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PRINCIPLES OF LATENT MONUMENTALITY IN TANGE KENZO’S
CONCEPTS OF TRADITION AND CREATION

Study of the formation of Tange Kenzd’s architectural discourse
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This study focuses on the principles of latent monumentality related to the concepts of tradition and creation in Tange’s way of
thinking, as they originally appear in the early writings that form the basis of his architectural discourse.

The first part introduces the problematic of the epoch and the relation between modernism and monumentality; it presents the
methodology used to analyze Tange’s discourse and the past studies to which the author referred. The second part explores the original
conception of the philosophical concepts of tradition and creation in “Michelangelo sh5” (1939). In this part, Tange’s discourse is
compared to the discourse of Le Corbusier and contemporary western philosophers — Martin Heidegger and Friedrich Nietzsche in
particular — which had a strong influence on Tange’s way of thinking. In the third part, the author interprets the architectural meaning of
the concepts of tradition and creation in relation with Tange’s discourse on Japanese monumentality, at the end of the fifties. It reveals that,
after the analysis of Le Corbusier, the tradition of the Parthenon and its relation with western philosophy and aesthetics, Tange looked for

a hint into tradition and creation at the origin of Japanese architecture,
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1. Introduction to a study on Monumentality

1.1 Problematical background

This paper is based on the postulate that Tange’s principles
of monumentality were in formation in his early architectural
discourse. The author postulates that the concepts of tradition
and creation, which first appeared in “Homage to Michelangelo.
Introduction to a Study on Le Corbusier” (1939)!, were used to
express Tange’s intentions on monumentality. Monumentality
has been a delicate issue for modem architects. In 1939, Tange
was fraining at Maekawa Atelier where he was introduced to Le
Corbusier’s architecture and took part to the Memorial of the
Fallen Soldier's competition®>. Le Corbusier’s architectural
discourse on classic architecture was a fundamental influence
on Tange’s theoretical background.

At that epoch, Le Corbusier had entered in conflict with the
Académie des Beaux-Arts, about the issue of monumentality,
since the competition for the Palais des Nations in Geneva, in
1927°. Le Corbusier, who had to justify his architecture, started
to develop a discourse about a new kind of monumentality,
which can indifferently be revealed in the house or in the
palace®.

Tange hardly discussed the notion of “monumentality”.
Uses of this term in his architectural discourse are very few and
they correspond to the war situation and its need for
monumental symbolism®. Rather than “Monumentality”, which
does not exactly have the same cultural and aesthetical values in
Japan and in the West, Tange started with an interpretation of
the concepts of tradition and creation, in “Michelangelo shd”.
Thereafter, some of the buildings he designed can be defined as
monuments (in their function as much as in their symbolism).
For instance, it is from the Hiroshima Peace Center, that
Kawazoe Noboru launched the controversy on tradition (dentd
ronso). Even for the design of administrative buildings — which

can be seen as civic monuments — such as Kagawa Prefecture
Hall, Tange referred to and applied the concepts of tradition and
creation®,

At the beginning of the sixties, Tange’s researches on the
fundaments of Japanese architecture, Katsura rikyi’ and Ise
jingii®, were echoed by some members of the modern movement,
such as Walter Gropius and Siegfried Giedion. Giedion who had
discussed about the “Need for Monumentality” during the war,
was also pursuing a survey on the origin of architecture’.

For which reasons modern architects studied traditional
architecture? In 1962, Giedion wrote that he wanted to
understand “how the modern man has been formed” from the
origin of creation ', and how he created a meaningful
environment. In parallel to this fundamental question, Tange
revealed that the study of Ise’s form could help him to respond
to the question:

“What are the symbols of the present?”"' (Tange, 1965, p. 52)

1.2. Purpose of study

The purpose of this present study is to consider the
formulation of the concepts of tradition and creation as an
original process in the formation of monumentality. Although
these terms have a wide meaning, the aim is to focus on their
relation to Tange’s intention to develop architecture that fits his
epoch’s need for monumentality. This tendency to
monumentality is latent in his work and, for this reason, it is
necessary to compare his discourse at two different moments of
his career: at the beginning and twenty years later. This choice
is also due to the apparition of the concepts of tradition and
creation in Tange’s writings.

