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21 st Century Museum of Contemporary Art, Kanazawa has been gifted
almost 3,000 items of works and materials of Awazu Kiyoshi (1929-
2009) and has started the “Awazu Kiyoshi, Makurihirogeru (EXPOSE)”
series since 2014. This series aims at introducing the world of Awazu
from multiple perspectives as results of continuous survey and study

of the contents. The exhibition “Art Running Wild: Awazu Kiyoshi

and Performance" was held in 2014, followed by the exhibition "From
Graphic to Visual: Awazu Kiyoshi's Theory on Visual Communication”
in 2015.In 2016, “Awazu Kiyoshi and Architecture” was held in 2016 as
the third of the series.
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Introduction

AWAZU Kiyoshi had come to design spaces and environments in collaboration with various architects as

a result of taking part in the 19605 architectural movement of “Metabolism.” In addition, the fact that he
had been appointed to design the cover of the architecture magazine KINDAIKENTIKU from 1960, had also
served as an opportunity for him to engage in the field of architecture. [1]

The 1960s until the 1970s was a time in which artistic genres from architecture, design, art, photography,
to music had merged and formed connections with one another under the keyword of “environment.”

That which symbolically conveys this movement is the exhibition that had been held in 1966 in Matsuya
Ginza entitled, “From Space to the Environment: Integration of Painting + Sculpture + Photography +
Design + Architecture + Music,” organized by the “Group for Environmental Art” and curated by TONO
Yoshiaki, and which Awazu had participated in as a preparatory member. (2] With graphic design as a starting
point, Awazu himself had also started to partake in a wide range of activities such as painting, sculpture,
printmaking, photography and film, as well architecture, the production of film sets, and performance works.
Volume 3 of Awazu's collected works published by Kodansha in 1979 under the title Environment & Art [3)
indeed included projects related to architecture, production design, stage equipment design, film works,

and performance. The previous two installments of the exhibition series “Awazu Kiyoshi: Makurihirogeru
(EXPOSE)" curated by KITADE Chieko, had respectively focused on the themes of “performance” and “from
graphic to visual,” and through them had captured this traversal and cross-disciplinary movement “towards
the environment.” [4]

In this third installment of the exhibition series “Awazu Kiyoshi: Makurihirogeru (EXPOSE),” we
shed light on the integrated nature of Awazu's practice from the perspective of ‘architecture.” Centering on
the period between the 1960s and the 1970s, Awazu's traversal and cross-disciplinary collaborations with
architects, architectural critics and urban planners such as his designs for doors, murals, exhibition spaces
and magazines, are introduced by means of a cohesive selection of 39 works and reference materials that are
organized across three sections.

In recent years Metabolism has progressively undergone a movement of reevaluation, such as the
publication of Project Japan, a book that is based on a series of interviews conducted by Hans Ulrich Obrist
and Rem Koolhaas [5] in addition to a retrospective exhibition held at the Mori Art Museum in 2011.[6]

In regards to Expo ‘70, the exhibition “Osaka Expo '70 Design Project” was held at the Museum of Modern
Art Tokyo in 2015 (7] to which we had contributed a selection of Awazu Kiyoshi’'s works from our museum
collection.

In the catalog for Awazu's solo exhibition “Graphism in the Wilderness™ held at our museum in 2007,

I had written an essay entitled “Awazu Kiyoshi and the Theories of Metabolism.” (8] This exhibition serves to
develop my ideas articulated at the time, while simultaneously taking into account further research including
my interviews with KAWAZOE Noboru. [9] Approximately half of the works and reference materials featured
in this exhibition were also presented in the “Graphism in the Wilderness” exhibition. Nevertheless for
example, Awazu's designs for architecture magazines had previously been introduced under the category of
book design rather than from the perspective of “architecture.” Furthermore, most of the panels that feature
photographic documents and paper printed images of architecture related projects have been presented for
the very first time in this exhibition since their addition to our museum’s collection.

Below I would like to outline the contents of the exhibition in order of the three sections devised.

1| Metabolism and the Expo '70

1960 marked the hosting of the World Design Conference in Tokyo. In response to this opportunity, the
architect and urban planner ASADA Takashi had summoned architectural critic KAWAZOE Noboru and
young architects KIKUTAKE Kiyonori, OTAKA Masako, MAKI Fumihiko and KUROKAWA Kisho to form
the Metabolism Group. “Metabolism” in the very sense of the word, is a term that refers to “the biological
growth of living organisms.” As opposed to Modernism that had been modeled on the concept “machines,”
Metabolism was an architectural movement that served to propose various forms of cities and architecture
during Japan's period of high economic growth that drew inspiration from “living organisms.” Awazu
participated in the Metabolism Group and had been responsible for designing the logo and opening pages
for each chapter of the booklet, METABOLISM 1960. (cat. no. 2) Furthermore, Awazu had also engaged in
designing books for Metabolism members such as Kawazoe Noboru's publication, Contemporary Design.



(cat. no. 3) In spite Metabolism being a movement oriented towards the future, the logo Awazu devised

had been based on a traditional Japanese “Tomoe” design (three comma-shaped forms arranged in a circle).

