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1945
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1957

1961

1967

1969

1972

1973

1977

1978

Born in Venice, Italy.

Entered the Royal Academy of Fine Arts, Venice.
Graduated from the Academy. Became an assist-
ant to Professor Guido Chrilli and began teaching
at the Architectural Institute of Venice University.
Trained in glass design at the Venini, a glasswork
manufacturer on Murano Island. For two decades
he created many masterpieces of glasswork (-1947).
Became professor in the drafting department of
the Architectural Institute of Venice University.
Layout of the Gallerie dell’Accademia (-1959).
Design of the Paul Klee exhibition for the XXIVth
Venice Biennale. From then until 1972 he was
closely involved with the Biennale, designing pavil-
ions and installations.

Restoration of the Palazzo Abatellis (-1954).
Design of the Venezuelan Pavilion (-1956).
Extension of the Canova Museum (-1957).

Won the Olivetti Prize for Architecture.
Restoration of the Castelvecchio Museum (-1964).
Remodeling of the Olivetti Showroom (-1958).
Restoration and remodeling of the Querini-Stam-
palia Foundation (-1963).

Remodeling of the Gavina Showroom (-1963).
Made his first trip to the United States, where he
saw works of Frank Lloyd Wright. Formed friend-
ship with Louis Kahn.

Visited Japan for the first time.

Began design for the Brion Cemetery.

Became president of the Architectural Institute of
Venice University (-1974).

Commissioned for renovation and extension of the
Banca Poplare di Verona.

Retired from teaching at the Architectural Institute
of Venice University.

During visit to Japan, he died in an accident in
Sendai. In accordance with his will, his body was
buried in one corner of the Brion Cemetery.
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In the work of Carlo Scarpa
‘Beauty’
the first sense
Art
the first word
Then Wonder
Then the inner realization of ‘Form’
the sense of the wholeness of inseparable elements.
Design cousults Nature

to give presence to the elements.

A work of art makes manifest the wholeness of ‘Form’

the symphony of the selected shapes of the elements.

In the elements
the joint inspires ornament, its celebration.

The detail is the adoration of Nature.

Louis I. Kahn
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Poetry Made Visual: The Maestro’s Riddles

Yutaka Saito
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Architecture has the potential to become art. And making cemeteries is

Adolf Loos

the sole means of achieving this.

Evening, 24 November 1988, Treviso, Italy. I left the home of Tobia
Scarpa and sped westwards, pursuing the setting sun. It was about six
o’clock when I reached the village of San Vito. The clear pale-rouge sky,
so characteristic of sunset in the Veneto region of northern Italy, grew
paler still, and darkened slowly as if thick black ink were seeping across
it, one drop at a time. In the midst of the twilight gloom where contours
were submerged in the shrouding mist, I stood on the grass of the Brion
Cemetery; a magical space filled with an indescribable spirit.

The tombs nestled beneath the arch appeared more like ancient ruins
than graves. A box-like canopy seemed to float above the silvery gleam of
the pond. In the darkness, every silhoueited corner in sight was fringed
with zigzag edges. At that moment, a brilliant full moon began to rise
directly over the arch. I felt as if I had wandered into some ethereal gar-

den which transcended space and time, a scene that I will never forget.

Giuseppe Brion was born and raised in this village. Starting off as an
electrician, he went on with his wife Onorina to establish the Brion Vega
corporation, a household appliance manufacturer renowned for its origi-
nal television designs, among other things. In their latter years, the couple
purchased a plot of land about 68 square meters in the village cemetery
(near where the entrance wing stands today) as their grave site. In accord-
ance with the family’s wishes, the design was entrusted to Carlo Scarpa.
Their son Ennio Brion once explained in an interview that a cemetery
should fill the visitor’s thoughts with fond memories of his or her loved
ones. The family wanted an architectural design that would touch a re-
sponsive chord in people’s hearts, inspiring poetry, and they believed that
only the “poet-architect” Carlo Scarpa was capable of such work.

When Giuseppe Brion passed away, the 68 square meter plot was ex-
panded to cover a large L-shaped area of 2200 square meters. Beginning
in 1969, Scarpa produced about 1200 drawings over the following ten
years, with the purpose of unifying the Brion Cemetery into a single
poem. When he died in an accident during his travels in Japan, he, him-
self, ironically became the first to use the chapel that he had designed.
In accordance with his will, he was laid to eternal rest in a plot on the

boundary bhetween the Brion and the village cemeteries.