The study of Tange’s discourse in “Michelangelo shé
shows that Tange found in Le Corbusier’s discourse a hint to
deal with the issues of tradition and creation, which form the
theoretical background for an interpretation of monumentality.

* Graduate Student, Graduate School of Engineering, Kyoto Univ., M. Eng.

FASKFERFBE LR REBEE - T8

—211—

NI | -El ectronic Library Service



Architectural

Institute of Japan

The analysis of the same concepts in his essays on Japanese
“monuments” aims to show the evolution and adaptation of his
discourse for the creation of contemporary Japanese
architecture.

1.3. Methodology

In order to interpret Tange’s discourse, the hermeneutical
method consists in stressing the meaning of the concepts from
which this architect structured his thought. Inside the architect’s
discourse, some words create a conceptual environment; they
are precepts, signs or concepts, which express his purpose. The
analysis of the discourse aims to stress the intentions that are
sometimes not directly and explicitly revealed by the architect,
because they are part of his strategy.

In order to enter in the architect’s way of thinking, the
analysis relies in priority to the references (quotation, reference
to an author or concepts) that are present in his own writings. In
the case of Tange’s text, there is a recurrence in the reference to
contemporary philosophers, such as Martin Heidegger and
Friedrich Nietzsche. Tange applies them as conceptual materials
for the construction of his discourse. The analysis uses them
only as the tools of a “bricoleur”'?, to deconstruct and to
discover the formation of the discourse.

The analysis of “Michelangelo shé ” —, and the comparison
with the writings that influenced Tange’s way of thinking at that
epoch, focus on the concepts that form the basis of his discourse
on monumentality. Finally, the analysis of the essays written in
1960 and 1962 shows continuity in the discourse and a sharper
comprehension of the concepts of tradition and creation.

1.4. Referential studies — specificity of the present research
This study started from Fujimori Terunobu’s analysis of
Tange’s early writings and “Michelangelo s46”, the influence of

Le Corbusier’s tradition and Heidegger’s philosophy on Tange"’.

In order to understand “Michelangelo shé”, the author studied
Tange’s philosophical references and Le Corbusier’s original
writings and decided to relate them to the problem of
monumentality ',

Sasaki Hiroshi remarked that Tange took Le Corbusier as a
model of “creator” '* and Naka Masami stated that
“Michelangelo shé” manifested Tange’s intention to carry on
“historical mission”'®. These points are taken in consideration in
the present analysis and linked to the formation of Tange’s
discourse from philosophical and aesthetical speculations on the
origin of architecture.

The essays of Isozaki Arata on Katsura, Ise, and the
“Japanese-ness”, helped to understand Tange’s . strategies
towards the Modern Japanese Movement', in a context recently
explored by Yatsuka Hajime'®. From those studies, one could
figure out that the monumentality developed by Tange
corresponds to Isozaki’s notion of “Architecture with a Capital
A”, which supposes a comprechension of the political,
intellectual, artistic and social contexts that symbolize the spirit
of the epoch. This present paper does not dig in all of these
aspects but it intend to present Tange’s dialogue between
tradition and creation as an original source for the
monumentalisation of Architecture.

About the relation between Monumentality and Modernism,
the author is indebted to the notions of “hidden” and “latent”
monumentalities, developed by Jean-Louis Cohen'®. The author
supposed that the point of view adopted by Cohen on western
modern architecture fit Tange’s latent monumentality.

2. The formation of the concept of Monumentality through
Tradition and Creation
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2.1. The Tradition of Le Corbusier

In “Michelangelo shé ” Tange demonstrated that he has
been deeply influenced by Le Corbusier. His analysis of Vers
une architecture and Croisade™ reveal that he placed his
architectural discourse in the stream of Le Corbusier’s tradition.

