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Paper Tower, London Design Festival, 2009 (opposite)

Shigeru Ban, who was born in Tokyo in 1957, studied at the Cooper Union School of Architecture  
in New York. In 1985, he established Shigeru Ban Architects, a private practice in Tokyo. In 1995,  
he started working as a consultant for the United Nations High Commissioner for Refugees and at 
the same time established an NGO, Voluntary Architects’ Network (VAN). Ban is best known for 
works such as the Curtain Wall House, the Japan Pavilion at Hannover Expo 2000, the Nicolas G. 
Hayek Center, and the Centre Pompidou-Metz. He has been awarded a number of prizes, including 
the Grande Medaille d’Or from the Académie d’Architecture (2004), the Arnold W. Brunner 
Memorial Prize in Architecture (2005), the Thomas Jefferson Foundation Medal in Architecture 
(2005), and the National Order of the Legion of Honor in France (2009). Ban was a professor at 
Keio University, Japan, from 2001 to 2008.

In his meteoric rise to international prominence in the 1990s, 
architect Shigeru Ban shook up many common assumptions 
in architectural practice based on his post-disaster 
humanitarian efforts, his radically simple and clever design 
responses, and his development and utilization of alternative 
structural materials such as the paper tube. His work defines 
a broad spectrum of approaches—from stark white houses 
for the elite to beer crate–supported relief shelters—and 
defies easy categorization. Ban’s ecological sensitivity and 
vigorous material-research campaign have resulted in 
surprising accomplishments, including a paper bridge, a 
shipping-container museum, and a vertical-garden retail 
tower.

strength in Weakness
A conversation with shigeru Ban, shigeru Ban Architects
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of my projects are outside of Japan. Somehow 
I’m not very popular here.

is that right?
Yes, now I just have a few residential projects 
with Japanese clients. It’s also interesting that 
if I check my name on Google, I get something 
like 500,000 hits using the English version, but 
only 10 percent of the hits with the Japanese 
version. Clearly, I’m better known outside of 
Japan, a fact reinforced by the reality that I 
am only invited to participate in international 
competitions.

Do you mind if i ask why?
I’d like to know why. Well, it’s easy to say that 
I didn’t study here. Also, I only worked for 
Arata Isozaki for less than one year, and it 
was when I was still a student. Also, I don’t 
have a Japanese license, although both of 
my partners do. These things matter in a 
credential-conscious society like Japan.

it is interesting for me, as a foreigner, to try to 
understand the different forces at work in this 
case. You have certainly gained notoriety in 
the west, and your use of materials is often a 
focus of this notoriety. i would therefore like to 
discuss your approach to materials. At the risk of 
oversimplifying your work, one cannot help but 
notice two distinct aesthetic tendencies: one is 
represented by the clinical precision of abstract, 
white structures, and the other is represented 
by the rawness of paper tube constructions. 

I never saw that; this distinction just occurred 
naturally. I use white as a neutral texture in 
order to emphasize other natural materials, 
such as wood. When the main theme is not 
about a material, I just use white or light gray 
as the neutral texture in order to articulate it 
from others. And if the main theme is a picture 
window, for example, this is just a frame. So 
the frame has to be neutral, right? The frame 
for a portal is a white frame, so it has to be 
white. And in the Curtain Wall House, all of 
the furniture is wood in order to contrast 
better with the white frame. So it’s not totally 

i read Michael Kimmelman’s article about you  
in the new York times, in which he calls you 
“the Accidental environmentalist.”1

That is good, because I am always referred to 
as an environmentally friendly or sustainable 
architect, but I hate being called these things. 
I built paper tube structures back in 1986, 
before sustainability became popular.

that was my first question, actually—before 
sustainability became de rigueur within 
architectural circles, you were creating 
structures that were not only environmentally 
and economically sustainable, but also 
addressed ideas about social sustainability. 

I don’t understand the meaning of sustainable 
or ecological architecture, because the act of 
building is in itself in defiance of the beauty 
of nature. Architecture is an inherently anti-
environmental act.

that’s certainly a bold statement. is 
sustainability always so problematic, then?

No, actually—because it is such an important 
vision, even if it is trendy, it is very good 
that people have become interested in 
sustainability. The only problem is the fact 
that people use the term without fully 
understanding it.

