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Preface ;
Spatial Meaning and Intention in the House
Drawings of Kazuo Shinohara

Kazunari Sakamoto

Arguments of the sorr thar it is impossible to gain
an understanding of architectural space from rwo-
dimensional representations, such as phulugruphs or
drawings” or “in order to understand the real space
of architecture, one must see the building isell™ are
indeed persuasive.

To be sure, no representational form is able ro
compete with the living reality of the architectural
work irself, so say the imperative of experiencing a
building at real scale and in sitw. That said you might
indeed interprer the spati:ﬂ nature of a work with
considerable accuracy even from just a few photos

and/ or drawings withour ever seeing it, given a certain
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amount of practice. This is all the more likely since
drawings do accurately express scale, proportion, and
other architectural relarionships.

The expositive nature of architecrural drawings
sometimes allows us a privileged understanding of
space, or of its quality— or “meaning”, if you will—
via a singk sheet, In parlicu]ur, this olten occurs when
the message of a work is expressed with such force thar
the architect’s intention is relativized or blurred in
the work irself, as opposed to the pristine clarity of a
drawing sheet.

Nnrah]}" in rhe druwin;_-'rﬂ of Kazuo Shinohara, who
sought a cerrain “fictional” space in his architecture,

this frequently proves the case.

The legacy of drawings by Kazuo Shinohara comprises
basic presentational drawing types, such as floor plans,
clevations, and cross sectional elevarions, all destined
for publication or exhibition, as well as the usual
construction documents. Among rthese varied non-

working drawings, sectional detail drawings, detailed
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plans, and partial derails, including windows and door
openings, as well as certain clements of furniture, were
frequently combined with the more basic types in
order to express Kazuo Shinohara’s residenrial works in
all their spatial uniqueness. Moreover, it may be noted
thar virnmlly all Shinohara drawings were projected
orthogonally, with only a very few perspecrive or
axonometric examples.

As may be expecred, rthe clear, simple rechnique of
such basic drawings provides a direct vehicle for the
expression of Shinahara's spatial intention. At the same
time, the various sorts of derail drawings | mentioned
were meant to express the overall architectural space
rather than clabnraring derail for irs own sake. Among
the lacter, the most impressive are the sectional derail
sheets. Schemes such as these are nor just wall sections
that show foundation work and voids, such as window
openings let into the facade, or the mere heighr
of eaves. Instead, they incorporate cross-sectional
vignerres that explicate views through the entire space,
not just peripheral areas. Extracted partial section
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details are thus frequently included, with pare and
whole related in order to express the sense of space. In
other words, Kazuo Shinohara’s overarching spatial
sense is made explicit. And nor a few observers claim
to have been able to grasp rhe essential qualities of
Shinohara’s ocuvre in the sectional detail drawing for
"House in White" (1966).

In addition, unique derail plan drawings were
likewise prepared, their chief characreristic being the
way in which details are simultancously portrayed in
topological relationship to one another. Tt has been
asserted rhat this style followed the practice of the
Seike architectural office. (Kiyasi Seike, 1918-2005,
was the Tokyo Institute of Technology professor under
wham Kazuo Shinohara had trained both as a student
anel assistant instrctor) Even so, the Shinohara office
style of representation seems parricularly concerned
with the relarionship of part and whole,

As 1 have emphasized here, details were inevirably
generared in relation to the entire architectural

scheme, which is to say with the aim of expressing the
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overarching spatial sense of the house,

The progression of sparial sense in these drawings
can also be perceived owing to their step-by-step
simplification, abstracrion, and symbaolization over the
course of the architecr’s career. Shinohara required that
his draftsmen keep to a uniform style of lettering and
notarion, a fact thar would Furcher indicare his interest
in a consistent spacial expression through abstract
means. Even in the drawings of record for each house
(intended, of course, to fulfill a completely different
l'U‘lC} 1'“.: ‘dl“"llys Sl‘.'ﬂ.'mi.'d ':ll'lxil)us L D[.[.Cr i \’c}liclc ()f
expression of his own personal stance, his intentions,
and his inherent concept of architectural space.

In general, the role of architectural drawing affords a
construction tool or set of instructions to the builder,
a vehicle of expression of the building’s “content”
at the time it is made public, and a certain “skerch”
qualicy for the designrr. r]‘n'nugh which to dcvrlup
and explore his own intentions. For the archirect
himself, drawing, above and beyond any perceived
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role, offers a personalized means of self-dialogue when
checking and elaborating a design. Transcending
its function as a medium of expression for making
the building and its sparial content public. drawing
eventually comes to express, or stand for, the space
itself in all its representational accributes. This latrer
single-mindedness in purpose and expression may be
encountered with architeets who favor publication and
discussion of their own work. Among these Kazuo
Shinohara was especially prominent,

In his lifetime, Kazuo Shinohara had anticipatcd
the publication of the present book in the form of a
collection of his drawings, to be accompanied by his
aphorisms. In it | believe the reader will be able ro find
the essence of Shinohara’s architecture in each and
every drawing, affording the reader a manifesrarion
ol his “space” different from anything heretofore

published.

Note : translator’s annotations in italics
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A square enclosure of just ten meters on a side surmounted by
a pavilion roof of a generous pitch of about one in two, This
roof creates a broad horizontal eave extension of 1.5 meters
from the fagade around the entire periphery. The Kitayama
cedar post sct at the center of the square supports the four
diagonally positioned transverse raking beams compuosing the
pyramidal scructure, ac its apex. Hidden by the flat ceiling
of the main space are four diagonal struts helping to support
these great members and thus reduce the cross sectional
dimension.

The square plan of the house is divided into unequal parrs
by a single straight wall to one side of the central pillar, the
larger area being assigned as a living space and the smaller
as a master bedroom. Above the latter, a second bedroom of
equal size in plan is set under the roof like an attic. As for this
almost primitive spatial operation of division, I repeac that
it formed my most essential concept and method from 1960
onward, based on the aforementioned traditional method of
Japanese spacial manipulation in plan. In my initial phase (or
First Style) T produced a thematic by means of my dialogue
with traditional Japanese design, thus the design of House
in White deals with such issues across many levels. At chis
time, I also mooted ideas, such as “eternity” and “symbolic
space”, among others, in an attempt to eritique the dominan,
and very oprimistic, love affair with rechnology (thar was
Metabolism), seeming to provide the mainstream of Japanese
architectural thought in the mid-1960s,

(Modern Architecture in Drawings 15: Kazuo Shinohara, 1984,
Tokyo: Dohosha)

Note : trandlator' s annotations in italics
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