In the third edition of Vers une architecture, Le Corbusier
introduced two paradoxical points of view on monumentality.
First, in the foreword “Température”, about the competition for
the monumental institutional building of the League of Nations
Palace (1927), he criticized the Academism and the imitation of
past monuments. Secondly, in different chapters of the book, he
presented the Parthenon as “pure product of the spirit”, model
of perfection, and machine made for emotions. While the
Académie des Beaux-Arts was still teaching how to reproduce
and imitate the acsthetical canons of Greek Antiquity”’, Le
Corbusier was studying the mathematical and sculptural
qualities of the Parthenon, which create the “pathetic” emotion
of this monument.

In Croisade, following the thought developed in Vers une
Architecture, Le Corbusier called for a rediscovering of Antique
Greek architecture, not in the academic meaning of Beaux-Arts,
but from a philosophical and aesthetical point of view, in
exploring the essence of architectural emotions. Le Corbusier
referred again to the architecture of Athens’s Acropolis, in order
to illustrate his architectural ideology, and wrote:

“On the Acropolis, in the silent bosom of its landscape that

emerged from prehistory, a pathetic discourse is rising, almost a

scream, a short clamor, whole, violent, compact, massive,

accurate, sharp, decisive: the marble of temples is bearing the
human voice.” (Le Corbusier, 1933)?

According to Le Corbusier, the monumentality of the
Parthenon, standing on top of the Acropolis’s landscape, is
expressing the “human voice” and people’s beliefs. The erection
of monumental architecture is the fruit of a fight with nature, it
was selected by the human gesture, in order to represent the
energy and emotions of a whole people. According to Le
Corbusier, each epoch creates its system of thinking and the
acsthetical values that belong to it; therefore, modem
architecture must create the monuments that bear the voice of
the modern man.

Le Corbusier’s point of view on monumentality is different
from the Academy but his concern on tradition is also different
from the rationalist and functionalist focus of other modemn
architects. In the introduction of “Michelangelo shé ”, Tange
quoted the conclusion, “Certitude”, of Le Corbusier’s Croisade:

“The people of the North, the first engaged in the machinist

adventure, had been caught by a devastative rage: a cleaning, we

must clean! This was a religion, the one of the denial, the void, the
clean, the absence”; “I say today (...) that from Athens to Alicante,
modern architecture can and must confront to the clamor of the

Acropolis.” (Le Corbusier, 1933; quoted in Tange, 1939, p. 36)”

In Croisade, Le Corbusier explained that a Northern
FEuropean spirit — probably the one at the origin of the
architecture of Walter Gropius and Bauhaus — inspired by the
faith in industrial progress and the cult of the machine —, created
the basis of modern architecture through an effort of abstraction,
a “mental attitude”, “cleaning” architecture from its
ornamentation and its stylistic references to the past. By this
“devastative rage”, “the human creative force stood up and the
works of contemporary architecture appeared”™. This process
of abstraction was a first step in the creation of modem
architecture, but the next step is to look back to tradition, listen
to the “clamor of the Acropolis” and use the human creative
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force to build the monuments of modernity with the materials
and techniques of the modern epoch.

This aspect of Le Corbusier’s way of thinking about
architecture, which emphasizes the importance of the classical
tradition as a reference for modern creation, is the one that
Tange chose to study.

2.2. Origins of Creation in “Michelangelo shé ”.

In “Michelangelo shé ”, Tange demonstrated that he was
aware of the latest philosophical thinking of his time, such as
Heidegger’s study on the essence of Holderlin’s poetry?’.
Following the hermeneutic method of Heidegger, Tange
explored the origin of architectural creation by a philosophical
interpretation of Le Corbusier’s writings. Why did he choose Le
Corbusier rather than another architect? Because, Le Corbusier
created architecture from the essence of architectural creation
itself. In this meaning, Le Corbusier is like Hélderlin, who:
“poetizes the essence of, "poetry”™.

