment stage of the building projects, sometimes 1 to 5, or even 1to 1.

KS: We can only make decisions, even for small details, if we make
a model. Of course, it is almost impossible to discuss all the details
of a project, but we try, to see which option to resolve a problem is
most interesting.

Do you only use models in this process?
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KS: We produce drawings and diagrams on the computer in parallel from
the very beginning. Maybe there are people who can judge a project using
only digital documents, but for me, the physical model is the easiest way
to judge or to find a solution to a problem.

That is curious, because the direct, simple nature of your projects
contrast with the amount of variations that you fine-tune in all your
projects and the massive effort that goes into developing them.
Everybody says that your work seems to be very easy, but at the
same time you are famous for the amount of time you spend work-
ing at the office. How do you live with this contradiction between
the apparent lightness and easiness of your architecture and the

extraordinary effort that goes into it?

RN: If you don't spend a lot of time on projects, things get very compli-
cated. In Japan at least, if you don't ask architects to make something
specific, very complicated projects will appear. That is the reason why
Tokyo's landscape is becoming so overloaded and unpleasant. | think
that if you want to be an architect, you have to spend a lot of time mak-
ing your work more simple.

KS: It takes a lot of time because we try not to imagine what a certain
solution or a detail looks like— we actually build it in the form of a scale
model, and judge from that. A lot of discussion and work is required to
make a simple project. We never start from a simple base, even in the
schematic design phase. We seem to start from very complicated things
that gradually become simple.

Could we clarify a couple of aspects about this method. What is
the starting point for this search? Can it be anything or is there a
precise methodology? What are the criteria for your choice amongst
the endless solutions?

KS: The process of choosing one scheme over another is sometimes
very logical and other times very intuitive. We try not to select options
for which we can already imagine the outcome. In other words, we try to
select the direction with the most possibilities. After we decide on one
direction during the schematic design, we make more studies of different
scales, different views, etc. in order to make decisions. This process
is repeated many times. Even after we choose one direction, there are
still many things to be found.

We are particularly interested in the mechanics of this process—
the criteria you use in your searches and your decisions. Can you
describe in some detail one of these processes of searching through
infinite alternatives? Is the way you developed the Christian Dior
Building Omotesando a good example?
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RN : Yes, we made an enormous number of models for the Christian Dior
Building Omotesando. The zoning regulations were very limiting so almost
all of our studies concentrated on the inside of the building. This was a

contradiction because we knew from the outset that the Dior designer

would do the interior design. Although we only had to make the struct

and fagade, we decided t el ne relationship between t o

and the outside. That was one of the most important rules we created
U therwi | could work f iat I ]

olume. It would have been easy but find ir ] |

That why led to t I r lifficult I t

What other alternatives did you study?

S: In this option (pointing at a transparent plastic mode! with a complex
shape in its interior) we made a continuous space from the entrance to the
top; a specialised circulation space that also included the reta
RN: This one (¢ ointing to another model) with the floor it different
heights, shows the relationship between retail space and other space
lesigned by Dior. This optior very open so you can enjoy the tree

on the street:s

This next one (speaking about another model very similar. This is the
idea of stacking differer ntain tf ianed
by Dior. The others are v | g
different way el that | [

cupie ) to the ¢ spare
cladding) addresses the relationship | r itside and de t
creating an independent shape in the interior, which we try to show by
distorting its forn
Other studies deal with the character, th 1a nd th ior
the structure. In these, we explored how a dense structure of thin and
randomly positioned columns can define the inner space. The
is a kind of stacked space, although the basic, fundamental relatior
between floor and structure

As nly allowed to think about the building she we tried

work indirectly on the interior design through the structur

The final solution seems to be related to the building’s volumetric
maximisation and the apparently random overlap of the floors to
produce a building in which the scale is somewhat hard to read. Is

that really the case?

