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	Discussion 1

Seng KUAN (GSD)

“Tange Kenzō’s Scalability”

	Presentation by Seng Kuan

· Three seminal texts since 1950s – (i) Kawazazoe “Tange Kenzo’s Japanese Character”, official starting point of debate, original member of metabolist (ii) Nakamasami & Sazaki – historicise career of Tange, issues of monumentality broached on Hiroshima Cathedral & Peace Center; (iii) 2002, Fujimori – expansion from previous work of architecture and nation building, projects Tange’s later career from 1930s discourse; 
· Other notable contributions include Toyokawa’s dissertation which examines Tange’s collaboration with his students and Isozaki Arata’s “Japan-ness”
· Series of American dissertations in recent years, including Kestenbaum’s (1996) assessment of Tange and his unofficial role as the Japanese architect of state in the postwar era beginning from Hiroshima Peace Center’s search for language for monumentality
· Why Tange & why now? – There has been a clear progress from Meiji, Taisho to Post-War; 2002 Henry Smith symposium with 16 papers; 2005, Ken Oshima chaired session with 5 papers; 2009 Post-War scope of today’s papers, post-war narrative. Generation of architects born in the 19-teens have now passed and provided

· Tange as a door opener, “elephant” and clear need for reassessment. Existing frameworks cannot account for Tange’s work beyond this field. He is a perennial favourite amongst foreign scholars for exemplary role in nation building who is not American, British and Russian, and was thus broadly embraced in Bologna

· Two significant Hakone Conferences (i) 1960 meeting between American and Japanese social historians (ii) 1954 Gropius and Kenzo Tange meeting in Hakone

· Walter Gropius “You cannot imagine what it meant to me to suddenly come face to face with these houses…” – To what extent should we and can we extract the elements of Japan-ness from the works? Can we make a break from the Hakone paradigm in the post-war circumstance?
· New suggestions and topics in study (i) Disciplinary boundaries between architecture and planning – Tange referred to himself as an “urbanist”; suspicious disconnect between the architecture and urban fields in his work; how did disciplinary boundaries between the two evolve after WWII; (ii) Emerging english scholarship Kishida Hideto and Takayama Eika – Tange’s relationship with his mentors; (iii) Housing – distinctly absent from research on Tange’s work, more recent scholarship by Kurokawa Saikaku (iv) design process – scales, course, systems theory, communications, cybernetic (v) globalization – 3 continents, Skopje, Yerba Buena and Nepal, “shrinking pacific” diagram by air. Can he be treated as an emissary of Japan and can his work be seen as (vi) historic preservation – 50 year mark and architectural historians should identify which buildings to save and consider techniques for material and structural preservation (vii) corporate Japan – role of architecture patronage remains a lacuna, relationship between architect and big oligopolies eg. Dentsu Building; (viii) first, last decade and half – “lost second decade” of Showa 1935 – 1955. Fujimori’s interview with Tange and his involvement in Manchurian projects. 10 + 1 – 1945  Tamaguchi Ryuichi plan, Hiroshima reconstruction plan in 1946; (ix) “second lost decade” in 1980s, 5 pieces of bulky garbage “Isozaki”, issue of alleged decline in senior architects? 1980s generation of new architects eg. Toyo Ito and Tadao Ando

	Yukio Lippit
Seng Kuan

Yukio Lippit

Seng Kuan

Danny
Seng Kuan
	8 trends identified interesting to consider in terms of culture of building in Japan. How might the exhibition outside fit in with your vision of Tange’s studies, and how might that move forward more fruitfully?

· With perhaps exception of historic preservation, most of the issues were listed in the exhibition in one way or another. First component “scales of utopia” part of dissertation. In re-examining 100 over buildings built and unbuilt, frustrated at looking limited 10 or so projects. Perhaps pick Tokyo Bay to look back at Tange’s body of work, and situate it within smaller subset of buildings such as Kagawa and Hiroshima, and
Could you say a little bit more about Tokyo Bay? What is your view of the geneology of the Tokyo Bay plan?

· Many genealogies, but most documented is coming out of the Kano plan and “think tank” of economists, politicians and bureaucrats for revisiting Tokyo’s expansion into the bay area

· Genealogy presented outside comes from small subset of housing projects in 1959 and 1960

· Starting with Boston Harbour, it is not chronologically the first project in the sequence, and Reyner Banham called it the “immediate precedence to the Tokyo Bay plan”. 

Boston is the birth place of the megastructure?
· Also the fishbone structure and different scales of residences – block, neighbourhood, community, city and region, culminating in plan for Japanese archipelago. System of internally driven structure of “fishbone” found in Ichinomiya housing, A-Frame housing.

	Yukio Lippit
Yatsuka

Seng Kuan

Yatsuka
	That certainly is a different mapping of the Tokyo Bay Plan. Could we ask Prof Yatsuka to comment on that?
· I think we should go back to war time story because Japanese invasion of neighbouring countries stemmed from large population, and army believed in extension of territory “lebensraum”. After the lost of the war, architecture and people should consider other “lebensraum” to consider expansion of living spaces.
· Two options in extending “lebensraum” towards the sea and sky. Both will be hidden subject of presentation. Reclamation is limited to east half of Tokyo Bay because the West part of Tokyo Bay to Yokohama was occupied by industrial bases, and among Japanese industrialist pressures was to extend construction site to the east. Complicated political struggle, and Kano who belonged to the feudal lord family initiated reclamation of east half of Tokyo Bay.

· Tange noted that private landownership problems and inland city could not provide for large scale construction, and land reclamation
Kanoshi Sakira’s 1957 Study of Planning Board. From what you mentioned, it brings in the “lost decade”. Could Tokyo Bay be seen as a condensation of the post-war experimentation and laboratory of colonization?