Tange interpreted Le Corbusier’s origin of creation in the
way Heidegger did about Holderlin. As a result, the words used
by Tange and the architectural works (which are all Antique
monuments) to which he referred, are similar to those described
by Le Corbusier in Vers une architecture. By comparing the
writings of Le Corbusier and Tange it appears that the chapter
“Michel-Ange” of Vers une architecture influenced the
reference to Michelangelo:

“The Coliseum has been watched by him [Michelangelo] and its

glad measures understood; Caracala’s Thermae and

Constantine’s Basilica have shown the_limits_that one should

overcome by a high intention.” (Le Corbusier, 1923)”

“The Coliseum revealed him [Michelangelo] Grandeur while
Constantine’s Basilica and Caracala’s Public Baths showed him
perfection. He felt compelled by his destiny to pursue an even
nobler intent, that of enriching, transforming, completing and

giving an even deeper meaning to this creation.”™ (Tange, 1939,
p.45)

Tange, who had never been to Europe at that time, relied
on the words of Le Corbusier to follow European monumental
tradition. In Vers une architecture, Le Corbusier imagined that
Michelangelo learned from the city of Rome, and the
monuments that form its environment. This tradition is seen as
the creative milieu that Michelangelo had to appropriate to
begin his creation. According to Le Corbusier and Tange, the
intention of Michelangelo was to “overcome” and give a deeper
“meaning” to this world of “creation”. The tradition is the
original substrate of the creation but the creator needs to find in
itself the meaning of the spirit of the epoch.

As wrote by Le Corbusier: “the work of Michelangelo is a
creation (...) which overcomes historical epochs™. According
to Tange, the role of Le Corbusier (1887-1965) in the 20™
century is comparable to the one that Michelangelo (1475-1564)
played in the Renaissance. His historical mission was to
re-create from an original “creative will” and to give birth,
under new forms, to a modern interpretation of tradition.

In 1937, in “Reflections on Culture”, Tange, who was
already discussing about the rehabilitation of tradition, wrote:

“Rehabilitation is not the reinstatement of the past, but the revival

of a kind of style [or genre] that formed according to a practical
understanding of the epoch.” (Tange, 1937)*

2.3. Geometry as an expression of monumentality

How can the creative process originated in tradition be
expressed in monumental architecture? The architectural
response needs to be “practical” and to repudiate the imitation

of the past. One essential expression of architecture is
communicated by geometry. For Le Corbusier, it is the use of
perfect “measure”, mathematical and geometrical processes
(including the Golden Section) that fund architectural emotions.
For Tange, the perfection of a monument such as the Parthenon
is the result of the equilibrium between two aesthetical impulses,
which are the result of the application of two different types of
geometries. Tange referred to the origin of the creation of
geometry as described by Paul Valéry®! and explained that,
before the construction of the Parthenon by the architect Phidias,
there existed an “organic geometry”, which was not ruled by
classical geometry. The Parthenon would be the fruit of these
two modalities of conception:
“The bold and fortunate instant of balance between the two realms
yielded the perfection of the Parthenon. [t was born in_the time of
the_rare conciliation between the organic richness of the original
Greek geometry and the infallibility of the_inorganic_nature of
geometry.” (Tange, 1939, p. 38)*

Tange’s discourse on the geometry of the Parthenon shows
a fundamental difference between the one of Le Corbusier.
While Le Corbusier praised the rationality of Phidias’s
regulating tracings (tracés régulateurs), Tange introduced the
notion of an “organic” geometry, as a necessary component of
the whole composition, counter-balancing the mathematical
value of the rational geometry.

The difference between Le Corbusier’s and Tange’s
conception of monumentality comes from the fact that Le
Corbusier is influenced by the modern discourse on
industrialization — stating that the Parthenon is a “standard”
corresponding to the techniques of its time — while Tange is
rather concerned by the presence of aesthetical factors.