Intersection of Time and Space
“T believe it is mistaken to consider the Brion Cemetery the product of
a wealthy capitalist. Rather it is quite the opposite.” “Of course, I could
have just made a large statue and left the rest a lawn, but I enjoyed
making things.” (Carlo Scarpa) No one who has visited the cemetery
would argue with Scarpa’s words. There is not the slightest trace of
ostentatious authoritarianism in this spot. Nor a hint of sentimentality.
A graveyard consecrated to those who have passed away, yet it is a sacred
place for both the living and the dead.

Perhaps the word “bed” is more apt as suggested by Scarpa’s design.
The souls of the deceased are not imprisoned within a dark subterranean
tomb but rather rise occasionally from their resting places to stroll about
the lawn. When the sunset dyes the surroundings a purple hue, they con-
template the world from the pavilion in the center of the pond. The Brion
Cemetery fills one’s senses with nature and the changing seasons. In
spring, the site is covered with white flowers and soon the rose bushes
come into bloom. By early summer, the pond is filled with a profusion of
water lilies, while in autumn, the ivy covering the wall turns a brilliant
red. Over this, the spirits of the dead can gaze upon the village church,
the mountains and the sky that they have known since childhood.

What becomes of the human soul? How can the living comfort the
dead? How are one’s memories of the deceased enhanced on a different
dimension so that they can endure as an integral part of one’s life? In
answer, Scarpa offers the Brion Cemetery in the form of an architectural
space. It is an answer totally unrelated to the concept of “propriety”
derived from accepted customs and conventional notions of consigning
the dead to the grave. Rather, it is bold and somehow humorous, an
irrepressible hymn to life, with even a suggestion of wild unrestraint. At
the same time, it expresses in physical form the Italian view of life and
death fostered from ancient times, and human faith as found in Christian
beliefs, and it combines these with different cultural traditions such as the
cosmic view Scarpa discerned in Japanese gardens, weaving them into a
single multi-layered composition. With his unique ability to translate the
abstract into the concrete, Scarpa polishes and refines these different
elements of time and space to present us with architecture in its purest
form, both belonging to and transcending all cultures. A crossroads in
time, within this space fragments of stories heard long ago flit through
one’s mind and then vanish. It is a single tapestry woven from countless
myths; like human memory, without beginning and without end.

At one time, visitors to the cemetery were predominantly architects or
students of architecture. Word spread, however, and now people come
from all walks of life and all parts of the world. It is interesting to note that

there are many lovers among these visitors. The latter may seek romance




in the Brions’ tombs that stand side by side, inclined toward each other,
or in the intersecting circle motif. But it suddenly occurs to me that this
spot transcends this meaning to offer a time and place in which a couple
can mutually confirm their partner’s emotional wavelength. Although one
may at first be disconcerted by its uniqueness, here one experiences a
sense of both physical and spiritual freedom, a surge of energy, regard-
less of age or gender.

Once an elderly woman from Australia began asking me about the
history of the cemetery. “You must know something if you’re taking so
many pictures,” she remarked amiably. What is the meaning of the inter-
secting circles or the silver cable on the lawn? What on earth is that
box-like structure in the middle of the pool? Why can’t we go into the
structure? Why is everything covered with zigzags? Everyone experiences
this same phenomenon; the longer one remains here, the more riddles
one discovers. Countless questions race through one’s head and one
chases after them, trying to catch the tail end of an answer. I do not
believe there is only one correct answer to any of these questions. Even if
we had asked the artist, Scarpa himself, we might have obtained a differ-
ent reply each time; not through whim or caprice, but rather because he
also found two or three layers of meaning. This is true not just of the Brion
Cemetery, but of many of Scarpa’s works. It is one of their great attrac-
tions that they provoke questions, and yet, at the same time, no matter how

one strives to solve the riddles posed, they retain that sense of mystery.

Scarpa Steps

Scarpa first erected a 230 cm. wall around the periphery of the site inclin-
ing inwards at a 60 degree angle. He then raised the level of the 65m. X
65m. L-shaped area 70 cm. with landfill and covered it with grass. By
so doing, he limited the view over the wall to the distance, obscuring the
mundane sight of the village.

