
Experiments with posts of paper mass, which started with the design

of a pavilion built for Alvaro Aalto’s exhibition in 1986, made it

possible to use them as load-bearing walls and posts fixed in the

interior. Thanks to that, external walls could be lightened, and the

construction of the building neared the traditional residential house.

In the case of the Paper House, special attention was paid to the

customary combination of the interior of the building with Nature.[4]

Shigeru Ban’s later projects introduce other elements that can be

interpreted as traditional for Japanese building and compatibile with

the spirit of modernist rules of the art of building.

Divergence of these features can be analyzed on the example of the

Curtain Wall House. The weight of the structural ceiling of the house

built in 1995 in a Japanese town, Itabashi, is supported by a skeleton

construction made of reinforced concrete. White columns, which

seem light, support massive boards of reinforced concrete dividing

the building into residential levels. Such a constructional solution

made it possible to replace the external walls of two overground

storeys with industrial curtains which – after drawing them apart 

– completely link the interior with the street space. It reminds us of

the term “universal space” introduced by Ludwig Mies van der Rohe,

where a function is focused around elements of equipment (“nuclei”

and “molecules”), and a constant flow, a mix of internal and external

spaces is possible. In the Farnsworth House designed by Mies van

der Rohe, the external wall was released from the traditional function

of transferring pressure but it was filled with glass. Shigeru Ban took

- according to Japanese tradition - one step further. In the design of

the Curtain Wall House, he draws the external wall apart, and the

term ”flow of space” gains its semantic meaning.[5]

A wish to open the internal space to the surroundings can also be

seen in the design of the Wall-less House built in 1997. It is a

“universal space” closed between the white planes of a massive

roof and the floor. Composing the building into the slope made it

possible to support the structural ceiling with the help of a curved

plane of the basis and three slender steel posts which are just 

55 mm wide. The external wall was replaced with glass panels

moving along special rails. The track makes it possible to move all

the panels and hide some of them in the massif of the slope. In this

way, the house in Karuizawa, Nagano opens to nature completely

from three sides.[3]

The internal space of the Wall-less House is completely open, too.