· Colony and especially Manchuria seemed to be “promised land” for experimentation. Architects chose to go to Manchuria with the belief of extending their ideas and materializing them

· Most town planning in Manchuria are old fashioned, but level of engineering it was one of the most sophisticated in city planning throughout the world

· Period of experimentation was very short and obliged to change rapidly in preparation for the war against China and Allied Forces. Short-lived experimentation.

· Tange went to Shinkyo and very much impressed with rapid urbanization, and gave him new inspiration for what he would undertake in Post-War years. Tokyo Bay provided alternative to his experimentation.

	Seng Kuan
Jonathan
	Perhaps we can ask Jonathan to comment on the relationship between the Manchurian experience and the post-war years?
· Architecturally insignificant in Maekawa office were “wood sheds” for airplane engines

· War time presaging post-war, in which great irony between Greater East Asia Co-Prosperity sphere and monument to peace

· All sorts of ways in which immediate post-war can be used to resituate what was in play in 1930s
· Not just in Manchuria because most visible engagements in wartime planning was in Shanghai; 3 plans from Maekawa office were produced for Shanghai

	Yukio Lippit
Seng Kuan
	Synchronically, what are the ties between the Tokyo Bay plan and what was going on elsewhere in the world? And what was this Boston experience and its legacy?
· When Kenzo Tange came to MIT in 1959, he quickly set aside harbor site as a proxy for Tokyo Bay. Going back to decade long period between Boston harbor and end of 1960s and the Tokaido Megalopolis, one can see Tange trying to refine the Tokyo Bay system on land, in Skopje and Bologna, again in the 1960s. It wasn’t into the ocean but into the mountains and alps region of Japan. Having Manchurian experience establishing a mode of operation that by the 1960s,, we were looking for places to get things built.

	Danny
	When Tange came to Boston it was during the demolition of the West End which had been going on for a decade. What was the relationship with the Boston Harbour project and what his students had been learning from it, turning back to the land? Setting out something Utopian and yet turning against the contradictions on land and resolving it through the project? 
The other synchronic event is Brasilia, apart from Costa’s and Roberto brothers’ scheme organized as territorial ambition and Brasilia project worked out as a literal project and inland project as the state had undergone several phases of reclamation and landfill. So looking back through publications of Brasilia project and what happened around it would also be relevant in this architectural discourse.

	Jonathan Reynolds
	Another reaction to the urban renewal was the Jane Jacob’s critique that emerged against the backdrop of Team 10, large scale urban planning. 

	Discussion 2

YATSUKA Hajime (Shibaura Institute of Technology)

“An Architect’s Ambition: A Society in Modernisation”

	· Refer to Paper

· Close relationship between Kano and Tange; Kanoh’s Good Design Committee & Japan Housing Corporation

· Video presentation – Isozaki, Tange’s Tokyo Bay Plan, Yatsuka’s Metabolist Nexus

	Yukio Lippit
Yatsuka
	Brought a preface of Tokyo Bay plan and the piecemeal influence from industry to corporate. One thing that struk me was the idea of the subject that presupposes the Bay Plan and beyond? You refer to it as the “Organisation Man” but it’s striking that Tange is imbibing the intellectual air in Boston at that time, and Nietzchean affirmation of the Organisation Man and is celebrated..  Struck by discourse of “soul-less modernity”.
· Around 1960s in US and Japan, you have already achieved modernization and in Japan, it was on the way of post-war recovery and months after the release of Tange’s Tokyo Bay plan, Ikeda launched the Income Doubling Policy. That was ridiculed by the opponents and realized in 3 to 4 years, and Tokyo hosted the first Olympic Games in Asia in 1964. Japan was still in the process of modernization, and people had the freedom to write with great optimism.

· With regard o the organization man, I used the word metabolist. When Whyte launched the book, they faced the reality not in the city but the suburbs. And Louis Kahn was trying to figure out the heart of the big cities like Philadelphia, possibly Boston. Boston and Philadelphia are not exactly megalopolis, whereas Tange was trying to resolve that in Tokyo.

· Before Tange came to Boston, he introduced Goodman Gottmann’s book, if partially. Throughout the 1960s, Isomura and Tange had good relationships with each other over the fate of the megalopolis of the future. Isomura was more true to the idea of Gottmann for which megalopolis was a conurbation of metropolis, and not necessarily a super metropolis. For Tange, megalopolis was a super, ultra metropolis, and he had to figure out the housing for inhabitants for this totally new environment. He was trying to introduce ideas of information society, network society, and by extension, the invention of “superhuman” in the form of an organization man.
· After EXPO of 1970, Tange changed his mind as it was after the rise and fall of modernism. Emerging mass consumption society was not what Tange conceived in his mind, and this was a period when I became Tange’s student in this time. It was a period of unrest and student activism, and for us there was a serious and strange contrast between what was happening within and beyond the campus – a contrast of pessimism and optimism. We were divided between these two conditions, and already in 1970s, information society was not a promised state of society for us.

	Sibel Bozdogan
Yatsuka
	Going to the Koolhaas point of why architecture lost its capacity for projective modes, part of it is social theory and critical theory in post-war. Jane Jacobs was mentioned, James Scott has mentioned about high modernizing projects and totalizing order, and organization man, Holston’s anthropological critique of Brasilia.
Based on your presentation, are we to conclude that this kind of theory has been debilitating for the study of architecture? Are we to recapture the utopianism and optimism outside the industrialized West?

The idea of megalopolis and designing for 10 million, but thinking of Japan, it’s more homogeneous compared to other metropolises, can we still approach them in that particular pattern? And there’s a lot of cosmopolitanism that’s harder to capture in a megastructure order?

