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Shanghai is seething.

In the year 2005, few cities can match Shanghai in its vigor and speed of
development. But just a few years ago the city landscape of Shanghai was
composed only of formalistic and decorative buildings standing along the
Huangpu River. That was at the end of the Twentieth Century when China had
only just begun to step onto the road toward a market economy. Just a few years
later, this landscape has exploded into an overwhelming pattemn of tall and great
buildings. To an architect who lives in Asia, Shanghai is truly a stage filled with
vigorous and dramatic elements.

| accepted the invitation to hold a solo exhibition in Shanghai because | was
excited to exhibit my work in this most remarkable of cities but at the same time
| also felt concern about exactly what | should convey or manifest to the people
of Shanghai. | did not want this exhibition to simply show my own designs, but
also wish to address the future of this great city. | wanted to find a cut-in point
by which | could explore new possibilities and after much consideration | chose
“environment” as my theme.

In my humble opinion, the present Shanghai is comparable to the social situation
in Japan in the latter half of the Twentieth Century, when in the decades after
World War 1T, Japan went all out in pursuit of the superpower America. Taking the
capitalist road, we rapidly rebuilt modern cities with the impetus of sparks setting
the prairie ablaze. Due to the American influence the social structure became
dominated by “mass production and mass consumption”. People’s lives tended
to become overly materialistic.

This hastiness of economic development has left us with various problems
today, especially with regard to architecture, which closely relates to people's
lives. Natural destruction, together with architectural negligence has become a
primary crime. They are responsible for the present environmental disruption.
Their characteristic is the agglomeration of chaotic metropolises. The landscape
of Tokyo, though stimulating lacks any trace of time and merely repeats the same
without demonstrating any real features.

The original problem is that at the time of Japan's urbanization, no clear direction
was given apart the one in pursuit of economic efficiency, there was no bond

to the cultural tracks of the cities. This destroyed any cultural dialogue in favor

of a repetitive theme of “productivity”. In some sense, the standstill of Japanese
society which was set up on such a fragile base seems natural.

A similar conflict has existed in the architectural world since the beginning of the
Moderm Movement. The most significant event in this regard was the birth of the
Intemational Style. It was based on sound motives, on the basis of which the
development of industrial technology would broaden architecture’s international
commonalities and overcome personal and ethnic differences. However, these
ideas were not given critical consideration and tumed into a single-minded pursuit of
rationality and functionality. Detached from the history and climate of their locations
and function, reduced to merely technical means of providing large quantities of
space on expensive land, the same kind of high-rise pbuildings were built in every
part of the world. After World War I when Modern architecture blossomed, voices
fearful of its uncritical diffusion were heard. Nonetheless, contemporary systems

of govemnance led by economic rationality silenced all these wamings. In the
meantime, our most valuable memories of places and landscapes were lost.

The architect Hiroshi Hara criticized the Japanese housing industry and housing
developments of the early 1970s, describing their appearance as “landscapes
which almost make us cry.” Today, we still have no reason to feel proud of the
blocks we are living in.

This does not indicate that Shanghai will repeat that mistake. But if Shanghai
wants to build a sustainable society for the next generation, then it is helpful to
take a look at the history of the city in its neighboring country. | expect China
which has an excellent leadership - something Japan lacks - can clearly outline
the architectural landscape of the city during this stage of urban development. It
is of great importance to make clear what the city landscape will be like in fifty, or
even one hundred year's time.

The path followed by Twentieth Century architecture has been a pursuit

of abstracted expression and, at the same time, of economically efficient
simplification. However, landscape is something concrete, and has all manner

of associations - tradition, history, the vernacular and so on. Given that the

point of departure for the masters of Modern architecture - most prominently Le
Corbusier - was a break with the past and an attempt at creation on the basis

of reason rather than conventional assumptions, the elimination of the concrete
and the destruction of landscapes might be seen as inevitable in the formation of
contemporary architecture.