At the 1970 World Exposition in Osaka (Expo '70), the architects of the Metabolism Group had
actively worked to present a cohesive model for a future city. In 1966, Awazu had been involved as one
of the core members on the research committee for the master planning of the “Amusement Park Area”
(Expoland). (cat. no. 4) As far as looking at the “Research Report” compiled in 1967, [10] the specific
extent of Awazu’s responsibilities within the committee remain unknown. Nevertheless, from the ideas for
“Daidarasaurus” that served as a central element of Expoland, one is able to recognize Awazu's continued
interest in concept of ‘the tube that penetrates the city” as articulated in his designs for the “Relief by
Pipes, Rinkai Center Building” (cat. no.10). In addition, Awazu had also been responsible for designing
the exhibition venue for “The Future: World of Progress” (cat. no.6-1, 6-2), one of the exhibitions in the
Theme Pavilion within the “Symbol Zone" that comprises the core area of the Expo. It was a so-called
‘Aerial Exhibit’ that was set up within the ‘Space Frame' constructed in accordance to TANGE Kenzo's
design. As part of this exhibition, Awazu produced a multi-projection work entitled Mandara-rama (cat.
no.5) that appears to cover the entire presentation space. This work is not only an example that illustrates
communication as manifest within an environmental context, but was also an attempt to convey the
masses by projecting images of people’s faces from various countries as well as seal impressions across a
total of 192 screens. Like OKAMOTO Taro’s polarism of installing the Tower of the Sun so as to penetrate
Tange's ‘Space Frame,’ it is possible to read Awazu's work as confronting Tange's top-down style of
political leadership with Asada Takashi's style of bottom-up civic participation that concerns the masses as
its pivotal point. [11] Awazu also served as a committee member for the Japan Pavilion at the Expo.

2 | Collaborations with Architects

From the 19605 until the 19705, Awazu had collaborated with numerous architects to work on designs for
spaces, centering on members of the Metabolism Group including Kikutake Kiyonori, Maki Fumihiko,
Kurokawa Kisho, as well as figures such as KAWASHIMA Koji.

The first of such collaborations was the “Steel Gate” (cat. no. 7) for [zumo Shrine’s administrative
building, which was designed by Kikutake Kiyonori and completed in 1963. This work manifests as a
development of Awazu's 1960 drawing piece Metabolism (cat. no. 1), that bases itself on the motif of waves.
The space that is observed through and on the other side of the gate appears to change not only by means of
the movement of the gate itself, but also through the movement of the people walking in its surroundings.
This characteristic, in contrast to Kinetic Art such as Alexander Calder’s or KITADAI Shozo's ‘Mobile’ in
which the work itself moves, is seemingly related to YAMAGUCHI Katsuhiro's 19505 ‘Vitrine” works that
place focus on the movement of the viewer. [12]

Thereafter, Awazu collaborated with Kikutake in 1964 to produce the interior graphic design for
Toukouen, a hotel located in the Shimane prefecture, and furthermore in the mid-1970s he created a
mural works for a few of the branches of the Kyoto Shinkin Bank that Kikutake had been responsible for

designing. (cat no. 8) These murals had been painted on the rolling shutters in front of the bank’s counter.

In the Tanabe Branch and the Kisshoin Branch during this time, the shutter that ordinarily would close
at 3 pm was installed in front of the counter rather than on the outside of the building. This enabled the
lobby to be openly used as a play area for children even after the bank'’s closing hours. It had been one of
the steps towards realizing the concept of the “community bank” as proposed in Japan for the very first
time by Kyoto Shinkin Bank, and served as an element for opening up the architecture towards the city.
[13] As opposed to the 1960s that corresponds to Japan's period of high economic growth, the 1970s had
been a time in which society had seen economic stagnation such as the effects of the oil crisis. The fact
that interest towards the “community” has a tendency to heighten in tow with economic stagnation, is
something that is interesting to note also in the context of Japan's current circumstances.

In 1965, Awazu had created a wall relief as well as a courtyard comprising of old roof tiles for the
Tsuyama Culture Center that had been designed by Kawashima Koji. The relief with a wave pattern had
drawn and developed from the ideas conveyed in Izumo Shrine’s Steel Gate. It was a time when the
possibility of factory-produced precast concrete had been pursued, and thus in his design for the Tsuyama
Culture Center Kawashima attempted to replace the beams of traditional wooden architecture with that
made of concrete. Since the concrete members produced in the factory had required transportation to the
site, the size of each replaceable member was handled in a completely different manner to the integrated

10 Nihon Bankoku Hakurankai Gorakuchiku
ni tsutteno Chosa Hokokusyo [Research Report
for Expoland, Expo 701, Nihon Bankoku
Hakurankai Gorakuchiku Chésa linkai,[1967].
11_ Cf. Toyokawa Saikaku, Tange Kenzo: Sengo
no Kososya [Planner of post-war] (Tokyo:
Iwanami Shoten, 2016), 151.