· This is too serious a question to say in a convincing way. First, in the age of total globalization and especially witnessing what’s happening in Asian cities like Shanghai, Beijing or Hong Kong, I came to believe that we should stop seeking for the master pieces of architecture and instead to look at the city as they are. I was in Seoul to give a lecture on Mies Van de Rohe, I was shocked to find extensive high-rise housing devoid of any architectural quality, and yet people like living there. A French anthropologist made a comprehensive study of architecture and living in Seoul. She asked the reason for failure of Grand Ensembles in France and its success in Seoul? It’s not because of architecture but difference in social situation, and after that I decided not to stick to the idea of architecture in the narrow sense of the word. I’m not sure if it’s called optimism but we should be true to the reality. I’m expecting criticism, but two decades ago, there was a book on “architecture as criticism”. I started to look at reality with a critical consciousness, to understand the reality in Asian countries, and with another 3 billion people to be added globally, we will not be permitted to close our countries. Japan has closed our borders for 300 years until Commodore Perry forced open our border, but regarding Japan’s social characteristic as a homogenous society, I think we should make preparation for the future to come and make a second opening to the country. I think Professor Tange’s vision was utopian but I’m not sure if ours is utopian, but I would like to make our plan resistant to a huge gated community or fall to dystopia.

	Mark Mulligan
Yatsuka
	I loved the recreation of the old schemes but following up on your point of the changing global and social situations, Tange’s vision of utopia for me was where society was becoming more equal and experience of everyday life. I was more disturbed by your students’ plan for a South City as a separate community for immigrants and to be involved in menial work.
· My idea for our own project – of course my students have resistance for designing South society – for me, equality in post-1960 Japan would work as an obstruction to future development. If we maintain the homogeneity and equality in Japan going forward, we would be a hypocrite.

	Darren
	Tange as closely caught up with media agencies as primary client, and I was thinking of Archigram and using media as a means of design.
His working for the media seems to be working against that aspect, where the buildings are institutional. Your representation of Isozaki’s designs seems to be a critique of that extant conditions. 

Your final story seems to be that of media winning, and perhaps there are 2 states of media where in post-war Japan it was propagandistic in contrast to the individualistic dystopia.

	Reiko
	EXPO is certainly a point of our debate, but I wonder if Japanese conceptualized architecture as a social container? If I were to introduce another discourse of container and contents, might he need to reconceptualise these structure?

	Yukio Lippit
Yatsuka
	When you talk about the superhuman, mass human, where does the scale of human comes in the work of Tange? It doesn’t seem to be present in his conceptualization.
· I’m afraid I can’t give you an integrated answer, I would like to say a small episode from another Mentor, Otani. Otani had been a senior partner of Tange’s office since they worked on the Hiroshima Peace Park but he quit his studio during the Tokyo Bay Plan, and he criticized his ex-mentor’s project as one of people walking in industries in downtown Tokyo. And he ended up designing low-rise, high-density housing in the Kojika-chi area. 

· This is one thing, but to imagine superhuman scale is another. I would still like to keep the basic attitude and to continue to keep in mind Rem Koolhaas’ notion of “bigness”

	Ken Oshima
	I’m reminded of Manfredo Tafuri’s work, and with Yatsuka’s translation of Tafuri’s work, in light of the question of the realization of the building, the box versus the contents, is there a real utopianism within the individual buildings besides the broader urban vision?
Is the Tokyo Bay Plan a utopian ideology?

	Danny
Yatsuka
	In response to the question of where the human scale is located in the work, I thought about it in temporal scale and not spatial scale. In the Boston Plan, the occupation is delimited within a short time frame and turnover, and the utopian aspect of Tange’s work is the belief that you can harmonise the short-term temporal scales with the infrastructure.
· Rem Koolhaas has argued that “capitalism is not social”, when it obviously, because whether the building is up in the air or on the ground, it is still key for understanding the organization of the existing city.

	Timothy
	Other characters circulating the discourse at that time, such as Kahn as an oppositional figure. In the US there’s the curious case of Gordon Bunschaft, where architecture had a social responsibility to address the organization man as a subject, and leaving it to art and other disciplines to address the human
Archigram provides the architectural framework and it is the job of other disciplines to provide the contents. To assume that architecture would address all these is naturalized.

	Teasley
	We’ve gone horizontally, but if we go in terms of depth and his collaboration with interior designers, furniture designers which is very small, enclosed highly tactile interiors that are very much human scale.

	Discussion 3

TOYOKAWA Saikaku (Oyama National College of Technology)

“The ‘Urban Core’ and ‘Architectural Core’: Key Concepts of the Tange Lab”

	Yukio Lippit
Toyokawa
	Concept of core and city core was forwarded to one that was in more architectural terms. How might we start imagining Tange as author of his own work? What is this understanding of Tange Lab in its research and demographics, and the agency of Tange and his
· In the literature of Tange, and the overwhelming emphasis in his view of recent biographer Fujimori, Tange was more in a “genius” mode but Toyokawa argues for a view of Tange as an orchestra conductor. Tange had a remarkable ability to extract and consolidate in architectural terms
· He left very few vestiges of what would be considered architectural vestiges, but more as a connoisseur through the sketches of others.

· The megastructure was a product of the Tange Lab.