However, on visiting one of Le Corbusier's buildings, one sees that his
architecture is in no way so simple as to be explained according to a single logic.
With each visit to his buildings - about six months ago, | had the opportunity to
visit the Villa Savoye, the masterpiece of this “white period” - | have been all the
more convinced of this. While the “Five Points of A New Architecture” (which
followed from the discovery of the Dom-ino structural system) are embodied

in such elements as pilotis, in the straightforward representation of abstract
concepts, we can discover here and there the architectural language which
emanated from Le Corbusier's own being as the result of his inner conflicts, such
as discordances among details and imegularities between the column layout and
the planning grid. In the Villa Savoye, the abstract was realized as the result of a
struggle with the thoroughly concrete in order to create a machine for living in.

In his later years, as if breaking with his own past, Le Corbusier came to create
non-rational architecture such as the chapel at Ronchamp, and the monastery of
La Tourette. These buildings are a concrete architecture and include a variety of
elements such as references to history and tradition as well as forms drawn from
organic motifs that cannot be explained through abstract concepts. Regarding
this shift, Le Corbusier himself admitted that the long revolution of Modem
architecture had ended. Perhaps his work had always been realized through

a delicate balancing of the abstract and the concrete and after many years of
thought, the balance finally tipped to one side.

What Le Corbusier's buildings and life demonstrate is that architecture is ful of
contradiction - there is no clear choice between the abstract and the concrete;
the two coexist in opposition. Modem architecture's greatest mistake is the
destructiveness of filing landscapes with dull, boring buildings that are associated
with enormous productivity but which lack those tensions that animated Le
Corbusier's work.
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“Creating a single architecture between the abstract and the concrete”’- | have
constantly been conscious of this theme since | designed the Row House at
Sumiyoshi which was completed in 1976. Traditional Japanese life which is
concrete in itself is enclosed within an abstract geometric composition centered
on a courtyard. Beyond the blank box of concrete, | somehow wanted to draw in
the memory of the traditional row of housing which once characterized the area.
This is also true of the Rokko Housing projects in Kobe, whose development
spanned more than twenty years, from 1978 to 1993 and then 1999. Although
their scale expanded with each stage, the basic idea was always to insert a
geometric composition of overlaid grids into a unique sloping site at the foot of
Mt. Rokko and through this tension to generate residential spaces that could have
been created only in that place.

The third Rokko Housing project had another layer of meaning in that it was part
of the restoration of housing after the Great Hanshin earthquake of 1995. As
demonstrated in this building, the social environment, as well as the geographical
or physical context, can be important in the composition of architecture. n Kobe,
| was also engaged with projects for the Hyogo Prefectural Museum and the
adjacent Kobe Waterfront Plaza. Here, rather than pursue an abstract conception
of architectural composition, | explored the way architecture should exist within

a locality, and the way a building should be brought to life. How could these two
projects, having different clients and different construction periods, be unified and
connected? Much of the effort expended on these projects was focused on this
question. Such decisions as the placement of the museum on a podium which
had been designed as an extension of the plaza and the scattering of individual
elements across the plaza, were guided by the intent to achieve continuity.

In the end, my architectural effort and aim has probably been to create
landscapes. These landscapes are not inherent in nature but are derived from
abstract concepts and realized in a free world with its latent infinite possibilities,
where the abstract and the concrete are in competition with each other.

My first design project in China is Shanghai Design Center, the brief is to create a
lively landscape that can sustain people’s activities.

Working with the brief “to create a brand new information and communication
center in the re-development area”, we try to explore an architectural form that

in visual terms will offer a new important landscape and the interior of which will
provide a creative environment so that it can become an architectural form that is
both broad and refined.

After much research we now have a structure that has various geometric forms.
The outer walls are all made of glass. According to the interactive relationship of
each facade which are firmly connected, various elements were inlaid through
the entire building. The atrium has been enclosed in the center of the base.

It is expected to merge several architectural elements into one and act as an
intermediate space.

| hope the exhibition and the new project can add some more splendors to
splendid Shanghali.

TADAO ANDO
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Model presentation of Shanghai Design Center. Itis a
cultural complex providing venues for design, research,
exhibitions and conferences. It has an outer wall

made of glass and a structure composed of various
geometric forms. On completion, it will be a new
important landscape in the area as well as provide a new

information center.
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In November 2002, Tadao Ando, the first Japanese architect to receive the Kyoto
Prize, made the following point in his typically succinct way in his acceptance
speech.

