i

tt R B R K /M it 5 F & &£ R®

T E MASTER ARGHITECT SERIES [

ITSUKO HASEGAW/

Selected and Current Works

K&a)LEF

g \
grsi B2 5L T A M W #
China Architecture & Building Press




RERN X MK S IEFRE B

THE M ASTER ARCHITECT SERIES I1

I'TSUKO HASEGAWA

Selected and Current Works

K&EINIRF

BRERR ¥
BHEE K

RE 2 W I W H MR #
China Architecture & Building Press



LR [T SR,

xS




EEEEEEEEEEEEEEEEEEEEEEEEEE

ITSUKO HASEGAWA



(FR)HEBEF 0B35S
B¥: 01-98-2130 S

RIEHE: KEE BEX
EARMWHE: W

BHEREE (CIP) M

HRERRMAFHEMESR: KENETF/BAAL
Images AR A RIS ; BRERFFE . -t PEEBRAITY
HiRAE, 1998

FZJFE . Master Architect Series

ISBN 7-112-03729-8

It 1O QR Il . SR - R - B
IV .TU206

o B A 4R CIP $ i (98) 5 39779 &

First published in Australia in 1997 by

The Images Publishing Group Pty Ltd

ACN 059 734 431

6 Bastow Place, Mulgrave, Victoria, 3170

Telephone (61 3) 9561 5544 Facsimile (61 3) 9561 4860

Copyright © The Images Publishing Group Pty Ltd 1997

All rights reserved. Apart from any fair dealing

for the purposes of private study, research,

criticism or review as permitted under the Copyright Act,
no part of this publication may be reproduced,

stored in a retrieval system or transmitted in

any form by any means, electronic, mechanical,
photocopying, recording or otherwise, without the
written permission of the publisher.

National Library of Australia Cataloguing-in-Publication Data

Hasegawa, Itsuko.
Ttsuko Hasegawa: selected and current works.

Bibliography.

Includes index.

ISBN 1 875498 55 9

Master Architect Series II ISSN 1520 7253

1. Hasegawa, Itsuko. 2. Architecture, Modern—=20th
century—Japan. 3. Architecture—Japan—20th century.
1. Title. (Series: Master architect series 2).

720.92

Edited by Stephen Dobney
Designed by The Graphic Image Studio Pty Ltd,
Mulgrave, Australia

Film by Scanagraphix Australia Pty Ltd
Printing by Everbest Printing, Hong Kong

5 PP 1 AR T Tmages HH 4 T A R RO EZAR BSR4 R
HREBMABRE (ERER

Kangr

BER &F

BHE &

b B K T R AR IR . RAT (s EARE T E)
w o B E £ #

18 £ EN 5 B4 S ENRI BRI

FA, 787 x 1092 K 1710
19994E 2 A 55— 1999 4F 2 H B —IKEIRI
Enfc. 1—200008 EHr: 260.00 T
ISBN7~112-03729-8

TU - 2874 (9016)

MRHE BOLR

W R R, AR R

(BRE RS 100037)




Contents

= R

B Gkt

ik RIEHER

8
26
30
40
48
54
62
68
78

102
120
132

150
164
184
204
214
220
226
234

EIILEZ
ZFA LS
FHERN
IS
REAFEE
SOfEE
BATHE
AENMEE
W& AL
NERTE

STM 25
Footwork T B AL .00
B F N

R 85 WY I A
R H SO A
WFK R EYIE
WAL RE
L 4 R 18V SRR
K E bR &I G
MEREZARPLO
vk LG R Y

EFEHEN

245
246
248
250
253
254

NG

EASIHE R

BRI R . AR S/EIEAE S A
B K

2 ¢%)

€]






INTRODUCTION

4 e







Introduction

Form and Program
By Koji Taki

There are many aspects to [tsuko Hascgawa’s shift, in the last
ten years, from individual houses to a more “social”
architecture—but at the very least, this shift has forced her to
think of architecture from a different point of view and has made

her architecture, in my opinion, very socially conscious.