Water is an essential element in Scarpa’s designs, and here likewise
he has placed pools at each end of the L; one surrounding the pavilion
on the south, and the other for the chapel on the north. The tombs are
positioned at the pivot of the L-shape, 45 degrees off the axis and about
70cm. below the lawn. In the first stages of planning, Scarpa envisioned
channeling water from the pavilion pool via a small stream to flow around
the tombs and then on to the chapel pool. The circulating water would
thereby connect other vital design elements studded throughout the site.
Although this proposal was not realized in its entirety, the concept of
water from the pavilion flowing around the tombs is symbolically ex-
pressed in the present design.

The plans for all of Scarpa’s works are creative, bold and detailed.

If one looks only at the plans, they appear extremely simple and terse, but
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the resultant space provides a sensory experience which is surprisingly
rich and even musical. It is a modulated progression characterized by a
basic motif which flows throughout while other elements act in harmony.

The creation of different elevations is a technique particularly charac-
teristic of Scarpa’s designs. This has the same effect as modulation in
music. Variations in level mean a transformation in the quality of the
space. Modulation may be evoked by stairs, a bridge, or a gentle gradi-
ent. It may be an almost imperceptible difference of a few centimeters, or
a substantial drop requiring several stairs, but the differences in level that
he used in his works represent a shift from one space to another.

For example, despite the fact that the level of the lawn surrounding
the Brions’ tombs is the same as that of the lawn adjoining the chapel or
the burial place of their kin, Scarpa interposed a narrow path set about
60 cm. below the lawn level, creating a partition or dividing line which
suggests that the nature of the two spaces differs. We can travel from one
to the other by ascending or descending four small steps reminiscent of
the steps found on piers in Venice. Making the visitor recognize spatial
transformation through the physical sensation of ascent and descent is
typical of Scarpa.

Another common feature is his ingenious flow planning that smooths
out the transitions from one level to another. “All architects love paths,”
Scarpa once said. And certainly the degree of care he poured into creat-
ing a line of flow and enjoyable walkways makes one believe that there
is no other architect who loved walking as much as he did. It is true that
his perceptiveness in using paths was unique, cultivated no doubt by
having been born and bred in Venice, a city that abounds in charming
lanes for strolling. A maze of narrow roads where one wrong turn can lead
you completely astray; a network of paths that leads one in constant
circles; tiny backlanes, only wide enough for a single person to inch
along, suddenly opening up into a sunlit square; Venice offers a wealth
of intriguing adventures for those who like to walk.

I can picture Scarpa in the Brion Cemetery humming to himself as
he moved back and forth along the connecting corridor of the entrance
wing or around the chapel; Scarpa strolling about, savoring the sensation
of motion, listening to the sound of his own footsteps, stopping to gaze at
or run his hand along a detail or a wall, observing any changes in per-
spective or visual range. To maximize the sense of freedom implied by an
open field, there are almost no paths within the cemetery except along the
inner edge of the L-shaped boundary that separates the village and the
Brions’ graves and the aforementioned “dividing line” that intersects the
lawn. Barring a few concessions made to allow freedom of movement,
Scarpa has left the lawn virtually untouched. Rather than a well-tended

garden, it seems that he wanted to create a space that gave a sense of the

earth itself. But within this simple flow, he has deftly combined a great
diversity of elements and devices. The more one becomes aware of these,
and the more one learns of his intentions, the more astounded one is by
the excellence of his plans.

To enter the Brion Cemetery from the village cemetery, one must first
pass through the entrance wing. Because this area is raised above the
level of the approach through the village cemetery, the grassy lawn and
ivy-covered wall appear to be cut-outs when glimpsed through the over-
lapping circles of the entrance. It is the gateway to an alluring place that
none can resist gazing into, wondering what kind of world lies “beyond.”
The four gentle steps in the entrance way are set slightly off-center to-
wards the left. To reach the Brions’ tombs, the focal point of the cemetery,
one must veer left after passing through the entrance wing, and the posi-
tion of the stairs is intended to urge the visitor’s footsteps in that direction.
The far right corner of the entrance wing is a clear glass door that acts as
a transparent barrier. Beyond this point is private space, off-limits to the
general public, leading to the pavilion in the middle of the pool.