	Toyokawa
	How did he attribute the intellectual common property with his lab members? Did he attribute the clients and state entity, how did that shift?
· Tange had remarkable ability to transpose ideas into philosophical aesthetic terms that were interesting to many different constituencies, ever since from a young age

· He credited his team members by being given a great deal of agency and spotlighted and foregrounded in his work, and to that degree he inspired a great deal of loyalty amongst members in his lab and were acknowledged as designers and authorial agency and many many successful after lives of the Tange lab members

	Yukio Lippit
Toyokawa
	In many interactions from Isozaki, he also inherited the ability of drawing from a wide variety of individuals, but one of the many differences between Isozaki and Tange is that the former did not teach at the University of Tokyo, What was  the difference in the role of the leader and the students, and the role between the professor and laboratory vis-à-vis the hierarchical structure of the office?
In the longer flow of design process and institutionalization, what is this Tange moment of emergence and what happened from before?

Afterwards Otani took over the teaching position of Tange’s position in Tokyo, and was the chief lieutenants of Tange’s lab. How could Otani’s labs in 1970s and 1980s be compared to Tange’s lab?
· Otani and Tange were excellent professors and had different design philosophies. With regard to the Hiroshoma Peace centre, while Tange conceptualized that as a factory that generates peace continually, Otani did not believe that did enough to commemorate the actual dead and his Peace Memorial in Okinawa was a means of coming to terms with this

	Yukio Lippit
Mark Mulligan

Yatsuka
	Coming back to the design process, in the longe duree, how do you position the Tange lab within the longer historical evolution of the Japanese education given its distinct and institutionalization and disciplinisation?
· Maki was working with a certain methodology which had a lineage, and worked with Maki-san just after the years of retiring from Todai, and competitions as generators for academic ideas. 5 young people are meeting with Maki-san, and he would interrogate us all on different resolutions of planning. HE would bring a version of the plan, sketch in different coloured pencils the elements of view, glass, light, and sense when no decision had been made jointly and when we agreed on it. Our research and differences got incorporated as he draws in front of us, and his role was more as a team leader rather than a sole author, which is different from the experience at the GSD.

· I was a member of the Tange lab but he only showed up 2 or 3 times a year so it’s difficult to speak of his , he was very fond of creating systems – systems and types. Especially in the 1950s, he was very interested in creating modules and was a conducive environment for working, and very methodologically oriented. I was there for 4 and a half years and it was a very different experience under Isozaki; Isozaki generated many many sketches. In the Tange studio, it was all participants drawing and Tange selecting the best while in Isozaki’s lab, nothing happened until Isozaki started to draw; Isozaki was a prolific author and would only let them know when he was done and ready for the public sphere. In this regard, Isozaki was probably more of a classic compared to Tange.

	Yukio Lippit
Toyokawa
	In the pre-war period of Japan, how do the studios play out? Is there a big difference in engineering and its disciplinarisation compared to the arts and design orientation? Was Tange a happy convergence of both?
· In the pre-war period, there were only commercial design studios and firms and Tange was unique as he was placed in a university that allowed ideas to incubate for a very long time. In this regard, I imagines what happened in American studios was very different and this was what was very unique of the Tange lab – it was both a lab and studio.

· One area where he likes to highlight commonality between the “manner of method” a methodology based form of design, exemplified in the 1968 publication where many members shared methodology of reading urban space in a specific way, to uphold team-based design framework.
· Although it should be said that Tange’s manner was universal and easily applicable while Isozaki was very individualistic and particular.

	Timothy

Toyokawa
	Within CIAM, discussions of the core is inseparable from politics, whether as a way to perpetuate liberalism or prevent totalitarianism. What was the complexion of the core and how did it evolve? In the theorization and realization of the core in Latin American and South Asia, the architect is acting as some kind of a proxy for the state. In other scenarios, the architect is recruited as a consultant and is one step removed - in what way does the Tange lab produce a different political posture? Was it a political proxy? Was it a different mediation with the state because it was situated in the university?

· It’s often been said that Tange is a national proxy. The way it was conceptualized was not necessarily as a core for the nation but as a core to maximize prosperity on behalf of the Japanese. It’s all about prosperity and poverty was the real enemy if we could speak in those terms about his design.

· Ultimately in his response, Tange ends up in a position akin to the leaders, or collapsed as a “national architect”. What he seems to be thinking is that at MIT, with notes scribbled, the proposal to develop the Tokyo Bay area without understanding the broader agenda of equitable prosperity. He was frustrated with the piecemeal development of the Bay and the private atomization, and didn’t mind being the singular voice imposing that vision.

	Reiko
	The high economic growth and political agenda in the late 1950s and 1960s was not mentioned at all, but in the case the Tokyo Plan of 1960s was part of the national agenda and Tange obvious reconceived in his own utopian terms. 

Because of my obsession with the contrast between tradition and modernity, the suggestion of modern unhappiness such as poverty and war, compared to contemporary unhappiness such as a search for identity, if his main goal is to overcome poverty and make people prosperous, that typically makes him a modern architect.

	Danny
	METI and the character of Japanese modernization is the degree to which private capital is in fact public capital. They are managed by private operators but the state is constantly backing it up, and the scales of production and scaling is partly internally political. The question to put to the Tange corpus is what is missing in the Tange corpus is the civil society and the place where debate happens? The disjunction between the private and public and that the A-frame becomes the substitute for civil society, and the organization of the private realm and some semblance of organization cluster. 

	Seng Kuan

Toyokawa
	The idea of cores and how it developed within Tange’s own methodology, and whether it is possible for historians to establish a taxonomy and genealogy of the core? Could a historical survey of the evolution of the cores reveal the politics behind?
· There is certainly a political dimension to the issue of the core. One way to genealogies the core is the recovery plans and the model of urban engineering proposed have to be read in a historical context where the country is devastated and it is uncertain what the future will bring. Instead of a model of decentralization, the model of drawing people in through the polar model to create prosperity is a definitive feature of the core.
· And if we follow this timeline of the life of the core, it’s really after prosperity is achieved in Japan then the core is reconceptualised as a scattered core system, but the question is what happens in the Osaka moment. And the problem of how we reconceptualise the core post-1970 is one question we still have today.