From the 1970s through the middle of the 1980s, architecture
(especially in Japan) was concerned primarily with form; it tended
to consider itself as an isolated discipline, separate from the
outside world. What I continue to find strange is the belief,
prevalent among architects at that time, that architecture peaks
the moment construction is finished, and after that begins to die.
Given this view, architecture cannot have any societal impact.
While it is possible to make architecture simply as an object, or
simply as space, its role within society is to house some kind of
activity or some kind of production. In some cases, what it
produces is simply “meaning”; in other cases, it is something more
tangible. But I believe it is only in the last decade that architects
have begun to seriously consider these more social, cultural,

and historical dimensions of architecture.

In these terms, even Hasegawa’s work of the early 1980s was
largely formal—a quest to understand, through form, the
conceptual framework in which architecture exists. But
Hasegawa’s work has changed considerably since then, starting
with the Shonandai Cultural Center. At that time, I had many
opportunities to speak with Hasegawa, and she began to talk
about the relationship between architecture and society in a

manner which was quite new for her.
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Introduction Continued

Before making architecture, Hasegawa has, to a certain degree,
some idea or image about the state of society. However, no matter
what kind of society architects paint in their minds, no matter how
well they conceive program, it is essential that they transcend this
traditional role and give additional thought to the kind of society
they want to appear in their architecture. Up to now, this kind of
discussion has been sorely lacking amongst architects. What kind

of society are we striving for?

This is not to advocate an ideal society, or a utopia. Rather, by
pursuing the real possibilities of society, one can begin to create
a conception of this society, about history, or even about people
and humanity. Urban theory has become somewhat vague
territory; it seems to me that this conceptualization of society is

more important than our conceptualization of the city alone.

Program was originally a diagrammatic consideration of how
people can best live within a society. For example, in the case of
the Yamanashi Fruit Museum, the building starts from a strong
formal image not unlike a basket; however, by building three such
“baskets” and connecting them underground, it might be said that
Hasegawa has created a new kind of program for a museum.

I don’t mean to imply that “form” is a word we don’t need; for
architects, the shape of a space and the program are not so easily
separated. Instead of considering program as one element and
architectural form another, architects tend to distinguish and
separate program using formal language. This is part and parcel

of the way that architects look at society.
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While Hasegawa was building houses, she took on problems of
form; with the Shonandai Cultural Center, she was able to take
on problems of program that she couldn’t address in houses.
Or, to put it another way, she ran up against the disjunction
between people’s varied lifestyles and the process of building

within a community. At that time, I believe Hasegawa became

very self-conscious about limiting the conception of architectural

program to formal terms. This consciousness has stayed with her

to the present, despite all the changes since that time.

I believe Shonandai was just an initial step: for Hasegawa herself,
for defining community participation in architecture, and for
developing a method of making public architecture. The
possibility of a latent femininity in the city came up in our
discussions at that time, but to avoid confusion with more
limited issues of feminism, the discussion gradually came closer
and closer to issues of locality. Shonandai is public architecture,
a community center for a particular place. However, though
Shonandai has some similarities to the Sumida Culture Factory,
it is also “private” in the sense that it maintains specific
connections to its locale (as opposed to a universally

public project).

Indeed, it is sometimes difficult to pin down what “public”
architecture is. For example, the Fruit Museum or the Oshima
Picture Book Museum are, though nominally public, also
inextricably tied to their particular locations. Further, it is clear
that there are cities of an understandable scale, and other cities
that we can no longer grasp. The scale of Fujisawa is
comprehensible, but once a city becomes much larger than

Fujisawa, we can no longer really imagine it. When this happens,

the city loses its local identity. And when a city loses this identity, it

might be said that the city is undergoing a process of
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Introduction Continued

internationalization. Beyond city administrators’ stereotyped
exhortations of the virtues of this internationalization, it is
important for us to truly understand that this change is inherent
in the very nature of cities. The size and scale of various public
projects are different, and as a result their societal impact is
different as well—at the level of the city, the prefecture, the
nation and even beyond. We have come to the point where

we must remake our image of the entire world.