Function is defined only by the arrangement of furniture and

facilities. The architect proposes movable screens, similar to the

external wall, and, consequently, freedom in shaping divisions. The

house in Nagano is an answer to John Hejduk’s Wall House. Hejduk

was Shigeru Ban’s supervisor at the Cooper Union. When he talks

about the architectural group New York Five, he emphasizes that it

was Hejduk who influenced him the most.[5] Apart from the Mies

rule of “universal space”, the division of an interior by movable

Pro jekt Pa per Ho u se zre a li zo wa ny w la tach 1994–1995
w oko li cach je zio ra Ya ma na ki w Ja po nii sta no wi przy -
k∏ad pe∏ ne go po ∏à cze nia do mu z oto cze niem. Za pro -
jek to wa ny przez Shi ge ru Ba na bu dy nek po wsta∏ na
wci na jà cych si´ w stok plat for mach. P∏a ski dach na pla -
nie kwa dra tu pod trzy my wa ny jest przez Êcia n´ pa pie ro -
wych rur. Ze wn´ trz ny obrys bu dyn ku za my ka szkla na
Êcia na os∏o no wa, któ rej obe cnoÊç za zna cza jà je dy ne
pio no we bia ∏e podzia ∏y. Pa pie ro wy me an der wy zna cza
po mie szcze nia we wn´ trzu do mu, raz za my ka jàc, raz
otwie ra jàc je na wi docz ny przez p∏a szczy zn´ szk∏a kra -
jo braz.[3]
Eks pe ry men ty ze s∏u pa mi z ma sy pa pie ro wej za po czàt -
ko wa ne pro jek tem pa wi lo nu zbu do wa ne go na wy sta w´
Alva ro Aal to w 1986 r. po zwo li ∏y na wy ko rzy sta nie ich ja -
ko Êcian i s∏u pów no Ênych usta wio nych w g∏´ bi do mu.
Stwo rzy ∏o to mo˝ li woÊç od cià ̋ e nia Êcian ze wn´ trz nych
i zbli ̋ y ∏o kon struk cj´ bu dow li do tra dy cyj ne go do mu
mie szkal ne go. W przy pad ku Pa per Ho u se szcze gól nà
uwa g´ zwró co no na zwy cza jo we po ∏à cze nie wn´ trza
bu dow li z Na tu rà.[4] Pó êniej sze pro jek ty Shi ge ru Ba na
wpro wa dza jà ko lej ne ele men ty, któ re mo˝ na in ter pre to -
waç ja ko tra dy cyj ne dla bu dow nic twa ja poƒ skie go,
a rów no cze Ênie zgod ne z du chem mo der ni stycz nych
za sad sztu ki bu do wa nia.
Zbie˝ noÊç tych cech mo˝ na ana li zo waç na przy k∏a dzie
Cur ta in Wall Ho u se. Ci´ ̋ ar stro pów do mu zbu do wa ne -
go w 1995 r. w ja poƒ skim mie Êcie Ita ba shi opar to na ˝el -
be to wej kon struk cji szkie le to wej. Spra wia jà ce wra ̋ e nie
lek ko Êci bia ∏e ko lum ny pod trzy mu jà ma syw ne p∏y ty ˝el -
be to we wpro wa dza jà ce podzia∏ bu dyn ku na po zio my
mie szkal ne. Ta kie roz wià za nie kon struk cyj ne umo˝ li wi ∏o
za stà pie nie Êcian ze wn´ trz nych dwóch nadziem nych
kon dy gna cji prze my s∏o wy mi kur ty na mi, któ re – po roz -
su ni´ ciu – po zwa la jà na ca∏ ko wi te po ∏à cze nie wn´ trza
z prze strze nià uli cy. Przy wo ∏u je to na myÊl ter min „uni -
wer sal nej prze strze ni” wpro wa dzo nej przez Lu dwi ga
Mie sa van der Ro he, gdzie funk cja sku pio na jest wo kó∏
ele men tów wy po sa ̋ e nia („jà der” i „czà stek”) oraz
umo˝ li wio ny jest cià g∏y prze p∏yw, mie sza nie si´ prze -
strze ni we wn´ trz nej z ze wn´ trz nà. W Farn sworth Ho u se
pro jek tu Mie sa van der Ro he uwol nio no Êcia n´ ze wn´ -
trz nà od tra dy cyj nej funk cji prze no sze nia ob cià ̋ eƒ, ale
wy pe∏ nio no jà szk∏em. Shi ge ru Ban po su nà∏ si´ – zgo -
dnie z ja poƒ skà tra dy cjà – o krok da lej. W pro jek cie 
Cur ta in Wall Ho u se umo˝ li wia roz su ni´ cie Êcia ny ze -
wn´ trz nej, co spra wia ˝e ter min „prze p∏yw prze strze ni”
zy sku je swo je se man tycz ne zna czenie.[5]

† Shigeru Ban – Naked House (1999–2000) † Shigeru Ban – Picture Window House (2003)