Kimmelman calls you “An heir to Buckminster 
Fuller and Oscar niemeyer, to Japanese 
traditional architecture and to Alvar Aalto, he 
is an old-school Modernist with a poet’s touch 
and an engineer’s inventiveness.”2 You are an 
architect who can also think like an engineer, 
and the fact that your influences come from 
both the east and the west makes you hard to 
label. how would you define yourself?

I don’t think it is necessary to define myself. I’ll 
leave that to the journalists.

i am interested in the nature of Japanese 
innovation, particularly in the context of a 
global practice such as your own. Would you say 
that there is some essence in your work that is 
inherently Japanese? is it important to you to 
have some kind of Japanese sensibility in your 
projects?

Naturally, it’s in my blood. Otherwise, I never 
studied architecture in Japan. Right now, I’m 
mostly living in Paris. Also, 90 to 95 percent 

1   Michael Kimmelman, “The Accidental 
Environmentalist,” the New York Times, May 20, 2007.

2   Ibid.

I don’t understand 
the meaning  
of sustainable or  
ecological archi-
tecture, because 
the act of building 
is in itself in 
defiance of the 
beauty of nature. 
Architecture is an 
inherently anti-
environmental act.
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Nicolas G. Hayek Center, street entrance

Hanegi Forest

Vasarely Pavilion, Aix-en-Provence (bottom)
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white, actually. I try to use concrete, steel, 
or anything available; it’s just that I have to 
use the materials appropriately, and I don’t 
think the paper tube is appropriate for every 
circumstance. It’s a very particular material—
good for particular opposites.

how do you decide if a material should be 
abstract or neutral?

It depends on the theme.
the nomadic Museum, for example, is certainly 
not the white, undifferentiated box that most 
museums become. 

Because the client told me right away he 
didn’t like white walls. I thought it would be 
good to use a material that was aged. Even 
the containers are painted different colors. 
They have their own patina because they have 
been traveling all over the world. This quality 
contrasts strongly with the paper tube, which 
is a very plain material. 

speaking of unconventional materials, i am 
intrigued by your process of testing alternative 
materials in order to prove their viability to code 
officials, such as the wood-clad steel frame in 
tazawako station.3 Do you feel that this kind of 
process is necessary for material innovation?

Actually, I never invent anything new. I just 
use existing models differently. A long time 
ago, an inventor invented something totally 
new. But now, if you want to invent something, 
you need a large amount of capital. It’s very 
difficult these days for a single person to 
invent something original. I just use existing 
materials, giving them a different function or 
meaning, that’s all.

even so, it takes additional money and effort 
to test alternative systems. is this testing 
important for architecture today?

I don’t know—I’m just doing what I’m 
interested in. Throughout the history of 
architecture, when someone invents a 
new material or structural system, a new 
architectural form results. Otherwise, people 
just follow the fashionable style, which is 
different depending on the time. I’m not 
interested in seeking trendy architecture. That 
is why I’d have to invent some new material 
or design an interesting structural system to 

make my own architecture without depending 
on trendy styles. So this is my main interest.

Also, I’m not interested in so-called high-
tech architecture, because high-tech is like 
a drug. If you take a drug, you simply want 
more and more. For example, I respect 
Richard Rogers, but his Channel 4 Television 
building in London, with its glass facade, 
stair, everything, is really a drug. It really goes 
too far, and the technology just becomes 
decoration. High-tech materials and special 
details are not really necessary. I’m interested 
in using normal materials because I think this 
is a very original way of thinking.

People always want to develop stronger 
materials, but we can construct a building with 
weak materials so that it meets architectural 
regulations. I believe the strength of a 
material has nothing to do with the strength 
of a building. Even a paper tube structure 
can be made to withstand an earthquake 
that a concrete building cannot outlive.4 
The durability of a building has nothing to 
do with the durability of a material. It really 
depends on whether people love architecture 
or not. That’s why if your building is built 
by a developer, it is only for making money 
and nobody will love it. So it will be easily 
dismantled and replaced with a new, trendy 
building. This temporary condition does not 
depend on what kind of material you use.

this is interesting. Architects concentrate on 
the spatial program, but you also consider the 
temporal program of a building. A paper tube 
structure or mobile museum, for example, has 
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I believe the strength of a 
material has nothing to do  
with the strength of a building. 
Even a paper tube structure  
can be made to withstand  
an earthquake that a concrete 
building cannot outlive. 

Nomadic Museum, Tokyo (top),  
shipping container detail 
(middle), entrance (bottom)

3   Tazawako Station features steel plates clad in 
laminated timber. Ban was required to test this unusual 
system in order to demonstrate its fire resistance to 
building code officials.