3. Interpretation on the meaning of Tradition and Creation
in Japanese architecture

3.1. Dualism of Yayoi and Jomon

Tange’s conception of the dual structure of the Parthenon
originated in the paradigm proposed by Nietzsche in The Birth
of Tragedy®, about the complementary opposition between the
influences of Dionysus (God of desire) and Apollo (God of
reasoning), which are at the source of classical Greek aesthetics.
The balance between these two impulses was considered by
Tange as the peak of Greek culture, and the two necessary
inspirations of Tragedy, just as the two origins of Geometry that
created the architecture of the Parthenon.

In “Michelangelo shé ”, Tange was only discussing about
western monuments and philosophy, but in the texts he wrote at
the end of the fifties — at the moment of the controversy on
tradition (dentd ronsé) —, he used anew the same principles of a
double origin of aesthetics for the analysis of the Japanese
architecture of Katsura rikyi and Ise jingd. In Katsura:
Tradition and Creation in Japanese Architecture, he put in
relation the aesthetics of Jomon and Yayoi civilizations with
Nietzsche’s concepts of Dionysus and Apollo:

“In Yayoi forms, there is a conscious aesthetic which stands out in

sharp contrast to the unconscious vitality of Jomon. The one is

resigned and still; the other, rebellious and dynamic. The
dichotomy is parallel in some ways to_that between the Dionysiac

and Apollonian elements on the life of ancient Greece.”* (Tange,
1960, p. 213)
About Ise, Tange alludes to an aesthetic balance,

considering that this architecture appeared at a moment of
transition between the vitality of the Jomon era and the aesthetic
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of the Yayoi era. In Ise: Prototype of Japanese Architecture,
Tange wrote:
"“I said of the Ise form and space that they combine elementary
vigor and an aesthetic discipline transcending time, and a rare

achieved balance of the vital and the aesthetic.™ (Tange, 1965, p.
51)

According to Tange’s dualist way of thinking, Apollo and
Yayoi are related to the visible representation of aesthetics
while Dionysus and Jomon are depending on a vital, human or
animistic will. In the first category are the architects that use
rational method and geometry, such as Phidias did for the
Parthenon, Leonardo Da Vinci at the Renaissance, and the
Bauhaus (“People of the North”). In the second category, the
“artistic will” is relevant to organic geometry, such as in the
work of Michelangelo, and Le Corbusier.

Tange related the dualist way of thinking expressed in
“Michelangelo shé” to his lecture of Japanese architecture, but
Ise revealed him new interpretation of tradition and creation.

3.2, Ise as symbolization of myths

As if Ise had given him the answer to his questioning on the
monumentality of traditional architecture, Tange wrote:

“At Ise it flashed through my mind that this shrine might itself be

viewed as the symbolic form of the religious myths™ (Tange,
1965, p. 16)

This revelation is a key to understand Tange’s conception
of monumentality as a “symbolization” of the myths that
originate architecture. Ise’s monumentality, symbol of the
worship of nature and shint6’s animism, and bearer of the myth
of the creation of Japan, is a symbolic reference for Tange who
is constantly re-creating architecture from zero, from an origin
that would be a reference to create the present anew.

In 1939, Tange understood that he was the bearer of an
“historical mission”, and needed to create an architecture that
would carry the symbols of a new world. At the other side of
the world, Giedion was manifesting the necessity to create a
new tradition’’. According to him, Monumentality is carrying
people’s beliefs, “artistic will” (Riegl’s Kunstwollen), historical
and social intentions that symbolize the essence of architecture.

“Monumentality springs from the eternal need of people to make

symbols for their actions and destiny, for their religious and social

convictions.” (Giedion, 1944)*

3.3. The Parthenon and Ise as models of monumentality

About Monumentality, Tange’s models are the Parthenon
and Ise, for their capacity to couple the aesthetic representation
and the vital will of architecture. The Parthenon is a model that
Tange appropriated from his interpretation of Le Corbusier’s
discourse, and then he took Ise as “prototype of Japanese
Architecture”. The comparison between those two monuments
started with Bruno Taut and it has been taken as a proof that
Japanese architecture was part of the “world history”
(sekaishi)®®. Since that time, the association between the
Parthenon and Ise remained and Tange explained it through the
balance of the dual origins of aesthetics.