“| have liked to make things since | was a child. | wish to continue to pursue

the expression of my own aesthetic in order to create beautiful cities.” “Having
adopted a system of mass production and mass consumption, Japan meanwhile
has lost its sense of balance. The environment has been destroyed, and cities
have lost their beauty.”

“ wish to continue to pursue these two difficult objectives: the expression of

my own aesthetic and the creation of an architecture that is mindful of the
environment.” Ando has a clear-cut point of view, and his statement leaves no
room for doubt. His architecture has the strength bom of an unequivocal point of
view. His works have been accepted and supported by many people because

in his architecture, he states that “instead of being complete in itself, it seeks to
stimulate the place through its connection to diverse things such as city, history, .
and society. At times, the aim is to uncover the memory of place retained by the
site and make it manifest through architecture, thus ‘reviving' the environment.”

By “connection” Ando means “relationship”. He begins by reading and interpreting
the place where the building is to be planned. He has consistently taken this
approach since “Rowhouse in Sumiyoshi”, his debut work. He first generates form
from place.

“Rokko Housing” is a series of projects in which he has transformed a steeply
inclined hillside into safe housing of excellent quality. In doing so, he has changed
the way Kobe's hillsides are perceived. The projects have been attempts to create
dwellings with beautiful views of the harbor in the distance and, at the same time,
to restore greenery through the introduction of diverse plants around, and on the
roofs of the buildings. When he was engaged in his work, Ando told me a story
about the landscape of Rokko in the early Twentieth Century, about how the
slopes of the Rokko Housing” mountains were denuded of trees by development
that included the construction of railways.

| was reminded of how Frank Lloyd Wright, who was commissioned to design a
house in that area in an earlier time, adapted his design to a place that suggested
Arizona’s desert landscape. Ando perceived that the history of the aftermath of
development and the growth of new greenery on the mountain over the years was
an important memory of this place. The introduction of an abundance of plants in
“Rokko Housing” was intended to evoke the “memory of place”. That is because
“memory of place” is an interpretation of a place, an interpretation of the history of
a place.

All his works start from an interpretation of such “memory of place”. However, that
is subtly different from intertextuality, that is the idea that each and every work is a
reinterpretation of all the works that predate it. Furthermore, “memory of place” is
not a matter of personal nostalgia. For Ando, “memory of place” is something that
transcends the emotion of an individual and has a social dimension. That is why
so many people are sympathetic to his architecture.

“Naoshima Contemporary Art Museum”, which seems embedded in nature,

is an interpretation of the natural environment and history of the Inland Sea.
“Hyogo Prefectural Museum of Art" in Kobe, “Omotesando Regeneration Project”
in Tokyo and “Frangois Pinault Foundation for Contemporary Art” in Paris are
interpretations of the “memory of place” in urban contexts. Naoshima has a

beautiful natural environment, but in the past a copper refinery did much damage
to nature. Memory of the Great Hanshin-Awaiji Earthquake is stil fresh in Kobe.
Tokyo possesses the memory and history of apartments pbuilt in reconstruction
efforts after the Great Kanto Earthquake. In Paris, there is the history of the plant
which once existed on the site and from which Renault developed. Ando always
registers the presence of some distinctive “memory of place”.

But what does Ando create from “memory of place"?

As is well known, Ando perfected the architecturally expressive use of exposed
concrete of great dignity and elegance made with painted plywood forms, but that
is not something that came about from “memory of place”. That was something
born of, and refined by, his aesthetic sense, his architectural imagination. That
expression is rooted in what he calls his “own aesthetic”. It is precisely because
he has a powerful aesthetic that his interpretation of place has such intensity. He
is able to give a distinctive expression to each work precisely because he pursues
“two difficult objectives: the expression of [his] own aesthetic and the creation of
an architecture that is mindful of the environment”.

However, it should also be noted that there is something about Ando that

does not fit the profile of an orthodox architect. In pursuing the creation of “an
architecture that is mindful of the environment” he arrives at solutions that are not
simply architectural. After Kobe, a city where he has designed many buildings,
was struck by a major earthquake, he began a movement to plant trees that bear
white flowers to console the souls of the victims and to express hope for the
reconstruction of the city. He is also promoting a movement to plant olives and
acoms in order to restore the environment of the Inland Sea area, which has been
polluted by industrial wastes. Are these too the work of an architect?