4   Earthquakes pose greater risks in Japan, both 
because of its significant seismic activity as well as its 
high density of building. Ban’s comment loosely refers 
to the fact that wood frame buildings often outperform 
concrete structures during earthquakes due to better 
shear resistance, although this isn’t always the case. 
See the data reported by the Nevada Seismological Lab, 
University of Nevada, Reno, http://www.seismo.unr.edu/
ftp/pub/louie/class/100/effects-kobe.html.

MatterFloating_01_2P.indd   72-73 8/18/10   1:03:01 PM



75 Shigeru BanStrength in Weakness

space for living, but it’s a terrible space to 
inhabit—small, too cold or too hot—I always 
see people living inside containers temporarily 
after a disaster. Shipping containers are made 
for things, not for people. I’m just interested 
in using the container as the bearing wall 
system, and I focus on the space between the 
containers instead.

this idea reminds me of your Furniture houses, 
which use structural bookcases to support 
the roof and frame the spaces between. in 
fact, several of your earlier works are shaped 
by simple and direct ideas relating to the use 
of unadorned structure to frame space. Your 
recent commissions have become larger in size 
and more complex, however. is it a challenge 
to implement simple ideas in projects like the 

a temporary quality; yet it is more durable in 
other ways. how do you address the concept of 
time in your work, and how do you decide which 
materials to use?

It really depends on the condition of the 
project. For the Nomadic Museum, the most 
difficult challenge was how to transport a fifty-
thousand-square-foot building economically. 
I knew it had to be easy to assemble and 
disassemble. I actually had the idea to use 
the shipping container earlier, because it’s 
an international standard. We can borrow 
containers from anywhere in the world. I 
also like the quality of the container, as I 
said earlier, because it is old and has a lot of 
history.

the idea of reusing something designed for 
a different purpose is quite interesting. One 
concern with reused or recycled materials 
has been progressive degradation, termed 
downcycling.5 however, new examples like this 
suggest that a common material or product may 
be upcycled in terms of its value to society.6

I’m not the first one to use the container as a 
building material; there are many examples. 
Usually architects adapt the container as a 

Centre Pompidou-Metz, for example? 
Even this building is really an accumulation 
of my previous projects and experiments. For 
example, the idea for this roof came from a 
traditional Chinese bamboo hut. I have been 
really amazed by the architectonic quality 
of this hut because woven bamboo is the 
structure, paper is used for waterproofing, 
and dried leaves are used for insulation. So 
it is really like the architecture of the roof. 
Since this discovery, I have been designing 
two different structures to develop this idea 
further. So, it’s not really new.

The facade is surrounded by glass shutters, 
which I have been using for some projects. 
Also, the main gallery is a tube, and the end 
of the tube has a big window used to frame 
objects of the city like a cathedral or a train 
station built by the Germans when the city 
was occupied. This is really a picture window 
used to connect the museum with the main 
city, because the site is a little far from the city 
center. So, these are mainly ideas collected 
from my previous experience that undergo 
continuous development.

how do you see these ideas transforming in 
the future? What other commissions do you 
anticipate?

I will submit more large, institutional project 
proposals, and I still enjoy small, philanthropic 
projects—such as the recent rebuilding of an 
Islamic fishermen’s village in Sri Lanka that 
was affected by the tsunami. It’s not only 
important to work at different scales, but also 
for clients with different circumstances. The 
victims of a natural disaster need shelter, and 
this kind of work improves my mental balance 
after working for privileged clients. Privileged 
people can be very selfish. The power and 
money that politicians and other figures 
possess is invisible, so they hire architects to 
visualize their power through building. This has 
been the main role of architects historically. 
Even now, we work for big governments and 
corporations that seek to show their power 
and money with architecture. However, there 
are increasing numbers of underprivileged 
people and victims of natural disasters. You 

know, an earthquake by itself never kills 
people. The collapse of buildings kills people. 
Also, flooding is becoming more of a problem 
because of deforestation, since increasing 
numbers of trees are cut for construction. This 
is the direct responsibility of architects. Then 
after a disaster, people need housing, and 
this is also the responsibility of architects. So 
architects in reality should have many things 
to do, but so far they are not really involved 
in disaster relief projects. I enjoy working in 
disaster sites because I can utilize my ideas 
and knowledge, and the experience enhances 
my mental balance. Otherwise, there is no 
separation for me between project types.

