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Conceptual sketches by

Haruka Kojin for the Trans-
parent From exhibition.
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Well, what did you think when you saw the space Sejima made of
curved acrylic sheets?

Kojin— First, lwondered if there might be walls that we can’t actually
see because they're transparent. What if there was a possibility that
our physical reality—our bodily presence in this space, the table in
front of use—could be cut through freely and lightly with transparent
walls? As | was mulling over such things, | discovered a kind of thin
film one night when | was out driving. Thinking that it might be an
example of a “transparent form,” | brought my hands together on
either side of it and realized that even though it was transparent it
looked just like a mirror. In that instant, the thin, transparent film
suddenly seemed very material. After that | decided that using the
artificial flower petals to create the phenomenon of a reflection in the
water by suspending them on either side of the transparent acrylic
curves, which had a mirror-like effect, might create a fantasy-like
waterside landscape that was vaguely familiar yet existed nowhere.
When | saw Sejima’s sketches of acrylic walls curving gently back and
forth, | decided to position my works where | imagined there were
“transparent forms” extending out into the space from the curves
described by the acrylic. | created reflected scenery in which the
acrylic boundaries that divided the space acted like the horizon line
in Reflectwo. This meant that where there was no acrylic, there was
no reflected scenery. But | also wanted to betray expectations, so
| tried things like not placing reflected scenery where it would be
expected, creating scenery that extended beyond and swept around

the actual position of the walls, and making ambiguous “transparent

EREL 5l BEY

Transparent From exhibition.
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Installation of the Boyoyong
exhibition. The rings were
connected by hand, one-
by-one.
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Kawamukai— For the ODS-R, the architect is given full discretion to
decide everything from the design of posters and direct mailings,
the planning of the opening party, the number of workshops to hold
during the term of the exhibition, and what they should cover. Aoki,
you were consistent in going with boyoyong for everything; at the
opening party you even served “boyoyong cuisine,” which turned
out to be a first-rate dining experience.

Aoki— It was the chefs at the New Otani who put together the
boyoyong menu for the opening party; | didn't give them any special
directions about how to think about boyoyong, but they really came
up with some amazing dishes.

Also, | designed the rings in such a way that the cloud could be
assembled all at once by a large number of people so | was hoping
from the outset that we could have some kids come to work with
us on putting things together. That’s one reason | chose to hold a
workshop for children.

Kawamukai— The fact that things were designed in such a
way that everyone could take part—adults and children alike—
seemed to reveal the philosophy underlying the exhibition. The
child’s perspective was taken into consideration, and this seemed
somehow consistent with the notion of an “open field.” Indeed, it
was impressive to see so many people come together all at once to
put together the cloud.

Aoki— We did most of the construction ourselves this time. The
project was designed to be almost entirely handmade, and to reduce
outsourcing as much as possible. We used zip ties, for example, to
connect the rings. Then, when we took down the piece, we used the
“pick-your-own” model, letting people clip the zip ties with a pair of

pliers and take home as much boyoyong as they wanted.
Kawamukai— Yes, it was great fun all the way to the very end. Well,
it's been a few years now since the Boyoyong exhibition. Could you
talk a little bit about where boyoyong led?

E TELEAI DUV THE
2K B FEEAFDT—Y
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Left: A boyoyong ring-
making workshop for
children. Right: Just for the
workshop, colorful lighting
in the venue was linked to
the shaking of the rings.
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Our bodies are made up mostly of water. Just as
water flows beneath the surface of the ground, so
water flows within our bodies. Water flows within
plants, too. Or rather, the very shape of plants is
that of the flow of water. It is completely natural
that that Japanese word midori(greenery) should
share etymological roots with the word mizu
(water). Water flows, too, within modern build-
ings, although this natural element is managed
almost completely within a system of manmade
plumbing. Living in this midst, we forget that we
ourselves are run through with water. Here, right
in the middle of a modern office space, we tried

to create a space that was neither garden nor
building but a tangling of water and structure
and vegetation. Water conveyed from the acrylic
structure in the center spreads like a flower, then
falls and flows. This flow of water is entangled
with many plants. People enter this strange mix
and listen carefully to various seen and unseen
flows. Following the mindset of a gardener, this
is an effort to open the hard shell of architecture
in the flow of water, to open our bodies to the
changing state of water.

(Exhibition concept, July 2012)
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ikebana. The presence of flowers brings to visitors, too, a clear
awareness of the connections between people.

Kawamukai— What you say is true of architecture, too. Buildings
face, and arise from, spirits living in the ground. And architects, of
course, are also very conscious of their clients. But tell me, how do
you decide what form to give the flowers you arrange?
Shuho — Generally speaking, you could say it depends on the
objective, including for whom the flowers are being prepared.
Why am | arranging flowers today? Is it to welcome a guest, or am
| preparing flowers for the Buddha? There are all sorts of ways to do
things along a range from formal to casual. And, of course, the space
where the flowers will actually be placed is an important factor.
| select appropriate equipment and finally, of course, there is the
season to consider.

Beginnings and Endings

Shuho— | use fresh, seasonal flowers that | pick myself from my

HERDEL T 7TVA:
RJUR—=12|Zd % Dhagpo
Kagyu Ling F N\ MAZ
22— T(2013)

Shuho arranging flowers
at the Dhagpo Kagyu Ling
Center for Tibetan Buddhism
in Dordogne, France (2013).
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