Dro ga od idei do re a li za cji to rze czy wi stoÊç ar chi tek tu ry.
My Êli za pi sy wa ne w for mie ry sun ku przy bie ra jà rze czy -
wi ste kszta∏ ty, aby w koƒ cu nadaç for m´ ota cza jà cej nas
prze strze ni. Jed nak ̋ e aby ar chi tek tu ra mo g∏a za i st nieç,
na po czàt ku mu si si´ zro dziç ma rze nie.
Kon tekst w ja kim po wsta je ar chi tek to nicz ne ma rze nie
Shi ge ru Ba na to prze strzeƒ for mo wa na pod wp∏y wem
kul tu ry i cy wi li za cji ja poƒ skiej. Pro blem po strze ga nia
war to Êci tej prze strze ni przy bli ̋ yç mo gà ese je Ta dao An -
do za war te w pu bli ka cji Bu il dings, Pro jects, Wri tings.[1]
Ró˝ ni ce po mi´ dzy cy wi li za cjà za cho dnià, a ja poƒ skà
za war∏ w ty tu ∏ach: Ti me is Mo ney oraz Spa ce is Mo ney
(Ti me is Mo ney, Spa ce is Mo ney – pa ra fra za po wie dze -
nia „czas to pie niàdz” – prze strzeƒ to pie niàdz – t∏um.),
wy ja Ênia jàc, ˝e w prze ci wieƒ stwie do Ja po nii – w Ame ry -
ce ogrom do st´p nej prze strze ni spo wo do wa∏, ˝e czas
po trzeb ny na jej prze mie rze nie sta∏ si´ naj wi´k szym pro -
ble mem, a za ra zem war to Êcià. Przed sta wia jàc ko rze nie
ja poƒ skiej ar chi tek tu ry, An do zwra ca uwa g´ na pro blem
nie wy star cza jà cej prze strze ni trwa jà cy od wie ków. Sta -
wia te z´, ˝e stoi on rów nie˝ u pod staw fi lo zo fii bud dyj -
skiej, w aspek cie cza su ogra ni cza jà cej si´ do chwi li obe -
cnej. Na ta kiej pod sta wie prze strzeƒ ura sta do war to Êci
naj wy˝ szej.
Sza cu nek dla prze strze ni prze ja wia si´ w wy ko rzy sta niu
przy ro dy ja ko ele men tu kom po zy cji wn´ trza. Ta dao 
An do two rzy „ilu zj´ prze strze ni” wy ko rzy stu jàc efekt
sztucz nej per spek ty wy ka dro wa nej otwo ra mi okien ny -
mi, jak np. w Ko shi no Ho u se.[2] Shi ge ru Ban po su wa
si´ je szcze da lej – re du ku je on w swych pro jek tach
Êcia n´ ze wn´ trz nà do mi ni mum dà ̋ àc do za stà pie nia
jej pej za ̋ em.

PATRYCJA MACIEJOWSKA-HAUPT

Japoƒskie marzenie o przestrzeni.
Domy jednorodzinne Shigeru Bana
A Japanese dream of space.
Shigeru Ban's single-family houses

The way from an idea to its implementation is the reality of

architecture. Thoughts in the form of a drawing take on real shapes

in order to give a form to the surrounding space. However, a dream

must be born in order to create architecture.

The context of Shigeru Ban’s architectural dream is a space

formed under the influence of Japanese culture and civilization.

The problem of perceiving the value of this space can be explained

by Tadao Ando’s essays included in the publication Buildings,

Projects, Writings.[1] Differences between Western and Japanese

civilizations can be seen in the titles: Time is Money and Space is

Money. Unlike in Japan - in America, the vastness of available space

has turned time needed to traverse it into the biggest problem but

also the biggest value. Presenting the roots of Japanese

architecture, Ando draws our attention to the problem of insufficient

space lasting for ages. He puts forward a thesis that it is also a basis

of Buddhist philosophy limiting itself to the present in the aspect of

time. Space seems to be the highest value.

Respect for space shows itself in using nature as an element of

interior composition. Tadao Ando creates an “illusion of space”

using the effect of artificial perspective framed with window

openings, e.g. in the Koshino House.[2] Shigeru Ban goes further -

in his projects, he reduces the external wall to a minimum and wants

to replace it with a landscape.

The design of the Paper House, implemented in 1994–1995 near

Yamanaki Lake in Japan, is an example of a full combination of 

a house with it surroundings. The buiding, designed by Shigeru

Ban, was raised on some platforms cutting into a slope. A flat roof

on the plan of a square is supported by a wall of paper tubes. The

external outline of the building is closed by a glass panel wall whose

presence is marked by vertical white divisions. A paper meander

marks rooms inside the house, once closing, once opening them to

a landscape visible through the plane of the glass.[3]

† Shigeru Ban – Paper House (1994–95) † Shigeru Ban – Wall-less House (1997)