	Seng Kuan

Toyokawa
	Is Tange’s participation at CIAM a way to redefine the core, or nucleus?

· The idea of concentration rather than dispersal does have roots in… That is the basis of social prosperity was a strategy of total war, the means of mobilizing the entire nation during the conditions of total war. In contrast, Ishikawa’s model is one of a nation during times of peace.

	Mark Mulligan

Toyokawa
	Actual population and demographics changed drastically during the time of war so the above assertion seems illogical.

· In fact there was a plan to disperse the infrastructure of Tokyo during the war time, and that became the basis for the kinds of urban core for post-war urban recovery

	Yatsuka
	Idea of concentration versus dispersal has to mapped against the debate happening at that time, and Takayama and Tange were in fact proposing a radical in contrast to the dispersal arguments. Takayama was concerned about concentrating local economy, prosperity within an urban center; there was in fact a debate on whether a peace memorial in Hiroshima was appropriate instead of housing, and whether that as the suitable response to the Hiroshima condition. The memorial reflected the anxiety in relation to a core itself, and Tange’s personal flux between the creation of a peace memorial and housing, and in his view, housing itself would not be adequate in recreating a city, 

	Toyokawa
	Tange was very interested in the historical studies of city, and was very mindful of the ancient Greek city and Parthenon as core essence of the city, instead of people residing there. It’s the shrine, procession and ritualistic environment enabled by the structures that brought the city together, and manifested in the Hiroshima model itself.

	Discussion 4
Yasufumi NAKAMORI (Museum of Fine Arts, Houston)
“The Reinvention of Tradition in Architecture in Postwar Japan: Katsura (1960), a Photographic Collaboration by Tange Kenzō and Design in Postwar Japan”

	· Unusual selection and scaling of construction modules eg. shoji,
· Allusion of timeless space

	Yukio Lippit
Yasufumi
	Big restoration of the Katsura at present, in way which Tange Kenzo’s images continue to determine the profile right up to present. Could you say more about Ishimoto’s vision of Katsura, since Ishimoto’s images are handed and edited by Tange subsequently.
· Ishimoto was born in the US, spent 3 years in the camp, and studied with Callahan and Sidskin, and was essentially immersed in an interdisciplinary arts education. That’s where he cultivated his photographic eyes. While he was in Chicago, the emphasis was shifting from heavy Bauhaus to lighter experiments, and Ishimoto was exposed to both ways of taking photographs. And you see a more poetic image compared to the earlier staircase Bauhaus, and the approach of social documentary was introduced to Ishimoto via Sidskin. The documentation of the city through architecture and people was a practice Ishimoto brought back to Japan.

· Objective shoots placed out of the context become design material. To him, Katsura was entirely new and he wasn’t interested in tracing tradition. The first things he shot in Katsura were in fact the stepping stones, and

	Yukio Lippit
Yasufumi
	So Ishimoto takes American Bauhaus and subjectivity to Japan, and are Tange’s ozu shots as this kind of subjectivity?
· “New objectivity” in photography a new vision for precisionists especially in Chicago, and objectives removed

· Ishimoto took a complex path and Tange’s way of looking coincided

	Ken Oshima
Sibel Bozdogan
Yasufumi

	Following the multiple interpretations, through Isozaki, and the lineage is interesting through Yamamoki, Bauhaus. One thing interesting is that the main figure of Bruno Taut is left out, who then becomes the main champion of Katsura, and Gropius coming in brings a different interpretation and Katsura for prefabrication. Are there perhaps any attempt to portray something different from Bruno Taut as someone from the outside? To what extent is that photographic representation quite different?
Interwar years, the presentation reminded other efforts then to nationalize the modern, and to argue that the modern is not important but in our tradition, such as Sert’s photographs of Mediterranean vernacular of Turkey. So it’s a nationalist strategy in the inter-war period. Now in this period, it’s a different world and the passionate nationalism is over. How is it different politically? What is the effort here? In the interwar years, the effort was to argue that modern was within our tradition.
· Ishimoto’s role is a vacuum to a certain extent, and his photos were available for Tange to achieve his agenda. 

	Jonathan Reynolds
	Yasu used the word allegory to describe Tange’s works, Tange shifts the conversation and uses Okomoto’s work as a bold, aggressive, unseemingly un-Japanese aesthetic earlier than the 

Tange takes that and turns it into a dialectic. Being able to juggle that universalist claim or culturally nationalist claim is the great secret to Tange’s success. There a degree of cultural nationalism behind it.

	Paolo
	In the post-war years, there are other examples of photography used for the same purpose. There are chronological correspondence with similar experiments.

	Miwako
Yasufumi
	Was Villa Savoye spoken by Gropius and Tange in relation to their cropping? Did they discuss the transposition of pilotis and how it’s used in this context?
Katsura is received as modern and post-modern. There was budding discussion in the 1950s, was there something that prefigures the Katsura?
· There was an essay that Tange wrote in 1956 or his theory of masses where he refers to Piloti by Le Corbusier, and the space you find beneath in Katsura because that space was not used for the masses. There was a little bit of theorization in relation to modern architecture.

	Seng Kuan
Yasufumi
	Minshu debates were earlier before Ishimoto’s appearance on the scene and 1954 Kenshiku publication. In this case it was Gropius’ visit to Japan and I would be hesitant to draw a connection between the Minshu and Katsura discourse.

· If you look at the images he shot before 1952, he was capturing the space beneath the floor, and I might draw some differences?