RN: One of the given conditions was to allow for mechanical spaces ir
the floor slab. As the interior design would come later, Dior required at
least metres of clearance for technical installations. Such a floor slat
i y thick an ) lat ide, but we did 1
make that decision—it fth lirement
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Study models

Tokyo, Japan. 2001/2003

KS: Because we had decided to make a simple transparent building,
this type of thick floor would have totally altered our idea. We decided
to disguise the slab behind the glazed fagade by treating the top and
underside of the floor in two separate layers. Otherwise, the slab would

be too apparent. Dior required a grand space for the ground floor while

preferring an intimate feeling for the other spaces

As they wanted high ceilings

in some rooms and low ceilings in others,

we decided to make this separation between spaces seem apparently

random. So | would not say that this separation is entirely about scale.

In other projects, however, the limits are not precisely established
and a 3-D organization generates the shape with which the building
relates to the context. What was the development process for the
shape of Small House in Aoyama?

KS: When | got the Small House commission, SANAA was working on two

cts: Stadstheater in Aimere and Kanazawa Art Museum.

very large proje

I really wanted to think about the possibilities of a small object and
my conclusion was that every centimetre can be extremely important

when you are working on such small scales. Of course, one or two

centimetres are always very important, but in the two big projects, this
dimension does not have such a big impact on the entire composition

of the building. This house, however, was so tiny that a variation of two

centimetres could have the power to make something possible out of
something impossible.

The site is very small and there is a tree, a rather small tree, but its
space is important, so | decided to set the basement back. | then placed
the main bedroom on the ground floor, with a small terrace facing out
instead of a normal window. Since the climate in Japan is humid, it is

important to bring air in from the base. The first floor has the maximum

dimension permitted by the regulations, and almost reaches the edge
Y J

of the site. If we think in terms of construction, it is impossible to ple

t exactly on the boundary, as we need space for the large foundations

due to earthguakes. So | maximised the size of the living room and the

kitchen on the first floor and gradually set it back downward to leave

space for the car park on one side and the small terrace on the other. |

repeated the action of setting back in the other directions to adjust the

dimensions of the rooms and their relationship with the surroundings
Small dimensions have a big impact on the relation with the limits of the
site, and with the exterior and the interior.

It is extremely interesting to notice that in this project, like the New
Museum of Contemporary Art in New York, the relationship between

the structural core and the limits of the building on each level ends
up defining the character of the space.
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KS: That is true. In the house, the core that contains the staircase is like
one big column and the floors cantilever out from it. Since the spaces are
so small, they are really defined by the relationship to the core.

The New Museum of Contemporary Art in New York has a completely

different scale. Here, we wanted to explore more possibilities of opening
the museum to the public while following the strict setback regulations.
The shape is not only due to our acceptance of these regulations but also
to independent boundary movements that we impose on the overlapping
volumes that define the Museum. We do this to feed light into the galleries

and to make terraces that allow people to go outside the building.

RN: Regulations, client requirements and function are always very impor-
tant. However, we do not think that one specific situation or the circum-
stances surrounding a commission become the only major reason for
doing sorﬁething We use the regulations, or the program, but at the same

time we want to keep and express a degree of freedom from them.

It is interesting to see how architects classify their own work. In a
catalogue of one of your recent exhibitions, the projects seem to
be clustered by affinities of form and organisation rather then by
chronological or programmatic criteria. We want to ask you about
the recurring appearance of certain figures in your work as a formal
strategy that offers a way of defining this field of relations between

spaces and that gives the city a unitary image.

KS: In the competition phase of the Kanazawa Art Museum, we proposed
a circle because the site is in the centre of the city and the people
approached the site from all directions. A rectangular or square plan can-
not make the entire fagade a front, as we could with a circular plan

RN: A circle can create a continuous building, without divisions, like a
continuous form without any articulation. The site has a heterogeneous
landscape: back sides of buildings, a forest, a traditional Japanese Tea
House and a small canal. We made a circle to create a continuous but
different landscape. A circle is an excellent shape when you are trying
to make continuous space.

In the competition period we proposed a circular building and the cli
ent (Kanazawa city) liked it. We could alter everything except the circle
During schematic design we tried to escape from it by making an oval
that looks like a circle, but we could not,

After that, different things took place: the curator (Yuko Hasegawa)
refined the program and fixed the different dimensions for each exhibi-

tion space.

KS: During the first three months of schematic design, we made models
We had a lot of internal discussions and others with the curator who
required many things. Together, we decided to use independent galleries

separated from each other.



