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For as long as | can remember, I've always assumed that a
rainbow has seven colors. Then | met someone who said there
were only five colors in a rainbow. In France, apparently, that’s
what everyone learns. In Russia, rainbows have four colors;
in the United States and the United Kingdom, there are six. |
started to wonder: had | ever really seen a rainbow? Maybe it's
not that there's a world here and I'm looking at it — it could be
that there's a world here because I'm looking at it. | threw all
of my assumptions and preconceptions out the window and
took a fresh look at where | lived. When | did, | could start to
make out some things I'd never been able to see before. The
world can still amaze us.

2016 MARCH
TWELVETH ISSUE
012

RROXLZHART S

7Y —R—=/3—




ARG

|
]
|

HZ2CDECODEZT

Grasping the Unseen with Both Hands
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The intimate concert hall, “sonorium,” adored not only by Japanese musicians,

but also by illustrious performers from across the globe.This pure white hall,

in which all equipment exists solely for the purpose of the music, was designed by Jun Aoki.
This issue’s guest researchers — architect Jun Aoki, noh actor Reijiro Tsumura,

and contemporary artist Haruka Kojin — met here for the first time today.
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What sort of things are happening in unseen realms?
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What does eliminating the self involve?
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Stamping one’s feet hard on the ground

Reijiro Tsumura: The concert hall, “sonorium,” was a wonderful
space. The wooden floor made a particular impression on
me. The floors of Noh stages are made of planks of cypress
sanded completely smooth to make it suitable for the Mai per-
formance and | love the feel of that natural wood, so | couldn't
help but stamp my feet on the floor in the same way today.
Haruka Kojin: It really was a pleasant space to be in.

Jun Aoki: I'm so pleased. | wanted to create as simple a space
as possible, because | wanted to make it an environment that
would enable people coming to “sonorium” to focus purely
on the music. That's why the acoustic equipment has been
designed to blend into the structure of the building itself, so
at first glance, it looks like a rather primitive space with no
acoustical design whatsoever.

Tsumura: Even while we were just standing there, | felt as
though | could hear music. Of course, | couldn't actually see
or hear anything. But you get a clear sense that it's a space
for producing sound, almost as though it's radiating some-
thing like that. A lot of the atmosphere in Noh is created by
the sound of the actor’s feet beating a rhythm. The dance
steps are like stamping your feet hard on the ground. Just
like when sumo wrestlers stamp their feet before a bout, it
originates from a ceremony to pacify the spirits, so these beat-
ing movements of the feet have a very special significance
for Noh actors.

Aoki: In architecture, too, it's very important to engage with
something you can't see, similar to the sounds Tsumura san
mentioned. While we architects do actually use our vision in
our work, there's a lot in the visible world that the eye is unable
to perceive. As we know, the eye can't see, such as gravity and
the flow of people’s energy. When you come to realize this, you
understand that architects are using the visible, while actually
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What's grafting?

seeking to sense and convey the unseen. That's how | see it.
Tsumura: It's the same for me. When playing a role, a Noh
actor is rendering the unseen human soul and human con-
dition in visible form. At the same time, as in the Mugen Noh
plays originated by Zeami, the fascination of Noh lies in the
fact that invisible supernatural entities such as gods, ghosts,
goblins, and demons make an appearance. Even on stage,
they can't be seen at the start. Then the information is grad-
ually presented to the audience and these beings eventually
reveal themselves. But even then, they're still gods and ghosts.
Performing such roles is really, really difficult for us (laughs).
That's exactly why it's so effective for us to wear masks.
Because it helps to erase the individuality of the actor, to some
extent. | think using that as the starting point to build up the
character creates a tale that the audience will understand.

Moving on to a place where
you've eliminated the self

Kojin: | really understand what you're both saying. While most
of my works emerge from everyday scenery, the majority of
them look completely different from the landscapes that |
actually saw. | think it's because | actively engage with the
inexplicable elements in the midst of a scene to which people
would not normally give a second thought. In that sense, | get
the feeling that we're really on the same wavelength, what with
you, Tsumura san, playing the role of a ghost which nobody’s
ever seen, and your way of looking at the flow of gravity, Aoki
san, which is what lies behind structural requirements. And |
think that it's really the puzzling things that offer the greatest
potential for expression.