	Reiko
Yasufumi
	Given Ishimoto’s background as a Japanese American, we also didn’t get into the agenda, how was his relationship here as a Japanese, getting an overseas education and then discovering Japan when he returns. How much of the Japanese-ness and International-ness was present when he was embarking on the project of Katsura?
· When Ishimoto shot Katsura for the first time in 1953 and 1954, he was operating with heavy Bauhaus emphasis. His return in 1982 included black and white and coloured photographs, which was a departure from his previous images. Some transformations, maybe being Japanese artiste might have taken through shooting shamandalas in 1970s where he started having a discussion with his objects. So he felt relaxed before going back to Katsura. So claiming the Japanese-ness didn’t come in until much later. There are certain ways of seeing and two aesthetics between the two genres.

	Miwako
Yasufumi
	The photographs are very warm, there’s a lot of texture and seem very human. As it was directed towards… where is the book being directed? Western audience? Japanese audience? If it was for a western audience, it would be an extension of the 1930s project of humanizing architecture. Is this performed in Japan as well?

· This publication was targeted to audiences in US and Japan, and a big hit for the Yale Press. Launched for Christmas in 1960s, but I’m uncertain of the US perception at that time.

· For the humanization of architecture, I’m not sure if the cropped photographs served that purpose. It took some human parts away from it by looking at the cropped images.

	Yukio Lippit
	It’s almost like Tange is trying to present himself as part of the international Bauhaus collective.

	Yasufumi
	What was Ishimoto’s response to Tange’s working of his original photography? Maybe it’s a collaborative work and maybe there’s some conflict between the two artists that might have hindered Tange’s collaboration with other disciplines?

· When you speak to Ishimoto now, he said it’s not what I want to visualize. He said, “Tange cropped from left to right, and that Tange’s cropping is not too bad and I agree more or less with his crops.”

· Ishimoto was quite happy with the way the photographs was cropped. The project took 6 years to mature and a number of things happened between 1954 and 1960, the pavilions were clustered, and Tange almost fired the buyer, and continued to experiment amongst parties. Ishimoto claimed that he did not see anything until the book came out, when Yale first published Katsura, Ishimoto’s name was completely dropped. Ishimoto’s correspondence with Yale indicated his intention to sue the press.

	Yukio Lippit
	The Katsura collection is a reminder of the globalization and internationalization occurring in the period; genealogy of the Katsura book developing in parallel with the Tokyo bay plan.

	Discussion 5

Sarah TEASLEY (Royal College of Art)
“Tange Kenzō and Design in Postwar Japan”

	Presentation by Sarah Teasley

· Collaboration, mediation, scale, networks, graphic presentation in the way we do architecture and write about history
· Genealogies of 1952-1963 that a number of projects Tange’s office was working in the region, hotels, office even while the Katsura project and Tokyo Bay Plan was underway

· Establishment of design in postwar Japan: (i) involvement in industrial arts research institute, 1952 that sought to modernize the crafts industry, research and regeneration of Japanese exports industry; (ii) Tange and the Internaitonal Design Committee, 1954-, cross-disciplinary; (iii) Tange’s work with interior designers and furniture manufacturers, 1958-64

· “Living Design” – focal points and rallying phases for design industry to promote idea of design as valid economic activity within Japanese industry, to improve living standards, create wealthier yutaka society

· Will not address the World Design Competition (WoDeCo), Tokyo 1960

· What might we learn from Tange as a ‘tangential’ actor? Tange was already working as a network. (i) More thorough image of Tange’s practice; (ii) a more thorough image of design and architectural practice in postwar Japan as networked – Latour’s “assemblage”; (iii) increased awareness of tendencies in our own historical practice, as [ ] historians

· Industrial Art News published a roundtable discussion on “On Modern Living and Industrial Design” in January 1952

· Tange’s perception of design, January 1952 – rare instance of pronouncements in industrial design“… industrial design is predominantly commercial: in danger of becoming fashion and no longer being art.”; “industrial design is in the process of becoming design that no longer privileges use, but has abandoned use quite dramatically, and seeks to dedicate itself to catching the eye”
· Shifts in discourse about how design can be redirected inside apart from product exports, and principles of bringing good design into the home with economic recovery
· Good Design Committee becomes the selection committee for the G-Mark that is more export-oriented; promotion of good design

· Kenmochi Isamu’s role in promotion of interior and product design, and “The Living Art Showroom”; Tange involved in the Atami Garden Hotel 1961 – design similar to Tokyo City Hall and Kagawa Prefectural Building. Rooms completed in shag, demonstrating a different texture vis-à-vis the cold modernism
· Kashiwado Chair from Kenmochi’s associate in upholstered and non-upholstered version

· Tendo Mokko, Butterfly Stool and modernist furniture production after earlier involvement in military production

· Architect, manufacturer, in-house design team

	Ken Oshima
Sarah Teasley

Yukio Lippit

Sarah Teasley
	Interesting to assess pre-War to post-War legacy, and design as a total work of art and the shift in the post-War period.Network and circle of relationships
· Convergence of Bruno Taut, Kenmochi and Gropius before leaving for IRI

Shift in the role of the designer in the post-war period, and is there a legacy of specialist designer that is realized in Japan? Parallels in the role of furniture and Saarinen, might there be a difference with Tange?