giem oce a nu umie szczo no prze strzeƒ dzien nà. Po zba wio na we wn´ trz nych
podzia ∏ów ogra ni czo na ona zo sta ∏a we wn´ trz nà po wierzch nià ra my w ja kiej
znaj du je si´ po zo sta ∏a cz´Êç bu dow li. Bry ∏a bu dyn ku stwo rzy ∏a kadr dla
kra jo bra zu, wkom po no wu jàc rów no cze Ênie pej za˝ w Êcia ny po ko ju dzien -
ne go. Po ∏à cze nie z wy ̋ szà kon dy gna cjà sta no wi bieg szkla nych scho dów
wpro wa dza jà cy le dwie wy czu wal ne za k∏ó ce nie na tle wi do ku za to ki. Podob -
nie jak w Wall-less Ho u se ar chi tekt wpro wa dzi∏ sy stem ru cho mych, szkla -
nych pa ne li Êcian ze wn´ trz nych oraz pa ra wa nów we wn´ trz nych stwa rza jà -
cych mo˝ li woÊç wy dzie le nia po mie szczeƒ, dla wy zna czo nych przez usy tu -
o wa nie ele men tów wy po sa ̋ e nia funk cji.[5]
Dach wspar ty na s∏u pach i bel kach, uwy dat nio na kon struk cja opar ta na
czy tel nych podzia ∏ach z ge o me trycz nym po rzàd kiem i pro sto tà – tra dy cyj -
ne ce chy ja poƒ skie go do mo stwa [7] znaj du jà od nie sie nie w mo der ni stycz -
nych za sa dach sztu ki bu do wa nia. Mo˝ li woÊç roz su wa nia Êcian we wn´ trz -
nych umo˝ li wia jà ca swo bod ne kszta∏ to wa nie rzu tu, oraz ze wn´ trz nych 
– otwie ra jà ce bu dyn ki na ota cza jà cà przy ro d´ wy da je si´ odzwier cie dlaç
kon cept „prze strze ni uni wer sal nej” oraz „otwar te go pla nu”.
Ma rze nie o otwar tej prze strze ni – po wià za nie wn´ trza do mu z Na tu rà oka -
za ∏o si´ dà ̋ e niem uni wer sal nym, do któ re go re a li za cji w swych pro jek tach
dà ̋ y Shi ge ru Ban.
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Dà ̋ e nie do otwar cia prze strze ni wn´ trza na oto cze nie
mo˝ na za u wa ̋ yç rów nie˝ w pro jek cie po wsta ∏e go
w 1997 ro ku Wall-less Ho u se. „Dom po zba wio ny Êcian”