Tsumura: Yes, we're all on the same wavelength (laughs). I've
never actually seen one of your works, so perhaps you could
tell me what kind of works you create?
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Kojin: OK. Right now I'm working as a contemporary art col-
lective called "Mé." We created the Utsunomiya Museum of
Art Public Project 2014 Ojisan no Kao ga Sora ni Ukabu Hi
[The day you will find the guy’s face in the sky]. As the name
suggests, the work featured a big balloon of a middle-aged
guy’s face up in the sky.

Tsumura: Is this guy a real person?

Kojin: Yes. We formed a "face collection team” in Utsunomiya
and organized activities to find models for the guy’s face
from among members of the public. We ended up with 218
candidates and then we held a “face conference” and chose
one of them.

Tsumura: (Looking at information about the work) Ah, this one.
He's a slightly chubby, friendly-looking middle-aged guy.
Kojin: Apparently, when we actually put his face in the sky,
the guy who was the model got a call from a friend he hadn't
seen for ten years, saying, “That’s you floating in the sky, isn't
it?” (Everyone laughs)

Kojin: When | first devised this project, | thought that I'd be
turned down, in various respects. But even so, | mentioned it,
trusting that my ideas would come across, and the director
of the art museum and many other people were kind enough
to lend me their support. On the big day, there was an even
wider variety of reactions than I'd imagined. When they saw
his face floating in the sky, some people burst into tears, while
others burst out laughing.

Tsumura: [t does somehow make you think back on something.
Looking through and beyond that guy, your own thoughts start
to emerge. When you look at his face floating above the river-
bank, you gradually start to feel a bit melancholic, wondering
“l wonder how that guy’s doing right now?” It's as though “that
guy” suddenly appears in your mind through the medium of this
guy, even though you hadn't consciously thought about him.
Kojin: I'm really glad you feel that way! It was incredibly
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refreshing to feel that sharing this middle-aged guy's core
perspective on the world with everyone was the starting point
for the formation of each person’s own individual story.
Aoki: Was this work based on experiences in a landscape you
had seen, as well?

Kojin: That's right. Initially, the curator at the museum
approached us and asked whether we could do something in
thattown, so | went to talk to the people there. We asked them,
“Is there anything you'd particularly like to see in this town?
Do you ever get the urge to go and look at art?” One of them
said straight out, “No, there’s never anything that | feel | need
to go and see. So while Kenji Minamigawa (fellow member
of “Mé”") and | were driving back from Utsunomiya, we were
talking about what kind of work would actually make them feel
they needed to go and see it, and | suddenly remembered the
face of a middle-aged guy | once saw in a dream when | was
a junior high school student.

Aoki: So this landscape was in your dream?

Kojin: Yes. | was looking out of the window of a train and
a middle-aged guy's face was just floating there in the sky,
shining just like the moon. When I had that dream, | knew that
it wasn't real, but | felt as though something really important
was hidden in there. | told Minamigawa that and he said, “Let's
do that! Let’s collect people’s faces in the town.” So he actually
persuaded me to do it.

Joining the old to the new

Aoki: Tsumura san's comment just now about “eliminating the
actor’s self by putting on a mask” made a big impression on
me. When I'm designing something, | too try to take my ego
out of the equation. I always try to be conscious of the extent
to which | can depart from a point that's not about me and
how much | can erase me from the design.

Tsumura: | see.

Aoki: Well, it's like lowering my guard and putting myself in the
other person’s shoes. If | then feel as though their aesthetic
sense has overpowered mine, there's actually nothing more to
think about. Of course, in architecture there are architectural
styles, so you have to have a solid grasp on those, but that's
just technical stuff. | believe that it's far more important to
ensure that you transcend your self and put yourself in the
other person’s place, because you'll end up with something
much better.

Kojin: I've felt this way for a long time too, that my works aren't
me. It's like with the guy’s face, I'm just the medium that “saw
that landscape.” The feelings that that landscape engenders
are specific to the heart and mind of the individual looking at it.
Tsumura: | understand really well how you both feel. When |
was young, my ego got in the way, because I'd think, ‘I want
to play it this way.” But because | didn't have enough technical
ability, it wouldn't go the way | wanted, so | often struggled.
However, having reached this age, I've experienced almost all
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of the plays in the repertoire, so I've developed the technical
ability, like a kind of pattern of movements, which means |
know where | should stand in each case. Now, | can perform
that pattern without conscious thought. I'm basically just a
kind of vessel. But | actually get less tired now than | did when
| was young.