Thus, at this time the concept of regionalism can only be seen
in a negative light. Although city administrators believe that
promoting regionalism is the best way to take care of local
citizens, the actual result is to marginalize them. For example,
there exist talented deaf drama troupes in Japan, and similar
troupes in France and other countries—a global network of
physically challenged performers. These troupes make excellent
drama, and therefore have the potential to really promote
internationalization. I have seen several such performances;
what was most interesting was the fact that, rather than seeming
limited by their handicap, they seemed better able to convey the
essence of their art. The handicapped are, of course, included
within the idea of continuing education, and public facilities are

made accessible to them. But instead of limiting their public life

to these places, we should promote their ability to open the entire

world to local communities. This kind of potential has yet 1o be

recognized by administrators and politicians.

What is a city? Though recent changes have yet to be incorporated

into its linguistic conceptualization, we have gone beyond the idea

of the regional city. I believe architects are all concerned with the

city’s potential to change the world. When public architecture gets

beyond a certain scale, its import already goes beyond the
relationship between its locale and the local population. The city

is “the world” and the world is “a city”; and this more complicated
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way of looking at the city must be both reflected in, and supported
by, public architecture. Certainly, parts of the city must serve
simply to function. However, in Niigata, working with a building
type that was originally created for spectacles (an opera house),
Hasegawa is building a performance center that reflects this
situation of internationalization in the city. To do so, she first had
to achieve an understanding that the city and society could no
longer be contained within a conventional fixed framework.

It was at this point that she could begin to conceive of dramatic

“crossover” possibilities.

The Niigata Performing Arts Center is not just a drama and music
performance hall, but is designed to bring together performers
from all over the world. Yet it is not simply a matter of wrapping
different elements together. Rather, I believe the problem of this
architecture was how best to support the curtain-wrapped
environment. We might say that the real “crossover” is the
negotiation between a single performance space and the everyday
space of the city. What role does the inorganic, transparent space
that mediates between these two fill? When this is made clear—
when it succeeds—perhaps our understanding of the concept of
program will also become very clear. It seems to me that we are

getting closer and closer to this possibility.

Even today, form is something that everyone must work with;

even the concept of “free space” that develops from program

is dependent on some kind of form (although this may be a broad
definition of the term}. What is important to keep in mind is that
architecture depends to a certain degree on logic. Without logic,
it is impossible to construct buildings; therefore logic is always
present. No matter where one looks, there is some kind of

explicable rationality present. However, there is also a gap
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Introduction continued

present—what might be called a “human soul” or Leben. This gap
is not simply that architecture is, in many respects, an open field
where people live unpredictably; it is the essential inconsistency
between logic and Leben. It is in this inconsistency that the city is
made; it is in this inconsistency that the world is made. If we can
understand this inconsistency, take hold of it like an unbuilt piece
of the world, and learn to create within it—if we can understand
this technique—it may be possible to make new kinds of space.
We have vet 1o see an architect who can create along these lines.

Moreover, we do not yet know how to inhabit this kind of space.

Yet it is with this technique that, for the first time, we will achieve
“urban” aréhitecture, and also allow “urban” architecture to reach
out to the world. From there I believe we can make “open
architecture”. What will be the nature of this “openess” How will
it come about? Whatever the answer, Hasegawa believes that the
true shape of society and cities and the world will appear along
with it. Thus, for architects, the current problem is not
architectural form, but what occurs beyond and through form—
the results of form. This will become the standard by which

architects are criticized. Perhaps we are already close to this age.

Although quotidian political concerns—for example, how a city
collects and uses taxes—will always be present, the real problem
of the city today is its increasingly international status. Although
it is still often thought of as a single regional space, as the city
proceeds towards complete internationalization, its very existence
as a recognizable entity is threatened. Within this trend,
architects’ proposals may still be executed by the city; but in the

end, these proposals become as much a part of the world as they

are a part of the city.
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This trend is global, and is currently a prime topic in both the
media and the public consciousness. Waterfront development

is happening everywhere in the world, but the resulting scenery
is very homogeneous. Without judging whether this is good or
bad, it is clear that—as we might expect—architects have a clear
image of the city, or society, or the world; based on this they
program architectural space. This is what they call programming,
and it is this program that exists in the gap between logic and
Leben. Ultimately, I believe that it is through the programming
contained in this gap that planning and architecture

must proceed.

Translated by Michel van Ackere, Itsuko Hasegawa Atelier
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