There is no dualism in tradition and creation, because of
their complementaritics; they are not opposed but rather in what
Heidegger’s called a dialogue “between” gods and people.
According to Tange, Michelangelo, and probably Le Corbusier
too, is this ideal creator who, stands between past tradition and
future creation. )

“He has the strength to bear the whole weight of history on his

shoulders and (...) must have a deep understanding of the

fundamental tendencies of world history.” (Tange, 1939, p. 46)*°

— 214 —

“As for the poet, he stands between those, the gods, and these, the
people™ (Heidegger, 1936)

The “historical mission” of Tange stands between tradition
and creation; it means, between the architecture of the gods and
the people, which is a symbolized by monumentality.

4. Conclusion

First, from the analysis of “Michelangelo shé ”, one can
clearly see that Tange’s main concern was Le Corbusier’s
discourse on the Parthenon and on the creative spirit of
Michelangelo. They were architects that created a new
architecture from their understanding of the origin of
monumental architecture.

The principles of Tange’s monumentality were born in the
relation between the opposite but complementary impulses of
tradition and creation. Tange did not give a definition of the
concepts of tradition and creation. Instead of giving a definition
that would be reductive, he evocated images and names (the
Parthenon, Ise, Yayoi, etc.) that illustrate his conception of
tradition and creation. This way of thinking, which is close to
the “savage mind” (Lévy-Strauss, 1962), is producing signs and
symbols that must be interpreted. For Tange, tradition and
creation are not concepts but ways of creating; they are not
methods to be applied, but processes that are used to develop a
symbolical environment, which is the essence of
monumentality.

Tange looked at the concepts of tradition and creation, with
the intention to create a new monumentality and go further into
Le Corbusier’s discourse. Compared to Le Corbusier, Tange’s
discourse is rather carrying an aesthetical point of view. At first,
this aesthetical ideal was funded on western philosophical
sources, but it was then applied to Japanese values (nikonteki na
mono) that corresponded to a revival of Japanese architecture. It
could be said that this fitted his initial intention to integrate
Japanese architecture inside the “world history”: considering
that, for instance, Ise bears universal qualities of monumentality
that can also be a model for starting a new world class
architecture. Ise’s monumentality is a referential model for
Tange just as the Parthenon was the model of Le Corbusier, but,
in comparing them, Tange aimed to find an expression of
universal value for the making of Japanese modern architecture

By going to the origin of architecture, at the root of
tradition and creation, Tange is following the steps of Le
Corbusier and the Modern Movement, which ambition was not
to reproduce the past tradition (like it was done by Academism)
but to understand the modern man by returning at the source of
art creation and find a significance for the culture of the present.
Monumentality, as symbolical architecture, aims to be a
memory of the present, but present’s culture is always changing
and the architect must imagine a creative interpretation of the
tradition. The “symbols of the present’, the contemporary
monumentality, can only be rooted in a creative understanding
of the tradition.

To resume, Tange’s Monumentality was not manifested as
discourse, but it was latent, hidden between the concepts of
Tradition and Creation. Then, from his creative view on
(Japanese) traditional architecture, Tange discovered an
inspiration for (Japanese) Modern Monumentality.
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(1933). Croisade ou Le crépuscule des académies. Paris: Editions Crés
et cie. Tange used a translation of Ikuta Tsutomu.

! According to Riegl, until the 19" century, it was considered that the
creations of Antiquity were representing an objective and absolute
artistic ideal. Cf. RIEGL Alois (1903). Der moderne Denkmalkultus.
Sein Wesen und seine Entstehung. Wien-Leipniz: W. Braiimuller.

# Translated by the author. “Sur ’Acropole, dans le giron silencieux de
ce paysage surgi de la préhistoire, s'éléve un discours pathétique,
presqu’un cri, une clameur courte, entiére, violente, compacte, massive,
aigué, tranchante, décisive : le_marbre des temples porte la voix
humaine ” Cf. LE CORBUSIER (1933). Croisade ou Le crépuscule des
académies. Paris: Editions Crés and Cie. P. 75.