Architecture for humanity cofounder Cameron 
sinclair once told me that he hoped to shift the 
conventional image of architects designing for 
wealthy clients to an image of philanthropists 
designing for the underprivileged. Do you 
view your disaster-relief work as an important 
opportunity for all architects to “restore mental 
balance?”

No, it’s not something they should do 
necessarily; it’s just more interesting 
because there are many opportunities. 
Normally architects are interested in 
making a monument. However, there are 
many architects doing this kind of work. In 
France, for example, there is an NGO called 
Emergency Architects. Perhaps the difference 
is that I do not limit myself to one type of 
work; there is no difference to me between 
designing a museum or a shelter.

how does your own Voluntary Architects’ 
network operate?

I don’t have a proper membership; I always 
mobilize a team once a disaster occurs. Since 
I cannot afford to fly many members to a 
disaster site, I always try to build a team with 
local architects and students. Sometimes I 
send my students as well. I cannot answer 
all requests, however—after the tsunami I 
received requests from India, Sri Lanka, and 
Thailand. For the projects I can do, I always try 
to assist minority populations. After the Kobe 
earthquake, for example, I designed houses for 
Vietnamese refugees. I believe the government 

5   Downcycling is the recycling of a material into a 
substance of lesser quality. The term was popularized 
by William McDonough and Michael Braungart in Cradle 
to Cradle: Remaking the Way We Make Things (New York: 
North Point Press, 2002).

6   Upcycling is the practice of taking something 
that is disposable and transforming it into something of 
greater use and value. See McDonough and Braungart, 
Cradle to Cradle.
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Vasarely Pavilion, structural detail
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Centre Pompidou-Metz 
(above and left), 
interior gallery (left) 
roof detail (bottom)

Centre Pompidou-Metz, roof detail 

has a responsibility to help by constructing 
shelters for all those affected, but there are 
always some minorities who are overlooked. 
In Kobe, these Vietnamese refugees were not 
allowed to move into public housing because 
of their particular employment arrangements, 
and their neighbors also tried to keep them 
out of the parks. I try to solve this problem by 
making healthier, more attractive dwellings so 
that the occupants may be accepted by their 
neighbors.

I am now working with students to design a 
simple partition system to be constructed in a 
gymnasium. As you know, after the first stage 
of a disaster when people lose their homes, 
they move into a big public space such as 
a gymnasium—as we saw with Hurricane 
Katrina. A few days are OK, but after a week 
or a few weeks people really suffer because 
there is no privacy between families. So I have 
designed some very simple partition systems 
with students and we are demonstrating this 
research to different cities.

so this partition system uses local materials?
Naturally. When I met the head of one disaster 
relief agency, he was very interested in my 
system because he said that other systems 
are expensive and their manufacturers require 
him to buy one thousand or ten thousand units 
up-front. However, no one knows how many 
units will be required until after a disaster, and 
usually cities don’t have places to store these 
units in the meantime. So, in my proposal, 
we work with local paper honeycomb-board 
companies. Paper honeycomb board can be 
made immediately—in one or two days—so 
we don’t have to stock anything.7 We simply 
contact these companies immediately after 
a disaster, so local governments don’t have 
to allocate special budgets for something 
unexpected. I proposed this method after 

7   Paper honeycomb board is a lightweight panel 
made of a paper honeycomb interior clad with various 
facing materials.
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8   John Hejduk was dean of the school of architecture 
at the Cooper Union during the time that Ban studied 
there.

9   30 percent of Tokyo’s building stock is transformed 
every year, and Japanese houses last a maximum of thirty 
years. See Stephen Taylor and Ryue Nishizawa, Some Ideas 
on Living in London and Tokyo (Baden, Switzerland: Lars 
Müller Publishers, 2008), 96.

10   Japanese “mansions” are actually multifloor 
apartment buildings, typically constructed of reinforced 
concrete.

11   My family and I lived in a Tokyo apartment built 
in the 1970s, made of reinforced concrete with limited 
insulation. The strategy for enduring the winter in a typical 
Japanese residence is to focus is on conditioning the body 
as opposed to the interior volume of air. This is true in 
modern as well as older dwellings.