12 For reference on ‘Vitrine,’ see the
following. Christophe Charles,“Yamaguchi
Katsuhiro no Performance” [ Performance

by Yamaguchi Katsuhiro], representative
researcher Matsumoto Toru, Sezngo no Nibon
niokeru Geijutsu to Technology [Art and
Technology in Post-war Japan], ed. Otani
Shogo, ([Tokyo: Museum of Modern Art,
Tokyo],2007), 16-23.

13 _Cf.CDI, ed., Community Bank Ron
[Theories on Community Bank](Kyoto: Kyoto
Shinkin Bank Tokyo Kajima Kenkyusyo
Syuppankai, 1973); CDI, ed., Community Bank
Ron IT (Kyoto: Kyoto Shinkin Bank, 1983);
CDJ, ed., Community Bank no Kitkan Keikaku
[Space Planning for Community Bank](Kyoto:
Kyoto Shinkin Bank, 1983).

09



14 Awazu Kiyoshi, Kankyo Dezain to Kaiga,
31.

15 Cf. Awazu Kiyoshi, “Mimasaka no Kabe to
Niwa, in Dezain no Hakken, 190 (reprinted in
Awazu Kiyoshi, Kankyo Dezain to Kaiga, 168).
Awazu Kiyoshi, “Shi to Dorama no Dezain”
[Design of Death and Drama] in Dezain

ni Nani ga dekiruka [What can Design do?]
(Tokyo: Tabata Shoten, 1969), 17-31 (reprinted
in Awazu Kiyoshi: Koya no Gurafizumu, 39).
16 _ First appeared in Sunday Mainichi, no.
2702 (August 7, 1970), 248-265. Reprinted in
Awazu Kiyoshi, Sasakubo Shin, Aoki Daisuke,
Sutetaro, (Tokyo: Ken Books, 2014), 20-37.

17_ Figure 2 is also published in Kurokawa
Kisho no Sakuhin. Below the image it

is written, “In order for the growth of
architecture to be possible it is perhaps
necessary to set aside a certain margin in
advance within the site and in the space, yet
for the expansion of architecture it is indeed
important to establish connective sections, or
in other words, to create ‘nodes for growth.”
Kurokawa Kisho, Kurokawa Kisho no Sakuhin
[Works by Kurokawa Kisho] (Tokyo: Bijutsu
Shuppan-sha, 1970), 76.

18 In regards to how settlements from the
Middle East to the Mediterranean Coast had
served to influence Collective Form, refer to
the following. Maki Fumihiko, Investigation
in Collective Form (St. Louis: Washington
University, 1964), 14. Maki Fumihiko, "Gun-
zokei to Genzai, sono 45 nen no Kiseki"
[Group Form Now: Its History of 45 Years]

in Otaka Masato and Kawazoe Noboru, eds.,
Metabolism to Metabolist tachi [Metabolism
and Metabolists] (Tokyo: Bijutsu Shuppan-
sha, 2005), 138. For reference on the influence
of Edo’s urban design on Hillside Terrace, see
the following. Maki Fumihiko, “Toki to Fikei:
Tokyo eno Omaju” [Time and Landscape:
Homage to Tokyo] in Maki Fumihiko and
Atelier Hillside, Hillside Terrace Hakusho [A
White Paper of Hillside Terrace] (Tokyo:
Sumai Library Publishing, 1995), 25-26.

19 Awazu Kiyoshi, Kankyo Dezain to Kaiga,
62.
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concreted that was treated and struck on site. It was for this reason that Kawashima had looked to wooden
architecture as a point of reference. Nevertheless, Awazu had set up a scaffold and drawn the lines for the
wave relief on the wall on site, and thereafter the craftsmen engaged in the chipping and sculpting of the
work over a period of one month. [14]

The roof tiles used in the courtyard that had been collected throughout the town of Tsuyama are not
only vernacular architectural materials that are unfound in Western-style modernism, but also the phonetic
association between the words “Kawara” (roof tiles) and “Kawara” (dry riverbeds), consciously pays heed to
the history of population thinning in the region during the Edo period, in which people had resorted to
abandoning fetuses in dry riverbeds. [15] As another work that conveys the motif of population thinning,
Awazu had drawn a ‘Gekiga’ (dramatic pictures) style cartoon entitled, “Sutetaro” [fig.1]. [16] Awazu had
also drawn fetuses often as a motif connoting life in his Metabolism related projects, and for example had
incorporated a three-dimensional manifestation inside the tubes of the Rinkai Center Building's Relief by
Pipes, completed in 1967 . Tsuyama's roof tiles can thus be considered as a means of tracing his continued
interest in fetuses to the vernacular history of the Edo period.