® Trans. by the author. “Les gens du Nord, les premiers engagés dans
Uaventure machiniste, avaient été saisis d’une rage dévastatrice : un

.‘A la

nettoyage, Il faut nettoyer ! Ce fut presque une religion, celle de la
négation, celle du vide, celle du propre, celle de I'absence.”; “Je dis
auwjourd’hui, (...) que d’Athénes & Alicante, I'architecture moderne peut

et doit affronter la clameur de I’Acropole”. Tbid. P. 77.
* LE CORBUSIER (1933). Ibid. P. 77.

» See HEIDEGGER Martin (1936). “Holderlin und das Wesen der
Dichtung”. Erlduterungen zu Hélderlins Dichtung. Frankfurt am Main:
Vittorio Klostermann, 1951, pp. 31-45. Tange could have access to the
Japanese edition published in March 1938: /N1 5 v A — [~V & —
U b RmoFRE] FRBERR, B, 1938538 1,
* Trans. by the author. “Holderlin dichtet das Wesen der Dichtung”.
Ibidem, p. 44.
* Trans. by the author. “Le Colisée a été vu par lui [Michel-Ange] et
ses heureuses mesures retenues; les Thermes de Caracalla et la
Basilique de Constantin ont montré les limites gu'il convenait de
dépasser par une intention élevée.” Cf LE CORBUSIER (1923).
“Michel-Ange” in “Architecture, la legon de Rome”. Vers une
architecture. Op. cit., pp. 134-138.
% Trans. by the author. FFTH= Ta v i v AR OBRORIIIED
THKRKTH ol av AP FLrDRTIHE, HTHTOBEE
BECEOBBERLE, BIZTEROBEOKMTHY . D
R —BEEREEIcE T, ThEMRICL, B, &
LLEH LoD Fl V BVAECES 2 & Tho e, IRTH,
* Trans. by the author. “L'@uvre de Michel-Ange est une création, (...),
une création qui domine les époques classées.”. Op.cit., p. 134.
* Trans. by the author. M} T = IMERIIBEIEEBEANERT S
DOTHRL, BFROEEMNER KO TER ShiaX, HER
LLTOBRKPERT 5.1 (b2 B85 TRE] RRwEK2,
[FTE=] fid. 388 .
31 See Paul VALERY (1924). “La crise de P’esprit” in Variété I. Paris:
Gallimard.
* Trans. by the author. S} TH= [ZOBEDO _H>DHLDD, B
b4y" ‘W&ﬂ)%‘lﬁﬂk R/ /ﬁﬁ#f; Z)mﬁ&fi’ﬁﬂff(:o m_

. NIETZSCHE Fnednch (1909). Die Geburt der Tragodie. Lelpzng
C.G. Naumann.

* ATRE HAERLZLOR, BXOLOTHS, BR, 4
BRI TN LT, BB RERAEDLENETHS I,
TrAZARBRBDIZHLT. =mREF 4 7RLEDEEVNSBT
HH5, HBHERVET 4 A= Y AR DI VT B TR gl

LOLBETHI Y, HDHVETEBELb LRV PR &

. 258,

P ATRE TRIES &, FROBEBLERBRICOVWT. FiE

BWRBNESOL LB FBEBXLENERFEZER X TVS,

ERHRLDLENLLOOBHLHE. LiE-k,) THE) &

H. 63H,

® RATRE (HERICE, FET, ZOoHRZTOLORMEOE

e b Bbohi, ) M8 s, 38,

¥ There was no relation between Giedion and Tange at that time. They

probably met for the first time at CIAM VIII (1951).

*® GIEDION Siegfried (1944). “The Need for a New Monumentality”

In OCKMAN Joan (1993). Architecture Culture 1943-1968. A

Documentary Anthology. New York: Rizzoli-Columbia University.