His movements to restore the natural environment would, under ordinary
circumstances, be regarded as social activism rather than the principal
occupation of an architect. That would mean Ando is a superb social activist as
well as a superb architect. However, for Ando, social activism is not something
separate from architectural activities. His two areas of activity are closely linked,
and that is precisely what distinguishes him as an architect.

To consider this question, we must consider the way contemporary architecture,
or rather, contemporary society as a whole is devised. Today, in what is often
called the post-modem era or the information age, mechanisms have become
enormous and complex. The individual has become capable of little impact.
Caught in an enormous cultural and technological network, we are robbed of the
opportunity for self-expression.

We take an interest in architects and applaud their activities because they are
among the very few in contemporary society that are permitted opportunities for
self-expression. Architects actively engaged in the practice of their profession are
contemporary heroes. Ando is the object of much admiration.

However, those who applaud Ando have their own ambition to express
themselves. In applauding Ando, they are entrusting him with their unfulffilled
ambition for self-expression. When we consider the role architects play in the
scheme of things today, we begin to see the full implication of Ando's multifaceted
activities.

In giving definite form to an architectural work, Ando attempts to apprehend every

* conceivable possibility of the place where the building is to stand. The place has
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inevitably been invested by many people with their hopes. His interpretation of
those hopes can lead to the creation of an architectural work, but it can also lead
to the planting of white-flowering trees, olives and acorns. For Ando, the planting
of white-flowering trees, olives and acoms also is architecture insofar as it gives
definite expression to people’s hopes.

Does this approach to architecture suggest a new type of architect for the
information age, an architect who designs not just buildings but the image of the
community as well? Surely not. An architect has always been someone who gives
form to people’s hope. Ando is assuming the original, archaic role of the architect.
Gyoki (668-749) is known to us as a priest of the Nara period (710-794). He
constructed Buddhist temples in over 40 places, was involved in the construction
of the Great Buddha Hall of Todaiji in Nara, and created 15 reservoirs, 13
waterways or canals and six bridges. Gyoki was a great organizer and builder.
Those who came after him revered him as a saint, referring to him as “Gyoki
Bosatsu" (Bodhisattva Gyoki ).

Another priest known to us is Shunjobo Chogen (1126-1206) of the Kamakura
period (1185-1333). Chogen introduced into Japan the latest construction
methods of Chinese architecture of the time and rebuilt the Great Buddha Hall in
Nara, which had been lost in a fire. He was referred to as kanjinso, a priest who
gives form to people's collective hopes. The Great Buddha Hall that he rebuilt
was lost again in a subsequent fire, but for his achievernents many regard him as
the first architect in Japanese history. Ando is more an architect of this original,
archaic type than an intemational architect of the information age. He is an
architect who gives form to people’s collective hopes.

People invest their hopes in Ando’s buildings. The architect gathers up people's
hopes and gives them form. He is never in doubt about what needs to be done.
Consider, for example, his recently completed “Ryotaro Shiba Memorial Museum”,
dedicated to a popular Japanese writer. To make a site of middling size seem
much larger, Ando created an extended path leading to the building entrance.
Inside, the visitor has at once a full view of the interior. The tall, curved wall is
entirely covered with shelves filled with the books Shiba loved. Ando intuited

that the only way to pay homage to a novelist, particularly a novelist of historical
fiction based on documents, was to show his collection of books. Ando’s work
demonstrates the directness of his vision and the power of his expression.

Even as he continues to use the vocabulary of modern architecture, Ando creates
works of architecture that have about them the strength of archaic structures and
that have contexts closely linked to place. Tadao Ando has become the most
contemporary and intemational of architects, but he also represents a powerful
indictment of the contemporary era.

TADAO ANDO
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p.14, below right: Concept sketch of a bird's eye view
of the site. The site is located on the Seguin Island

in the Seine, it is the cradle of French industry. p.15:
Model. View from the opposite bank. pp.16-17: Model.
“Spaceship on water” was proposed for this project

p. 20: Sketches by Tadao Ando. p.21: Model. View
from the Southeast. All photos by Tadao Ando
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