Awazu had collaborated with Maki Fumihiko on the project for the Rinkai Center Building, and
created a relief comprising of pipes on the wall of the center’s entrance lobby (cat. no. 10). His works up
until the Tsuyama Culture Center had appropriated lines in their plane, however in this relief the lines
are treated in a three-dimensional manner. The motif of lines expanding within three-dimensional space
is further developed and inherited in Awazu's sign for the Corner Plaza (cat. no. 6-3) created in Hillside
Terrace, a project also designed by Maki. From this work one can capture a glimpse of Awazu's vision of the
future city as a place in which a plethora of tubular lines extend throughout, and where various exchanges
of information takes place [fig.21.[17] This imagery overlaps with that of a living organism's nervous system,
and therefore illustrates a commonality with Metabolism that had attempted to contemplate the city
through a biological model. Maki had proposed the “Group-Form” as indicating a collection of elements,
and a leading example of this in practice is the project of Hillside Terrace. In terms of Hillside Terrace, the
“Linkage” which Maki articulates as being the very relationship between the various elements, manifest
as voids such as the plazas and pedestrian decks. In this respect, Awazu's sign can be seen as an act of
incorporating Awazu's lines into the context of Maki's void. Maki's Group-Form concept is based on
historic settlements, [18] and it is interesting that Awazu, who often adopts historic Japanese imagery, had
in this work conversely transcribed imagery that was reflective of the new media environment.

Awazu had been responsible for designing Kurokawa Kisho's anthology of works published in 1970
(cat. no. 11, 12). Kurokawa himself had actively made use of new forms of media such as television. This
decision on his part had perhaps corresponded to the idea that television, in contrast to a bureaucratic top-
down style of information dissemination, served as a tool for the masses to share information. Naturally, he
had also consciously considered books as a medium for communicating his own works. In time with the
Expo for which he personally engaged in designing numerous pavilions, Kurokawa appointed Awazu to
freely devise the design for each page of the publication. The anthology took on the form of a cross-media
publication and included a poster as a representative medium appropriated within urban space, as well as
a record featuring a recitation of his “Capsule Declaration.” Even within this context however, Awazu had
subtly incorporated traditional and popular Japanese motifs such as geomancy.

The initial plans [fig.3] for the central patio (cat. no. 13) of the National Museum of Ethnology that was
built on the former grounds of the Expo '70 under the design of Kurokawa Kisho, had proposed creating
a space consisting of caves through the use of baked red soil. [19] This could also be considered as an act of
incorporating primitive elements into a plan constituted by means of rectangular forms. The wave-like motif
appropriated in his design for the auditorium’s drop curtain can be thought to have developed from the
ideas explored in Izumo Shrine’s Steel Gate and the rolling shutters in Kyoto Shinkin Bank.

From the 19605 until the 1970s, architects of the Metabolism movement had realized a succession
of buildings that they designed. In his collaboration with various architects Awazu had both sympathized
with the challenges they faced and further contributed in extending the scope of their practice by
projecting imagery of living organisms and waves, his vision of a city built on an intricate network of
information, as well as in other instances appropriating popular and indigenous motifs.

3 | Designs for Architecture Magazines

From the 19605 to the 19705, architecture magazines were not simply limited to introducing latest trends



and documents of buildings, but also functioned as a setting for the presentation of new architectural
visions. For example there had been publications such as Space Design (Kajima Publishing, 1965 - 2000)
designed by SUGIURA Kohei, and Toshi Jutaku (Kajima Publishing, 1968 - 1986) of which UEDA Minoru
served as editor-in-chief from its first issue until 1975 with the cover design overseen by Sugiura Kohei and
ISOZAKI Arata for its first two years.

During this period, AWAZU had been responsible for the cover design of KINDAIKENTIKU
magazine (cat. no. 15 - 27) from 1960 until 1963 . Furthermore, in 1975 he had also been responsible for
designing the cover of the magazine Kenchiku Bunka (cat. no. 28 - 39 ). In recent years it is often the case
for architecture magazines to feature photographs of architecture works on their front cover, yet at the
time, for instance in Kenchiku Bunka that TANAKA Ikko and TAKAMATSU Jiro had worked on designing
before and after Awazu, the designs deviated from the standard of architectural photographs to consist
of a combination of unique images. In his cover designs Awazu had freely developed the wave-like forms
as explored in his drawing piece Metabolism, as well as motifs such as fetuses and turtles that he often
appropriated in his own works.