3 The concept of “world history” (sekaishi, 5 5) was discussed by

Nishida Kitar6 and K6yama Iwao of the Ky6to School of philosophy.
Trans by the author H-TE: ff&&i—@]@ﬁ&ﬂ DOAREFAV

(W) A 5 {EBIH 74 i :

m_‘o ) BT,

“! Trans. by the author. “Der Dichter selbst steht zwischen jenen — den

Gottern, und diesem — dem Volk.” Op.cit., p. 43.
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WRE/MEHE

AR, FTR=ZOBESHENR L L, =5 & M8lE) &
WS, XASNEEOBWEOREL TE=2 A5 YT 1] OR
BEABATVSZLE2HLLRTHLDTH D, (M1 & T8E]
WSSz O\WT, Tk MMichelangeloffi-Le Corbusierfa~d
Sl (1939) DR THDHTHRLETWS, T L TH_+HE, THE -
ARSI B 5 EHE AL (1960) RUTHS - BABREORI]
(1962) KWHBWT, BURL TV S, AFRTRINS 2 EE L
RET5,
FTOBESHICIT, V- a2 P 2R UHEHEELZTL
ARBEBEE (Z—F . MM FyH—. Ty LU—-) B5IHE
nTW3, £ZTEARETR. Th5ORBLFATOMREL OHE
SHEZBELT, ATORESHEMRT 2 HERL %,

MRAR

[Michelangelo 88) ¥ #20 F& 0 2 EE (H1 & THEHED

PHEL, ATHABVS M8 & (8l of&oREI €=
AaAVIVT 4] EHTARTORLESSZ L ERT, AREE
YEZ 2 AVIYF 4 OBREIIOWVWTIER, V- aMEaT 2 FOR
RBEZDX-F 4+ AVLELERLTEY. ThHOREET
OHBEEEUTOISKEL,MZ LT,
BRBEFLLTON - IV 2V x OHAIMR., BEERES
RF—VDOTHFI-Ld, GHREERTIMHOETS =X AR (N
INTR) ELBRDIFET, "MVF/VYDEZ2 X8 )T 1%
BBLEZLRDD, Va2 TTRREDE, XVT /) ViZE
A2OBRFEEEORAOREREFTVNEEN, TORROEE%E
SRETIEMEBENDIH, BT EBIERNVT /) VDEZaAY
SIUFARZODBAEDKRROTELRNFVZATHY., ThbHiE
HA0H DRRA, ERHIOAEMEBRENTV S,
TORRO_EBER T L) —RE-THLHEBEEIN, = —F = 88
BELETROQEF 4 A2V ZAOBEBTEZ> TS, AT}
AARKIZHITSE [EH & (8lE] ORFEEZSHTHLDIZ. I
DEXFRIGALEEEX D, ¥k, BFERELEL SO0
FECI->THPEENBEFLE L, —DIRBXHR2LD. b
—SRBFENZZILOLELTWVWENETHE, ENIOERIZ
symbol (LENELDEVWSIEZ 2 XV I U T 4 ODRBEATICN
LTHRIZLEE LT,

]
FFRIFySyIz0e T/ VIEETBHEL-INE2T 20
EBRESNL, AEBEORETHI/NVT / VEK, ZO9HE
AABEORE CHAIFRHTICHA L 2R Lz, o N
VT ) e ERBMERELIEZa A VI YT+ BRBELTED,
FNORBEREZETHEORBELT, ATOEZ 245 Y
T4 BETS L TEERERTHHLEIOND,

AT MMEH » M8E) cHgaEEE5xd. 7Vas5-2>
2 (LT g - ZAbT—2,1962) DEIIT, FEBLAA LA
FiEsBLENRDL, ThOXERESXATWVWEEEXLN S,
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BEECERENAZILRAVANTORERIBEOREZEML,
BRIZBUDEZ 249 VT4 2TFFAVTHILIIDD, BR
BERY LT, ®i &5 & T8lE oBBIZED., YurbBh
ROEZ2AYI VT 1+ 2BRRT L0, FTR=0 [{=H]
TR OBSITBTE_ 24V )7 DFRBEEZDZI LN
TE5, '
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