Kojin: I'm still nowhere near reaching that state of mind... 'm
still conflicted. But | hope that one day I'll get the hang of it.
Tsumura: Things do start to become clearer when you do
something for a long time. (laughs)

Kojin: Oh, | just remembered something from when | was
creating the guy’s face. At dusk, crows suddenly start to fly
around the sky in big flocks.

Aoki: When you say crows, you mean common or garden
crows?

Kojin: Yes. The crows that you usually see living quite iso-
lated lives, despised by humans. But when they flock together,
you can see this incredible teamwork, and | found that really
interesting. Because it occurred to me that you get moments
just like that in the human world, too. Everyone lives separate
lives, facing various struggles and difficulties. But | think that
everyone's experienced one of those moments when some-
thing makes you feel like you're on the same wavelength as
everyone else. Just like the crows, you forget that you're an
individual and you just come together with everyone else as
part of a single life form. | want to create moments like that
through art and it would be great if there were more and more
opportunities for that.

Aoki: | think Tokyo has many faces and is quite varied, and that
variety includes a diverse array of times and eras. | don't want
to beinvolved in scrap-and-build that makes every single build-
ing look like the next; my vision is for something more akin
to grafting one tree onto another. The Hokke-do hall at Nara's
Todai-ji Temple is actually made up of two structures joined
together: the shodo (image hall), a building with a hipped
roof, which was built during the Nara period, and the raido
(worship hall), a building with a hip-and-gable roof, which was
renovated during the Kamakura period. They've been grafted
together to create an exquisitely beautiful structure. That's
the sort of thing | mean, adding new things to old things but
keeping their diversity. By cutting an old rootstock and grafting
a new, young plant onto it, the original root rejuvenates and
becomes more vigorous too; | think that if we could create
more and more environments and cultures like that, we could
really enrich communities.

Tsumura: You're right, Aoki san, Tokyo certainly is home to
a huge mix of things from different times and eras, and its
people are diverse as well. | sometimes work in contemporary
theater, dancing with contemporary dancers in their 20s and
30s, but we have a pretty equal relationship. At a time when
the term “global society” is being bandied about so much, |
think it's important for everybody to be able to live their own
lives as they wish, achieving freedom as they perceive it to be.
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Born in 1956 in Kanagawa. Architect. Founded Jun Aoki & Associates in 1991. He
works in a variety of areas, from private housing to public buildings and commer-
cial facilities. His leading works include Mamihara Bridge, S, Fukushima Lagoon
Museum, Louis Vuitton Omotesando, and Aomori Museum of Art. His latest book,
Jun Aoki Complete Works 3 (INAX Publications) that archived his projects from
2005 t0 2014, published in this February.
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Born in 1942 in Fukuoka. Noh actor. Began training under the Noh actor Kimiko
Tsumura while still at university. Succeeded Kimiko Tsumura as head of Ryokusen-
kai in 1974. As well as performing classical and new Noh plays and working in
collaboration with contemporary theater, he has been teaching, producing, and
performing overseas in recent years as an Ambassador for Cultural Exchange
under the auspices of the Agency for Cultural Affairs. His major publications
include Noh ga wakaru 100 no kiiwaado [100 Key Words for Understanding Noh]
(Shogakukan) and the photographic anthology Bugen [Bugen: Dancing Illusion of
Noh] (Being Net Press).

Kojin: Noh, architecture, art. These really are forms of culture
that bring people together in a shared experience that tran-
scends time, age, and race.

Tsumura: There's a Noh play by Zeami called Takasago. It's a
very auspicious play, featuring the spirits of wedded pines —
a pair of pine trees destined to remain together for eternity
— that take human form as an elderly couple. It depicts the
essential elements of human happiness. It's a play that | think
is really worth seeing in this day and age.

Aoki: Wonderful. Takasago is the perfect note on which to
bring our roundtable to a close.

Tsumura: (laughs). Please do come and watch.
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Bornin 1983 in Hiroshima. Contemporary artist. In her installations, she intuitively
finds otherworldly spaces in everyday scenery and recreates them as phenomena
in art museum exhibition spaces and the like. She has presented her works both
within Japan and overseas, including in the United States and Brazil. Since 2012,
she has been a member of the contemporary art collective “Mé” with Kenji Mina-
migawa and Hirofumi Masui of the expressive activity team “wah document.” She
is mainly involved in planning.