Conclusion

During their period of collaborating with architects from the 19605 to the 19705, Awazu and architects
had not only conveyed architecture through the very medium of architecture itself, but also attempted
to communicate its vision through actively traversing various media such as magazines, posters, music,
and expositions. Amidst such efforts, rather than considering there to be a division between architecture
and the media with the former being the contents to be communicated and the latter as the container
for conveying them, they had regarded both as a means of environmental communication. As a result, the
scope of the architect’s field of activity had extended to encompass the “environment,” and at the same
time the scope of graphic design had also come to include the “environment,” thereby increasing the
possibility for collaboration between architects and designers. Nevertheless, despite confronting the same
challenges, their methods of approach had naturally differed due to the difference in their respective roots.
One could say that it is this very difference that served to enrich the collaborations between the two.
Following on from the “Tradition Debate” of the 19505, the most significant common challenge
that both areas faced at the time was to find a means to form connections between Modernist designs of
Western origin that had aimed to open out to the masses, and that of local Japanese traditions. Architects
had thus referenced naturally formed traditional se ttlements and the ways of combining wooden members
as seen in traditional Japanese architecture. Awazu had aided in conveying the vision of architects that have
a tendency to lean towards the technical through means of books, magazines, reports, posters, logo marks,
murals and graphic design, thereby familiarizing and communicating such ideas the masses. Furthermore,
by appropriating popular and traditional Japanese motifs such as seals and the “Tomoe” design in addition
to vernacular materials of roof tiles and red baked soil, Awazu while sympathizing with architects’ efforts
towards their challenges, had added his own approach that served to confront them from a different
perspective. In doing so, the vision of the architect had essentially gained a polyphonic sense of richness.
Although it is not mentioned in this exhibition, Awazu in terms of his relationship with architecture,
had been involved in the subject in other ways including commissioning HARA Hiroshi to oversee the
design of his private residence completed in 1972, [20] organizing and introducing Antonio Gaudi's work
as a result of his personal interests by making exhibitions, movies and publications, [21] and also working
cohesively on the design for the Terayama Shuji Memorial located in the Aomori prefecture. [22] It is thus
evident that Awazu's relationship with architecture is an important aspect of his multifaceted practice.

[translated by Kei BENGER]

This research was conducted by the aid of the ‘Graphic Culture Research Grant' issued by the DNP Foundation for Cultural
Promotion. I would like to take this opportunity to express my sincerest gratitude for their support.

20 Hara Hiroshi Interview, interviewed

by Kitade Chieko, November 19,2014, in
Kitade Chieko, ed., Art Running Wild: Awazu
Kiyoshi and Performance / From Graphic to
Visual: Awazu Kiyoshi's Theory on Visual
Communication, 49-53.

21_Gaudi exhibition, organized by Gaudi
exhibition committee and Sogetsu Museum,
1978, traveled 11 venues including Sogetsu
Museum. Awazu Kiyoshi, Gaudi Sanka [A
song in praise of Gaudi] (Tokyo: Gendai
Kikakushitsu, 1981).

22 Awazu Kiyoshi, “Metabolist kara no
Syuppatsu” [Departure from Metabolist],
Otaka Masato and Kawazoe Noboru, eds.,
Metabolism to Metabolist tachi, 192-194.

fig.2 Awazu Kiyoshi, Imaginary City, 1967
(Reprinted from Awazu Kiyoshi, Kankyo
Dezain to Kaiga, 52.)

fig.3 Awazu Kiyoshi, Model of Patio,
National Museum of Ethnology, 1975
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AR FRY AN EFTE | Metabolism and Expo ‘70

Metabolism

A hand-drawn work by AWAZU. Although Awazu is known to seldom
give titles to his drawings, he has titled this piece “Metabolism.” Surfaces
are created through drawing parallel lines. The parallel lines appear to
fluctuate due to their hand-drawn nature, and in some places can be seen
colliding into one another. Awazu had since continued to develop this
motif of parallel lines in various ways within his work, through imagery
reminiscent of fingerprints and clouds, waves, and contour lines. This
drawing was also featured on the cover of the magazine KINDAIKENTIKU
(cat. no. 15), introduced in section 3 of this exhibition.

METABOLISM 1960: Toshi Eno Teian

Gendai No Dezain

The booklet METABOLISM 1960: Toshi Eno Teian was produced in
correspondence to the 1960 World Design Conference in Tokyo, and had
been available to purchase by the attendees of the conference. AWAZU

had designed the logo and front pages of the booklet within which it had
been featured. Based on a traditional “Tomoe” design consisting of three
comma-shaped forms arranged in a circle, the logo represents the renewal
of generations through its two large patterns that convey parents, and the
single small pattern that conveys a child. The opening text of the booklet
features a notice regarding the next issue, however plans for releasing a
subsequent publication in 1965 under the title “Metamorphosis” was never
realized, thus this booklet remains as the sole issue to have been published.
Awazu also used the same logo to design the cover for KAWAZOE Noboru's
publication, Gendai No Dezain.
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Master Plan

for Amusement Park Area, Expo *70

A model of the master plan for “Expoland” (closed in 2009), a park that
was opened as an amusement park area at the Expo '70 in Osaka. In

1966, the Expo Association had requested the Keihanshin Kyuko Railway
Company (the current Hankyu Corporation) to conduct research regarding
the creation of an amusement park area. The Keihanshin Kyuko Railway
Company established an Amusement Park Area Research Committee
within their company, and engaged in studies and considerations inviting
AWAZU Kiyoshi, IZUMI Shinya, and TAMURA Akira as core members
of staff. The white line-shaped forms that run throughout the park are a
group of roller coasters known as “Daidarasaurus.” 10 courses in 7 types
were proposed in the concept plan, and ultimately a total of 5§ courses in

3 types: low-speed, steep rotation and launched, were realized. It illustrates
visions of a new transportation and information system for a future city.