12   Kotatsu are low tables with integrated blankets 
that insulate the user’s legs.

of the buildings built after 1980 with the new 
structural regulations were destroyed; they 
only suffered minor problems. That is why the 
government is encouraging the dismantling of 
old structures. Also, the city is not designed 
by urban planners or the government, but by 
developers. The projects are focused primarily 
on money, so that’s why the life span of 
buildings is shorter.

i once invited my former professor Yung ho 
Chang to give a lecture, which he titled “Fast 
slow Architecture.” By fast architecture, he 
meant the rapid design services employed 
by most Chinese building firms today. By 
slow architecture, he was referring to his own 
practice! this challenge is a serious one. how 
can architects ensure a quality product when 
speed seems to be the primary driver?

But developers are not interested in that 
kind of aspect, right? I have received a few 
invitations to work in China, but I didn’t want 
to do the projects because they just wanted 
to buy the design, and they didn’t want us 
involved in the construction document or 
construction administration phases. Chinese 
clients just want to get some unique designs 
created by foreign architects that they build 
themselves, and the result is totally different 
from the work you design. I’m not interested in 
participating in that type of process.

Brownell. i see. so it’s important to stay in touch 
with all stages of the work.

Yes. That’s why I limit the number of projects in 
the office because I design everything myself. 
I once asked Renzo Piano about the number 
of employees he has. He said he hires as many 
people as he can remember by name. So I 
asked him, “How many people do you have 
then?” He said, “Two hundred.” My memory is 
not good enough to remember two hundred 
names, so that’s why my office is smaller.

One of my friends worked for RPBW for many 
years and he said that Piano is so deeply 
involved that he knows every centimeter of 
every project. i am sure you are the same way. 
how do you manage this level of hands-on 
involvement, especially with operations in Paris 
and new York in addition to tokyo?

Well, this number is limited. It’s not two 
hundred people but rather thirty-five, and the 
number of projects is small enough that I can 
manage them myself.

Regardless of office size, how do you think 
architects can respond to the significant 
resource challenges we face today?

I’m not so interested in so-called sustainable 
design. In Europe today, you can find very 
expensive curtain wall systems with double 
glazing and adjustable louvers, and the 
systems are always depicted with many 
arrows.

[laughs] Yes, yes.
But the initial cost is much higher than for 
conventional systems. Also, LEED and other 
similar regulations really make buildings more 
expensive. Even when I’m designing a summer 
house on Long Island, LEED requires us to 
make lots of environmental controls, and to 
pay more for insulating materials, when the 
reality is that the house is only used during 
the summertime. This kind of regulation is 
good, but sometimes it’s really too much. Do 
you know that in Japan we don’t heat space 
twenty-four hours a day?

Oh yes. i survived a tokyo winter without central 
heat.11

We set the timer to go off after you sleep 
and turn on a half hour before you wake up. 
And traditionally, we heat with kotatsu or 
other devices.12 This is a more sustainable 
way instead of using expensive materials 
and technologies to make buildings more 
sustainable with “many arrows.”

That is why all of the facades in my new 
Swatch building open to receive natural 

seeing the same problems repeated in various 
disaster sites.

in terms of disaster relief or conventional client-
related projects, what do you think are some of 
architecture’s greatest future challenges, and 
how would you address them?

If you look at any field—banking, medical, 
anything—the computer has really helped it to 
advance. But I think the architectural field is 
very rare, because the computer hasn’t made 
architecture better. One hundred years ago, 
two hundred years ago, or more, we used to 
make better architecture. But now, anybody 
can design it. Anybody can build it. The 
computer is a tool to simplify—to save time. 
We also try to build quickly. But to make better 
architecture, we have to spend more time 
designing and building. The computer helps 
people make iconic sculptures easily, and any 
shapes may be cut using digital fabrication. 
However, I don’t think that is really the future 
of architecture. My professor John Hejduk was 
very lucky, because he passed away before 
the computer age.8 Although the computer 
is really an important tool for us right now, I 
think the advance in technology won’t make 
architecture better even after one hundred 
years. That is why I always bring my students 
to disaster sites to build by themselves, 
without the computer.

The mobility and flexibility of architecture 

is becoming very important. For example, 
if you go to Germany or England, you can 
see beautiful brick factories that aren’t used 
anymore. Now, all of the active factories are 
in China or Mexico, and maybe in a few years 
they will all move to North Korea or Laos. The 
buildings’ life spans are becoming shorter. 
Also, because of the computer, people are 
really traveling all over the world to find good 
professions. So I think even commercial 
buildings’ life spans are really short. This 
change is an important theme we have to face.