· The Tange office is fairly unique and there is no major in-house furniture designer who splits off later; collaborates with Kenmochi and Tendo Mokko

· In terms of a shift, the type of practice is the massification or broadening, where in the pre-war, there are not that many furniture designers out there. Also the absence of modern manufacturers, but emerge in the 1950s – entrepreneurial figures, need to furnish American occupation housing within a fairly short period (had to learn standardization and mass fabrication quickly); eg. Okumura was doing airplane parts

	Sibel Bozdogan
Sarah

Miwako

Okamoto

Reiko

Timothy

Sarah
	Mural – was there something larger like the Latin American discourse of integracion plastica? Alleged enlivening or cultural identity through the mural? Was the good design idea geared towards exports, did it go along with the good life and culture? Were murals abstract?
· Domestically related and overseas: former as an improvement of life under Good Design Committee and part of modern living and good design, reference to Walker Arts Center, and everyday living; latter under Good Design Subcommittee focuses on exports

· Importance of Okamoto Taro and enlivening, architectural space and intervention by artists; use of industrial materials

· Travelled to Latin America in 1967, and encountered modern architecture in Brasilia

· Mexican Art Exhibition of 1955 and the influence, and the tradition of Mexican mural movement; socialist oriented
· Tokyo Metropolitan Office also had the Okamoto mural

· Setting here is a commercial one which is a hotel and office building, and they would never call that out as a relationship between art and architecture; resembles Cuban work and Hilton Hotel and incorporation of that into the lobby
· Less so the monumentality debate but more the abstraction in relation with the Cold War

· Abstract art through architecture a political enterprise masquerading as commercial one
· Also important to note that the murals were created in a variety of spaces, golf courses, public, and civic.

	Paolo
Sarah Teasley

Seng Kuan

Sarah Teasley
	Going back to question of design, there were two approaches – domestic and international. Was there an intention to create a sense of Japanese-ness? Was it an invention of Italian design?
· There are debates of democracy even in Japanese architecture, Kenmochi Isamu opens a pandora’s box as a product to be exported. Becomes divisive in the design community, and criticized as “japonica” or whether is it proper Japanese taste?

Marketing of these design products, and looking at these smaller pieces that are easily manufactured within the context of Japanese House exhibition of 1954, to what extent are we talking about a culture of consumption?

· Extensive use of Japanese-ness to sell the furniture products, but also pre-modern attention to details also found in cameras

· Some designers concentrate more on the internal market even while working under externally-oriented companies like Tendo Mokko and Kenmochi

	Danny
Sarah Teasley
	What can we learn from the presentation of design history, and Tange on emphasis? What about the relationship of design history to post-war design history? How much does it conform and how much does it complicate it? What can we learn from this in terms of Tange’s inherent scaling?

· Intention to complicate based on the documents uncovered and interviews conducted. Design history can also help to clarify why were the objects made, who made them.

	Mostafavi
Sarah Teasley

Seng Kuan
	Use – relationship between design and the interior, the inside and the outside, and part of one collective project. Discussion of use is related to industrial design elements and way buildings are used. 
· Scholarship maps the people we’re following, and it’s a point in the design community where the notion of design is questioned

· Notion of use, and the relationship between design and interior.

The design of chairs and their heights, also related to the notion of scale, and Tange had his own modular system and way in which person is situated in the room. The scale is specifically Japanese and how it expanded in scale.

	Yukio Lippit
	Even in the early post-war period, there was a movement to have an imprint on the Japanese government endorsed designs – how design reflects different spheres.

	Timothy
Sarah Teaseley
	Implication of attributing it to Latour – monography a historic problem. No longer possible in the post-war to produce monographs which are now institutes and collaborative. How could you approach this through collaborative monograph?
· Any collaborative work around a seminal figure as a way of using the network to turn it back towards Tange in producing a monograph.

	Discussion 6

Ken OSHIMA (University of Washington)
“Rereading Japanese Urban Space at the Crossroads of World Design”

	·  Who is Tange as a human being? Vision as a multiple discourse that we see and what was instilled. Need for the discussion of URTEC – “urban architect”; tracing it back to Bauhaus, Gropius and union of many disciplines

· For Isozaki, differences in maps highlight how urban spaces are not simply experienced, but also perceived through a cognitive, culturally based lens.

	Yukio Lippit
Oshima

Yatsuka
	You seem to imply that this has got to do with Tange’s later legacy, and ways of conceptualizing the city through imageability, and taking it back to Japan and then generating design processes subsequently, and inflecting a genealogy of modernism?
· Presenting this there is a way which can be seen as a lineage through time, but in terms of synchronic and diachronic time becomes especially important and how Tange can be reconceptualised and reenvisioned. That is critical to the particularities to the conditions in Tokyo but can be broadened out to a bigger picture, whether it is cyclical, linear or a web of ideas. Appropriate to open up for further comments.

· Rather than a linear development of this idea, I agree it’s more of a web-like expansion from the 1960s. I’m very pleased that the Nihon no Toshi Kukan has taken place today, which also coincides with my writing of my book on the Metabolist Nexus, and it’s fair to say that most of their writing is not accessible in English. 
· It’s surprising to think this work isn’t translated to English, and what underscores it is that it’s written in old Japanese and isn’t quite intelligible to younger generation of Japanese. In my own wokr on metabolism, I take up 3 positions here, so apart from Isozaki and Maki, I also examine my own teacher Otani Sachiyo who wrote a book on “Theory of Urbanics”. It also takes up the question of superhuman scale and how that might be conceptualized in the Japanese context. And the commonality between these 3 positions is that they don’t focus on the monumental architecture and instead the vernacular architecture. In Maki’s case and his grand tour abroad in Southeast Asia and West Asia, he encounters village architecture and vernacular architecture and in this case is akin to Team 10. And one can say looking back the shift from CIAM to Team 10 also represents a shift in the subject of inquiry, and what is most interesting for these groups and is reflected in these 3 positions.