“The Future: World of Progress” exhibition,

Theme Pavilion, Symbol Area, Expo 70

The “Symbol Area” had formed the core area of Expo '70. In this very
center of the Expo, a “Festival Plaza” covered by a large roof was conceived
based on TANGE Kenzo's design, that through it presented a model of

an aerial city. The Theme Pavilion that was to serve as a venue for exhibits
related to the Expo's theme of “Progress and Harmony for Mankind,” was
established within the interior space of the large roof's ‘Space Frame' truss
system and in the basement of the Festival Plaza. Among the exhibits held
within the large roof area had been the “The Future: World of Progress
—Universe, Man, World, and Life” exhibition. AWAZU had been involved
from the planning stages of the exhibition, and was responsible for
designing the layout for the “Universe,” “Man,” and “World" sections. The
multi-screen work “Mandala-rama” consisting of a total of 192 screens was
exhibited as part of the “World” section, and communicated the spirit of
‘harmony’ through its projection of imagery conveying various people,
nature, and cultures of the world.
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HEER LD | Collaborations with Architects

%45 iE )l | KIKUTAKE Kiyonori
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Steel Gate, Izumo Shrine

The “Chonoya” is the administrative building of a shrine. Since its former
wooden building had been destroyed in a fire, it was rebuilt under the
design of architect and member of the Metabolism Group, KIKUTAKE
Kiyonori. Reinforced concrete was appropriated for fireproofing purposes,
and the new building was initially used as a treasury. Illustrating the
concept of Metabolism, the building had been constructed with factory-
produced precast concrete members that could easily be replaced should
there be signs of deterioration. The shape of the building is based on the
motif of “Inakake,” a process for drying harvested rice crops that is native
to the Izumo region.

AWAZU had been requested by Kikutake to design the gate for the
building, marking his first opportunity of working on an architecture-
related design. The shapes comprised of numerous parallel lines, are
directly derived from imagery of rippled patterns drawn in the sand by
the wind. In considering the gate as that which connects space rather than
separates it, Awazu had aimed to create a design that enabled the space on
the other side of the gate to be seen. Furthermore, while the gates remain
still, he intends for the shapes to appear differently depending on the way
people move and shift their line of sight.

Mural and Tapestry, The Kyoto Shinkin Bank

In 1970, SAKAKIDA Yoshio who at the time had been appointed as the
president of the Kyoto Shinkin Bank designated the bank to become

the first-ever domestic financial institution to operate as a “community
bank.” Sakakida believed that unlike other nationwide banks, a Shinkin
Bank should serve its role in supporting the economy and culture of the
local region. Many of the bank’s branches were designed by KIKUTAKE
Kiyonori, who also provided within them facilities such as community
halls for use by the local people as well as reading corners for children. For
example in the Tanabe Branch, the shutter that closes at 3 pm was installed
in front of the counter rather than on the outside of the building. This
enabled the lobby to be openly used as a play area for children even after
closing hours, in addition to it serving as an approach to the community
hall located on the second floor. AWAZU painted a mural on the rolling
shutters in front of the bank’s counter. In regards to this hand-painted
mural Awazu states, “When you are working in design, there are times
when you want to draw directly or use paint.” “I applied the paint as if
pounding it onto the surface to create a wild and bursting dance of color.”
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Steel Gate, Izumo Shrine

(document panel)

1963

H54.1 XW43.1XD0.8cm
Ma-001-01

8 HUMEM&E

BEW, 2 € 2) = (SR8 A0)
Mural and Tapestry,

the Kyoto Shinkin Bank
(document panel)
1976-1978

H54.1 XW43.1XD0.8cm
Ma-001-20

b D ORE (1976 5F)

R4 REBE S O BE ] (1977 4)o

T AL E O 2 2Y— (19784F).
Above:

Mural in the Tanabe Branch (1976).
Below right:

Mural in the Kisshoin Branch (1977).
Below left:

Tapestry in the Kitano Branch (1978).
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Wall and Courtyard, Tsuyama Culture Center

The Tsuyama Culture Center is a hall located to the north of Tsuyama
Castle in Tsuyama City, Okayama Prefecture. Recognized as one of the
leading works of architect KAWASHIMA Koji, the building is characterized
by its unique concrete “Dougongs” (structural elements of interlocking
brackets) that are often seen in traditional wooden shrines and temples.
Situated within the south side of the hall, namely in the side that faces
onto the castle, is the “Exhibitions Hall.” AWAZU had made a concrete
relief with a wave pattern on this sidewall in which he himself had climbed
the scaffold and drawn the lines directly, followed by four craftsmen who
over a period of one month, engaged in the chipping and sculpting of the
work. At a time when precast concrete had garnered attention, a conscious
decision had been made to produce the work on site. Awazu mentions that
he had “carried the image from Izumo,” and thus the work illustrates a
common motif to that of the steel gate in Izumo Shrine.