Scarpa always considered the line of flow in conjunction with the
field of vision. Where should he limit or expand the visual range? How
should light or scenery be interwoven in the field of vision? Should he
leave the viewer’s perspective open or obstruct it? Judging from the
numerous drawings that remain, it is clear that he carefully considered
these issues; that this approach was virtually ingrained within him. The
line of flow is in constant motion, accompanied by the pleasant rhythm of
walking. For example, after passing through the entrance wing, as one
walks along a narrow path with a gentle downward slope, the view of the
tombs and the arch, which are on the right-hand side, gradually changes.
They are slowly submerged within the grassy field. One suddenly realizes
that the surface of the field is not flat but gently undulating. And that it is
perhaps intended to represent the sea, the arch a bridge, and the tombs,
two boats floating slowly underneath it. The gradient slopes downward
and the tombs almost completely disappear from sight where the L-
shaped wall makes a ninety-degree turn, leaving the arch suspended like
a rainbow above the lawn.

The path which runs along the concrete wall on the inner edge of the
site is a white polished plaster, and from close range, this gives the surface
a soft, smooth texture. Light reflected from the wall’s surface causes hala-
tion, casting a soft white glow on the surroundings, although at present
the effect has been somewhat diminished by the accumulation of mold
and moss. The freshness of the green of the surrounding plants and the
contrasting white plaster imparts a refinement and a buoyancy to the
concrete construction of the cemetery, and at the same time, the soft light

caressing the faces brightens the hearts of visitors as they proceed along




the path. The inner wall of the entrance wing is also covered in plaster,
and the water flowing beneath the intersecting circles is hazily reflected
on the wall’s surface. Sometimes in winter when the sun hangs lower in
the sky, sunset rays make the wall blaze like fire. To what degree did
Scarpa foresee the multiple effects which could be obtained from the
angle of incidence or from natural phenomenon when he planned each

entrance and the positions of each structure?

Interwoven Light

With each visit, I discover more about light and shadow, too much to
express in words, but of all these, I am particularly impressed by the
lighting in the chapel. It is a square plan of only 60 square meters, but
within this space all variations of light are freely employed and integrated,
changing every instant. There are some moments when the use of light
can even be termed shocking.

The key to Scarpa’s light scheme is the orientation of the chapel, both
its positioning at a 45 degree angle to the east-west axis which takes full
advantage of the qualities of light from east, west, south, and north, and
the use of apertures. The crucial sources of light determining the char-
acter of the space are the rays of the westering sun and the top light
directly above the altar. In the evening, a dazzling yellowish-red light
slants in through the double doors on the west side, gradually stretching
across the floor until it reaches the entrance. Depending on the season,
the light may fall in a thick belt or trace a thin x-shape. At sunset in May,
the sun’s rays cast a wide “path of light” across the floor, transforming the
chapel into a surrealistic space suggesting that one might be spirited off to
another dimension should one venture to wonder where it leads. Whether
in the Occident or the Orient, the morning light imparts life-giving power,
a vital force that animates this world, while the westering sun in contrast
draws us towards sleep—a state of suspended animation—enticing our
thoughts towards the far distance. Consideration of how to introduce and
utilize the setting sun is thus an essential element in planning a cemetery
chapel, a ceremonial space that pays tribute to death.

The ceiling above the altar is a pyramid shape with the top light at its
apex. The ceilings in the ambulatory and the anteroom were kept to a
modest height, but are designed in such a way that once through the
Chinese-style circular gate one experiences a sudden ascent into space
as if in that instant the surrounding air has been swept aloft. One may
encounter a dramatic scene in which the rays which fall through the top
light pour down upon the altar and the image of Christ like divine light
from heaven.

Climbing onto the roof of the chapel, I was amazed to find that the top

light was made to be opened and closed by motor. There are no electric
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lights in the building and I have no idea where the switch is located.
Although it must be broken by now, it is certainly the kind of detail typical
of Scarpa. For he was an architect who concerned himself not only with
the angle of incidence, the quality, and the amount of light, but even with
the flow of air, the “shape of the wind” within a structure.

There are many narrow vertical glass apertures in each of the chapel’s
four walls. These are edged with Scarpa’s original zigzag motif, and the
gradations in light and shadow these edges create make the depth of the
space visible. The walls on the northwest and northeast sides of the altar
are both pierced by four small square apertures with windows that can be
opened and closed. These are inlaid with onyx which has been thinly
sliced to allow light to pass through, highlighting the beautiful patterns in
the stone and casting a soft reddish-yellow light that stirs one’s emotions.