· Isozaki in the Nihon no Toshi Kukan articulates 4 different stages in the preface: (i) substantial stage in terms of townscapes and the analysis of public space in Vienna; (ii) analysis of CIAM theory; (iii) structuralist stage and theories and a term that Tange himself uses such as Tokyo Bay plan; (iv) Lynch and the idea of serial vision and imageability and almost symbolic stage. As you go through these 4 stages there is an increasing abstraction in the mode of experiencing the urban environment. And you also see this in Venturi as well with the increasing emphasis on symbols. And one sees increasing imagery in the Daimyo gates as a sign of asserting control over the city. 

· This is a very interdisciplinary mode of collaboration which involves the intermediation of graphic designers and designers. There is a graphic designer who is part of the metabolist movement called Kiyoshi who passed away this year, and another person is Sugira Kohei who was involved in the “Ma” exhibition. He was also involved in the Skopje project with Tange who wanted to involved graphic designers in a more integrated manner. And Skopje was a case of an urban plan for a city recovering from an earthquake but is one that can be applied to other cities, and this can be considered as a form of Japanese post-modernism. In the 1970s and 1980s discourse, toshiro becomes very popular. What is interesting is that the people involved in the making of this discourse aren’t just architects and designers but psychologists, musicians and everybody felt that they had a right to comment on the city – reflection of the people who previously had a proprietary over the city had lost their authority. This is an extended way to map the publication and the ideas embodied in the thinking of urban cities and design in the subsequent decade.

	Mark Mulligan
Ken Oshima
	Reflected on writings of Maki, and the link between Kevin Lynch’s work and Maki’s “Oku”. Interestingly, it was Maki who translated Lynch’s work. Maki was not an official lab member and more of an adjunct; what he absorbed from Tange was extremely profound in a very short period of time. Maki absorbed a lot and evolves a lot of threads of that discipline compared to Isozaki who becomes more rebellious. The Oku essay touches everybody who reads it with a specific voice, and it is a phenomenon of looking back at Japan and Japanese space after being abroad. What was the implication of maybe how Lynch’s book becomes a model for Maki’s book, which questions the universality of space and challenges the Miesian megastructure tabula rasa approach. Urban design and architecture in his mind should be to enhance the existing site.
How did Tange’s work lose the place specificity that it originally had? What people latched on to in early Tange was the architectural conflation to create the most memorable spaces post-war? How did the idea of place character get lost in his later work?

· One can read Lynch’s writing into Tange’s and Maki’s, but Tange was also exposed to German theory, and while there was attempt to create an international visual language, there is still a specificity to evoke these forms. Granted the post-1970s period was less epic in terms of the master urban plans, you do see the very strong thread of forms, from the Olympic Stadium and Second Tokyo City Hall, or whether in the post-Tange iteration and Shinjuku tower. 

	Yukio Lippit
Mostafavi
	In terms of the idea of Tange and his legacy, whatever happens after 1970? Unique material sediment of his works, how can we assess the legacy of Tange?
· Increasing number of layers as the day has gone on. In terms of the exhibition, one of the things that Seng and I discussed was that we did not want to do a general exhibition on the work of Tange. It’s important to focus on the work that was inspirational and hence the utopian dimension. Whether it was built or unbuilt is irrelevant, and it’s important to register that there are works with different intention.

· In the context of a school of architecture, we don’t build buildings. We do things towards  the work of buildings, and are parallels to something that might happen later on. Therefore the reference to the drawings was very important because of the notion of collaboration, the lab and the design processes and procedures are very important because of the artifact that is left. So there is something important about the way in which these drawings emphasized the line, working in section, the construction and constructability; these drawings have an embeddedness in them such as the importance of the section. Work of Kenzo Tange is a sectional project, and because of that there are certain discoveries if there was not as much emphasis on the role of sections.

· Point of shifting from two dimensional drawing to three dimensional drawing because the two dimensional drawing is like the section again and has that surgical quality. It is important to discuss the issue of drawings and the question of representation, because of the need to weave different softwares. The status of these drawings are important as part of the history, the relation between computation and fabrication.
· Conversation now is another conference in terms of the analysis of the city and the analysis of the urban; origins of Kevin Lynch are in Camillo Sitte, and if one follows the Camillo Sitte, the process of analysis often falls into the methodology of making. Important to discuss the relationship between Isozaki, Maki and Tange. These modes of analyses raise much anxiety and this might not have been part of Tange’s intensions. Paradoxes are very much part of the project.

	Jonathan REYNOLDS (Barnard College)

Closing Remarks

	· Tange’s influence was not only because of his talent and versatility, but also his place in time and circumstances; Tange became a peerless figure because of his bold urban designs. 
· One other theme that has been crucial in the western reception of Tange is his struggle to balance foreign models of expression with local, nationalistic identity; need to affirm continuity with the past eg Sakakura Junzo Kanagawa Museum of Modern Art

· Also manifested in the critical reception towards the designs of the day as critiques were quick to claim affinities with the past; he invested a remarkable amount of energy in the research of “tradition”

· Succession of cantilevered balconies in Kagawa Prefectural Office Buildings and horizontal massings of Hiroshima Memorial were akin to traditional pagodas and the Shosoin

· For Tange, these comparisons might have been too literal and too specific but for a struggling architectural community they were influential. They could be immaculately modern or distinctively traditional.

· Tange was not advocating tradition be jettisoned, creativity was a dialectical process and tradition became a part that he wrestled with. Tradition was never destroyed entirely.
· Tange affirmed the continuity between Katsura Villa and Ise Shrine with modern architecture; his description of these aesthetics remained so abstract that they could be applied to wide range of buildings with equal effect. He implied that buildings such as Katsura were already modern in terms of their function and modules; his claim that modern architecture was inherent to traditional forms provided justification and reception of the former.
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