A series of old roof tiles that had been discarded throughout the town were
gathered and respectively buried in the courtyard in an upright position.
Through this gesture Awazu had attempted to convey a sense of “death”
within the context of the courtyard as well as present the very image of
“death” itself. Architectural critic KAWAZOE Noboru describes this act

as a possible association between “Kawara” (dry riverbeds) in which fetuses
had been abandoned during the Edo Period, and “Kawara” as the term for
roof tiles.
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Relief and Courtyard,
Tsuyama Culture Center
(document panel)

1965

H54.1 XW43.1 X D0.8cm

Ma-001-02
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Relief by Pipes, Rinkai Center Building

Rinkai Center Building is a service complex comprising of training
facilities and conference facilities that had been built in 1967 in the marine
industrial zone of Sakai City, Osaka Prefecture, as the inaugural project of
Maki and Associates. AWAZU created a relief on the wall of the entrance
lobby using pipes, and in front of it had designed a series of cylindrical
chairs. Lines had been appropriated in their plane within the steel gates

of Izumo Shrine, however in this relief the lines” cross-section is used as

a motif, as inspired by the complex network of telephone lines installed
throughout the city as well as anatomical diagrams of a living being’s
nervous system. Awazu initially made a rough sketch that he then took to a
steel-pipe welding factory where he determined the final design.

Sign, Door and Window Designs, Hillside Terrace

Hillside Terrace located in Tokyo's Daikanyama district is one of MAKI
Fumihiko's representative works that has been developed over six phases
between 1969 and 1992. AWAZU contributed in the project in 1969
(Phase I) for the sign design. For this project, he designed a sign for the
Corner Plaza, which consisted of bent tubular forms that represented the
six colors in the rainbow. The three-dimensional manner in which the
tubes are treated, appear to develop the ideas explored in the Relief for
Pipes installed on the wall of the Rinkai Center Building. The sign’s overall
form with its bent lines would further be developed and appropriated in
the sign designs for Yokohama City's Kannai district in 1974.In addition,
Awazu had created a design based on a monochrome motif of waves for
the door of a beauty salon located within Building B.

In Phase II of the project (1973 ), he was responsible for designing the tiles
used in the courtyard of Building C as well as designing the sheet featuring
a wave motif for the glass windows in Building B. This sheet was later
adjusted into a spiral-pattern design in correspondence to the renovation
of the beauty salon.
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: Relief by Pipes, Rinkai Center Building (document panel)

SR 1967
!f!,,f : ’F - Pt e H43.1 X W54.1X D0.8cm
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 La ey 87 Ma-001-05

-,
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Corner Plaza Sign, Door and Window Designs, Building B,
Hillside Terrace Hillside Terrace

1969 c.1970 AR | c. mid 19705

Ma-027 Ma-027
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Kurokawa Kisho No Sakuhin

An anthology of KUROKAWA Kisho's works was published in
correspondence to the hosting of Expo '70. Each of the pages was designed
individually by AWAZU, and depicts psychedelic designs that had been
popular at the time. The design for the poster used to advertise the book
was appropriated as it is for the cover of the case, and the poster itself had
also been included with the publication. It was also accompanied by a

disc of Music for Living Space composed by ICHIYANAGI Toshi. The piece
begins with a singing mass chorus that gradually diminishes in volume to
be followed by a reading of Kurokawa's “Capsule Declaration” in a robotic
voice. This song was composed as part of the music to be played within the
interior of the “Tower of the Sun” at the Expo '70. Also featured within
the anthology is a portrait of Kurokawa floating in the air, taken by the
photographer OHASHI Tomio who had been assigned by Kurokawa to
document the buildings that he had designed.

Patio and Hall Drop Curtain, National Museum of Ethnology
The National Museum of Ethnology was built on the former grounds

of Expo '70 under the design of KUROKAWA Kisho. The height of the
entire building is kept to a minimum, with a floor plan consisting of a
combination of squares each measuring 40-meters on its side enabling
extensions to be constructed. A courtyard is established in the center of
each square. The building in general has no windows along its outer walls,
thus sunlight is drawn into the interior through the courtyards.

The “Patio” designed by AWAZU is one of such courtyards situated within
the building, and is configured through an arrangement of open floor
spaces and stairs. The floors are intended for use as display areas in outdoor
exhibitions. In its early stages of planning there had been a different
proposal to create a space consisting of a myriad of caves through the use
of baked red soil. Awazu was also involved in the exhibition planning for
the museum, and the drop curtain in the auditorium is also based on his
design.
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Kurokawa Kisho No Sakuhin
1970

H38.0 XW26.8XD3.1cm
SR 3 Ll AR
BK-055
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Patio, National Museum of Ethnology (document panel)
1977

H43.1 X W54.1XD0.8cm

Ma-001-17
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Kurokawa Kisho No Sakuhin / BIJUTSU SHUPPAN-SHA CO., LTD.

1970
H102.2XW72.8cm

F7tvb W) /A% | offset (printed on both sides) / paper

Po-120

14 ESLREAEER R Chib L2 0k) (50 i)
Hall Drop Curtain, Land, Sky & Light,

National Museum of Ethnology (document panel)

1981

H43.1 XW54.1XD0.8cm
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KINDAIKENTIKU

Between the years of 1960 and 1963, AWAZU had been responsible

for the cover design of the monthly magazine KINDAIKENTIKU
(Kindaikenchiku-sha), which was founded in 1946 and still continues to
this day. This work became and opportunity for Awazu to develop his
interest in architecture. On display are 13 issues of which Awazu had
retained only the cover, and which had later been donated to the 21 st
Century Museum of Contemporary Art, Kanazawa.