In addition, a double window has been installed behind the altar at
floor level. When pushed ajar, it opens onto the pool. The invigorating air
flows into the room, and faint particles of light, as if they contain moisture,
reflect off the pool’s surface and swim about the altar. This method of
combining water and light—the delicate light found in water, and the
presence of water within light—a method derived from and fostered by
his Venetian origins, is meticulously incorporated into Scarpa’s archi-

tectural designs.

Floating Architecture

For Scarpa, who spent the majority of his life in Venice, architectural
forms that rise from the water represented a primal scene. Buildings
floating on or reflected in water; dazzling light reflected off the water’s
surface; a world changing with the ebb and flow of the tides; probably
these scenes were always with him whether sleeping or waking.

Of necessity, architecture requires some element that firmly stands
upon the ground. But Scarpa expressed architecture with such lightness
that his works seem buoyant like boats. The chapel, the pavilion, half of
the entrance wing all seem to float in the water, reflected in its surface, at
times as still as glass, and at times disturbed by ripples. Although they
are made of concrete or stone, these structures, in fact the entire place
itself, seem to have cast off the constraints of gravity. Such an effect is
not achieved merely by the introduction of water. Rather Scarpa’s expert
command of methods accumulated through tireless effort—his approach
to materials, his detailed designs, his use of water—made this possible.

Take, for a start, his use of water. The pool surrounding the chapel is
shallow, only about 50 cm. in depth, but it is by no means a plain con-
crete depression filled with water. Uneven zigzags chiseled into every
nook and cranny on the bottom bring out the water’s deep colors, filling

the pool with light and shadow. As for the pavilion, to create the impres-

sion that it is floating, the slender steel columns supporting it rise from
the depths of the pool. The design also includes measures to maintain
a constant water level and to prevent the pools from overflowing or the
connecting corridor of the entrance wing from flooding when it rains.
I was particularly impressed by the double wall around the pavilion pool.
The inner wall which is in plain view of visitors does not stand in the water
but rather rises out of the wall behind it with its bottom edge above the
water surface. As a result, water and waves are drawn to the wall behind.
Surely such a technique could only have been developed by a Venetian
who knows from daily experience that wall surfaces exposed to water
become stained and deteriorate, and who has witnessed firsthand the
damage incurred by rising water levels.

As for his approach to materials and details in design, it is only appro-
priate to mention here the zigzag pattern which Scarpa used throughout
the Brion Cemetery. When 1 first saw the zigzag edges in photographs,
I did not particularly like them. They seemed somehow excessive, a
rather self-complacent and somber form of expression. When I experi-
enced the space itself, however, I realized that this pattern plays a mean-
ingful role in the overall composition, and that it is particularly effective
for the concrete material.

At times this pattern reduces the heaviness of concrete and makes it
appear light and airy, while at other times, it has the opposite effect of
emphasizing its volume. It also brings out and draws attention to the
texture of the material, be it concrete or marble, in a purer form, elimi-
nating some of its original texture or rawness. This approach is similar to
cutting and polishing a diamond from rough stone; it retains the inherent
texture of a mineral while losing its crudeness, turning into a different,
more refined material. The zigzags also effectively diffuse light, creating
an infinite variety of interplay between light and shadow, and producing
gradations that are most aptly described as a treasurebox of shadows.
This gives space a solidity and depth, imbuing it with a spirit of life.

The zigzag pattern fulfills yet another function of delineating bound-
aries and at the same time, of facilitating their intermingling. As is evident
from his drawings, no other architect was so conscious of the divergence
of the composite elements of space or took such painstaking care in the
treatment of the same. Consider, for example, the boundaries between
walls and floors, between walls and ceilings, between walls and windows,
and between walls and the sky. Scarpa’s method was to make each of the
composite elements independent by strictly separating and defining them.
The zigzag pattern enabled him to demarcate the boundary lines between
two elements. And what would otherwise be a void between different
elements is divided by the zigzags into fine visual particles of noise so that

the edges of both elements intertwine and reverberate against each other.




Most notably, the visitor’s gaze, which has been moving this way and
that, stops at the zigzag edges at the border between walls and sky, then
concentrates on them. At that moment, the surrounding air is visualized
by the zigzag details, making us conscious of a distinct spatial realm.