Yes, i read that tokyo has the shortest building 
life span of any major city.9

One thing you have to know is that structural 
regulations related to earthquakes are 
changing, and that’s why people are 
encouraged to dismantle buildings that 
do not meet current code. It’s just the way 
of life. When you buy a so-called mansion, 
you have to know the year in which the 
building was built.10 If it is older than 1980, its 
structure is out of date. Even in Kobe, none 

An earthquake by itself never 
kills people. The collapse of 
buildings kills people. Also, 
flooding is becoming more 
of a problem because of 
deforestation, since increasing 
numbers of trees are cut for 
construction. This is the direct 
responsibility of architects.

Kirinda Islamic Fishermen’s Village, dwelling
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have a new kind of technology that will make 
the paper tube much stronger.” But I’m not 
interested in making a stronger material. As 
I said, depending on the way you use them, 
even weak materials can be appropriate to 
make a strong building.

there is certainly a direct approach to 
using materials in contemporary Japanese 
architecture, especially since the designs are 
not governed by the energy codes we have 
in the U.s.14 When westerners see Japanese 
building skins made only of plate steel, they 
criticize them for their lack of insulation. 
however, westerners believe in conditioning 
every cubic centimeter of interior space, 
whereas Japanese just focus on conditioning 
the body. this is a deeply embedded cultural 
difference.

breezes, in order to reduce the use of air-
conditioning. In old office buildings, the 
windows never open. So, I try to harness 
natural ventilation as much as possible. It’s 
a very simple thing. Also, people enjoy the 
space in between the outside and the inside. 
However, office buildings today are well-
controlled environments, totally separated 
from the outside. They are very expensive, and 
are called sustainable buildings even though 
they use so many materials and complicated 
systems.

solar technology, for example, is something i 
believe we should embrace, but it does have a 
lot of embodied energy.13

The life cycle is probably twenty years, but 
the cost of the energy you save doesn’t pay 
for the device. Still, we should develop solar 
power further and further. The technology is 
becoming sustainable. What is important is the 
definition of sustainability.

Would you define sustainability differently?
No. I always say that I never think about it 
as the focus of the design. I started building 
paper tube structures in 1986 because I didn’t 
want to waste material. I simply liked this kind 
of humble material the way it is. People have 
approached me after my lectures, saying, “We 

I’m not so interested in  
so-called sustainable design. 
In Europe today, you can find 
very expensive curtain wall 
systems with double glazing 
and adjustable louvers,  
and the systems are always 
depicted with many arrows.

Nicolas G. Hayek Center, customer service level 
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Japanese architects are just spoiled. We 
are lucky, because Japanese people don’t 
care about insulation or privacy so much. 
So, we are taking advantage of these kinds 
of things in order to create something very 
unusual for western people. Without having 
this kind of spoiled situation, this kind of 
architecture cannot be done. Also, we get 
great technical support from the contractor 
and subcontractors. Even before we have a 
contract, they give us a lot of technical data 
in order to support us. So, it’s much easier to 
make a building in Japan, especially since we 
don’t sue each other.

[laughs] Right!
That is why when famous Japanese architects 
win international competitions working 
with local firms, they cannot convince their 
teams. They’re not used to being questioned, 
so they’re not ready to answer logically. In 
Japan, we think everyone shares the same 
feeling, but in other countries, everyone has 
different backgrounds—so we have to prepare 
the rationale for what we want to do very 
objectively. Also, local firms are always on 
the client’s side because they don’t want to 
do any risky experiments and because their 
relationship with the client is always more 

important than that with the architect. That is 
why I avoid this situation by partnering with 
local offices so that I can conduct the process 
myself. Otherwise, it’s impossible to design 
what you really want because the quality of 
the project gets reduced and there are many 
difficulties. Therefore, what you see Japanese 
architects doing here does not really apply to 
other countries.

Unlike many Japanese architects, you must be 
very flexible because you’ve worked here and 
abroad.

Yes, because I was educated and trained in the 
U.S. I enjoy different contexts and conditions, 
and I’m ready to go anywhere.

13   See Colin Bankier and Steve Gale, “Energy 
Payback of Roof Mounted Photovoltaic Cells,” Energy 
Bulletin, http://www.energybulletin.net/node/17219. (Santa 
Rosa, CA: Post Carbon Institute, June 16, 2006).

14   Japan has three energy codes—one for 
commercial structures and two for residential buildings—
but these codes are voluntary and there are no checks 
on construction. See M. Evans, B. Shui, and T. Takagi, 
“Country Report on Building Energy Codes in Japan” 
(Richland, WA: Pacific Northwest National Laboratory, April 
2009).
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