In addition to the piece “Metabolism” introduced in section 1 (cat.
no.15), Awazu had appropriated a shape made when pressing his lips
against the paper, or in other words, a kiss mark as his motif (cat. no.18).
In the same way as seals and fingerprints, this too had been a primary
method of reproduction that ordinarily involved printing and plating.
During this time, KINDAIKENTIKU had released issues featuring the
Metabolism Group as well as publishing contributions from Metabolism
architects.
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15 GEfRESE; 145125 JACHES
KINDAIKENTIKU; vol. 14 no. 12

1960

H24.4 XW26cm

MEREFRAME | magazine cover
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16 AR 155&2 5
KINDAIKENTIKU; vol. 15 no. 2
1961

H24.4 XW26cm

MERERAE | magazine cover
AR SRR

BK-306-v15n02

17 R 15545
KINDAIKENTIKU; vol. 15 no. 4
1961

H24.4 XW26cm

MEFEZAE | magazine cover
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BK-306-v15n04
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KINDAIKENTIKU; vol. 16 no. 1
1962
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KINDAIKENTIKU; vol. 16 no. 2
1962
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20 EREEE16%35
KINDAIKENTIKU; vol. 16 no. 3
1962
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KINDAIKENTIKU; vol. 16 no. §
1962
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KINDAIKENTIKU; vol. 16 no. 9
1962
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MEREFAE | magazine cover
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23 EREEE 165105
KINDAIKENTIKU; vol. 16 no. 10
1962
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KINDAIKENTIKU; vol. 16 no. 12 g '
1962
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MEFERAE | magazine cover
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KINDAIKENTIKU; vol. 17 no. 7 AR
1963
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MEFERAK | magazine cover
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26 RREE17%105
KINDAIKENTIKU; vol. 17 no. 10
1963
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MEFEZAR | magazine cover
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27 EREEEE17%115
KINDAIKENTIKU; vol. 17 no. 11
1963
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FE&RME | magazine cover
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Kenchiku Bunka

The cover designs for the monthly magazine Kenchiku Bunka
(Shokokusha, suspended in 2004 ), which had released its inaugural
issue in 1946. Awazu was responsible for designing the covers for the
magazine's 1st through to 12 th issues released in 1975. To this day it

is common for architectural photographs to be used for the cover of
architecture magazines, however Awazu had decided to deviate from
the norm to instead combine a diverse array of images. In addition to
images consisting of series of lines and contours that Awazu articulated
in varied ways (cat. no.28), he combined such elements with images of
famous architectural structures as seen in the motif of Le Corbusier’s
“hand” on the cover of the May issue (cat.no.32), Le Corbusier’s
“Unité d'Habitation” in the July issue (cat. no.34), and Tatlin's “The
Monument to the Third International” featured on the cover of the
August issue (cat. no.35).

28 L :30%339%
Kenchiku Bunka; vol. 30 no. 339
1975

H33.2XW26cm

MEFERAME | magazine cover
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29 UL 304 3405
Kenchiku Bunka; vol. 30 no. 340
1975

H33.2 X W26cm

MERERAE | magazine cover
EAEESS
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Kenchiku Bunka; vol. 30 no. 341
1975

H33.2 XW26cm

MERE A | magazine cover
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31 REEE307% 342705
Kenchiku Bunka; vol. 30 no. 342
1975

H33.2XW26cm

MEREFAME | magazine cover
WE

BK-309-v30n342

32 #H(k30% 3435
Kenchiku Bunka; vol. 30 no. 343
1975

H33.2 X W26cm

MERERAE | magazine cover
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BK-309-v30n343

33 AL 307% 34455
Kenchiku Bunka; vol. 30 no. 344
1975
H33.2XW26cm

FE&KM | magazine cover
AR
BK-309-v30n344

34 EESL30% 3455
Kenchiku Bunka; vol. 30 no. 345
1975
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MEREFAE | magazine cover
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BK-309-v30n345

35 AL :30% 3465
Kenchiku Bunka; vol. 30 no. 346
1975

H33.2 XW26cm

MEFERAR | magazine cover
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36 HEE{L:30% 347 5
Kenchiku Bunka; vol. 30 no. 347
1975
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MEFERAE | magazine cover
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BK-309-v30n347

37 UL 305 348 %
Kenchiku Bunka; vol. 30 no. 348
1975
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MEFERAK | magazine cover
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38  HEE{k;30% 3495
Kenchiku Bunka; vol. 30 no. 349
1975
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MEFEZAR | magazine cover
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BK-309-v30n349

39 Bk ;30% 3505

Kenchiku Bunka; vol. 30 no. 350
1975
H33.2 XW26cm
FE&RME | magazine cover
W E
BK-309-v30n350
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