The bases of the Brions’ sepulchers are carved from a large chunk of
Carrara marble. Shaped with the skill and sensitivity of a sculptor, the
details carved here are too fine to be termed “zigzags.” The bases are
curved like the hull of a boat and tilt towards each other at a 22.5 degree
angle, seemingly connected to the floor at only one point. Slabs of dark
brown granite known as mahogany-red rest like beds upon the white
marble bases. Although Italy abounds with stone quarries, mahogany-red
is not native to the country. Scarpa selected this stone with specific intent
and it is obvious from his choice of color that he wished to create the
illusion of buoyancy. The use of white stone, which has a sense of weight-
lessness, in the base and black, which appears heavy, on top gives the
impression that the white is supporting the black. Rather than presenting
a heavy object as heavy by revealing its weight, Scarpa strove to make it
float, like lifting a pyramid effortlessly on one finger.

Water That Links Spirits

Almost twenty years have gone by since Scarpa died, and the cemetery
has suffered with the passage of time. The white plaster is soiled, and the
concrete has been darkened by mold. Each time I visit, glass tiles have
come loose or disappeared, and the ivory inlay on the couple’s names has
all been stolen. On the other hand, the thriving vegetation which covers
the concrete walls and zigzag edges imparts an even greater sense of life
to the site. This is what Scarpa envisioned from the very beginning, as
witnessed by his drawings which present in minute detail his forecast
of vegetative growth over time. It is a space where one can sense the
never-ending circle of life and death that accompanies the turning of the
seasons. And it is architecture as it should be, slowly decaying but at the
same time purified by the forces of new life.

The majority of people in San Vito show great reverence for their
ancestors. They visit the village cemetery almost daily to pray for the
dead. Although there is a water tap at the entrance to the cemetery, I have
often seen people pass through the overlapping circles of the entrance
wing to obtain water from the small stream that runs below in order to
water the flowers on their family graves. I find this sight very inspiring
because the sacred water that flows through the space as Scarpa originally
planned—the source of life that both purifies living beings and offers
repose to the spirits—has transcended his original intention, becoming
the communal property of the villagers and demonstrating that his

architecture lives on.
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Yutaka Saito Architect
1947 Born in the city of Otaru, Hokkaido.
Studied architecture independently.
1970 Founded the Yutaka Saito Architect & Associates.
1986 Won 5th JIA Prize of Best Young Architect of the
Year for “Rurururu Abo.”
1992 Won 17th Isoya Yoshida Prize for “Kojitsukyo.”
Among his major works are “Syunkyo”, “Mangetsukyo”,
“Hyakujitsukoukyo”, “Banraian”, “House of Flavors”,
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“Yakushima no ie”, “Hayama no ie”, and “Setchukyo”.
He is also author of several books, including STRONG
(Sumai-no-Toshokan Suppankyoku, 1991), Luis Barragan
(TOTO Shuppan, 1992, in Japanese and English;
English and Spanish editions published by Noriega
Editores in 1994; TOTO Shuppan edition revised in
1996; 1993 winner of Tokyo Art Directors Club’s Hara
Hiromu Prize), and Felix Candela (TOTO Shuppan,
1995). A collection of his works of architecture was
published by Kajima Shuppankai in 1994 entitled Gendai
no kenchikuka shirizu Saito Yutaka [Contemporary
Architects: Yutaka Saito].
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Hiroyuki Toyoda Architect

Born in 1946. Graduated from the faculty of architecture,
Musashi Institute of Technology. Studied under Seiichi
Shirai. Toyoda went to Italy to enroll in the Architectural
Institute of Venice University. He then worked under
Carlo Scarpa. In 1979 he became independent and
founded the Studio H.T. Based in Italy and Tokyo, he has
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design activities. Among his major works are “Mine
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Nobuaki Furuya Architect

Born in 1955. Graduated in architecture from Waseda
University. Obtained doctoral degree from the univer-
sity’s Graduate School of Science and Engineering.
Furuya worked at the Studio Mario Botta in Lugano in
1986-87 and was associate professor at Kinki University
in 1990-94. In 1994, he founded the Studio Nasca. He is
professor at Waseda University’s School of Science and
Engineering. His major works include “Kogajo House”
(8th Yoshioka Prize winner), “Yanase Takashi Memorial
Hall; Anpanman Museum.”
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