(Wall-less Ho u se – dom bez Êcian, dom po zba wio ny
Êcian – t∏um.) to „prze strzeƒ uni wer sal na” za mkni´ ta po -
mi´ dzy bia ∏y mi p∏a szczy zna mi ma syw ne go da chu oraz
po sadz ki. Wkom po no wa nie bu dow li w stok umo˝ li wi ∏o
pod par cie stro pu za po mo cà wy gi´ tej p∏a szczy zny pod -
sta wy oraz trzech smu k∏ych sta lo wych s∏u pów o sze ro -
ko Êci za le dwie 55 mm. Po zwo li ∏o to na za stà pie nie Êcia -
ny ze wn´ trz nej szkla ny mi pa ne la mi po ru sza jà cy mi si´
w prze zna czo nych w tym ce lu szy nach. Tor po ru sza nia
si´ szyb po zwa la na zsu ni´ cie wszy st kich pa ne li i cz´ -
Êcio we scho wa nie ich w ma sy wie sto ku. W ten spo sób
dom w Ka ru i za wa, Na ga no otwie ra si´ na przy ro d´ ca∏ -
ko wi cie z trzech stron.[3]
Rów nie˝ prze strzeƒ wn´ trza Wall-less Ho u se jest ca∏ ko -
wi cie otwar ta. Funk cj´ de fi niu je je dy nie usy tu o wa nie
me bli i urzà dzeƒ. Ar chi tekt po zo sta wia swo bo d´ kszta∏ -
to wa nia podzia ∏ów przy u˝y ciu prze suw nych pa ra wa -
nów, podob nych jak w przy pad ku Êcia ny ze wn´ trz nej.
Po wsta ∏y w Na ga no dom jest od po wie dzià na Wall Ho u se
Joh na Hej du ka pod któ re go kie run kiem Shi ge ru Ban
stu dio wa∏ w Co o per Union. Jak sam przy zna je, spo Êród
ar chi tek tów gru py New York Fi ve to twór czoÊç Hej du ka
wy war ∏a na niego naj wi´k szy wp∏yw [5]. Po za mie sow -
skà za sa dà „prze strze ni uni wer sal nej”, podzia∏ wn´ trza
ru cho my mi pa ra wa na mi, choç g∏´ bo ko za ko rze nio ny
w kul tu rze ja poƒ skiej przy wo dzi na myÊl za sa d´ otwar te -
go pla nu Le Cor bu sie ra.
Pro jekt po wsta ∏e go w la tach 1999–2000 Na ked Ho use
sta∏ si´ ko lej nà pró bà uni wer sa li za cji prze strze ni. Kon -
struk cj´ pro sto pa d∏o Êcien nej bry ∏y do mu opar to na po -
d∏u˝ nych Êcia nach wy ko na nych z wy pe∏ nio ne go kar bo -
wa nym two rzy wem i tek styl ny mi mem bra na mi sta lo we -
go szkie le tu. Roz wià za nie ma te ria ∏o we na wià zu je
do wra ̋ e nia uzy ski wa ne go w tra dy cyj nym do mu ja poƒ -
skim – gry Êwia t∏o cie nia na po wierzch ni pó∏ prze zro czy -
stych pa ra wa nów. Frag men ty Êcia ny mo gà byç pod no -
szo ne lub od s∏a nia ne, co umo˝ li wia otwar cia na oto cze -
nie i prze ni ka nie prze strze ni. Spo sób kon struk cji stwa -
rza mo˝ li woÊç do wol ne go umiej sco wie nia Êcian po -
przecz nych, za rów no we wn´trz nych jak i ze wn´trz nych
na mo du le kon struk cji sta lo wej. Po dzia∏ po zo sta ∏ych po -
miesz czeƒ od by wa si´ za po mo cà tek styl nych kur tyn,
wpro wa dzo nych ju˝ w Cur ta in Wall Ho use. In no wa cyj -
nym roz wià za niem mo ̋ e wy daç si´ wpro wa dze nie 
mo bil nych bry∏ sy pial ni. Za mkni´ te w pro sto pa d∏o Êcien -
nych tu ne lach po miesz cze nia za mo co wa no na kó∏ kach,
co da je mo˝ li woÊç do wol ne go usta wie nia sy pial ni we
wn´ trzu do mu, lub wr´cz po za nim – w ten spo sób
kszta∏t prze strze ni we wn´trz nej mo ̋ e byç do wol nie for -
mo wa ny.[6]
Dom Pic tu re Win dow Ho u se po wsta∏, w prze ci wieƒ stwie
do uprze dnio oma wia nych pro jek tów stu dyj nych, na zle -
ce nie in we sto ra. Shi ge ru Ban wy ko rzy sta∏ do Êwiad cze -
nia po prze dnich re a li za cji sto su jàc za sa d´ otwar cia na
kra jo braz ze wn´ trz ny oraz „uni wer sal noÊç prze strze ni”
wn´ trza w tym usy tu o wa nym na Pó∏ wy spie Izu bu dyn ku.
Na plat for mie usy tu o wa nej na sto ku wzgó rza nad brze -

screens brings Le Corbusier’s rule of an open plan to mind even

though it is deeply rooted in Japanese culture.

The design of the Naked House from the years 1999–2000 became

another attempt to universalize space. The construction of 

a cuboidal form of the house was based on longitudinal walls made

of a steel skeleton filled with some corrugated substance and textile

membranes. The material solution refers to an impression created in

a traditional Japanese house - play of chiaroscuro on the surface of

semitransparent screens. Some fragments of a wall can be raised or

drawn apart - the place is opened to the surroundings then, and

spaces intermingle. Thanks to the manner of construction, internal

and external crosswise walls can be freely placed on a module of

the steel construction. The rest of the rooms are divided by textile

curtains which were already introduced in the Curtain Wall House.

Introduction of mobile forms of bedrooms may seem an innovative

solution. The bedrooms are closed in rectangular tunnels, fixed on

wheels and can be set arbitrarily in the house or even outside - the

shape of the internal space can be formed freely.[6]

Unlike the above studio projects, the Picture Window House came

into existence on an investor’s order. Shigeru Ban used his

experience from his previous realizations and the rule of opening to

the external landscape and “universality of space” of the interior in

this building situated on Izu Peninsula. The daytime space was

placed on a platform situated on the slope of a hill on the

oceanshore. Having no internal divisions, it was limited by the

internal surface of the frame in which the remaining part of the

building is. The body of the building made a frame for the

landscape, composing it onto the walls of the dayroom. A course of

glass stairs, slightly disturbing the sight of a bay, connects it with a

higher storey. Just like in the Wall-less House, the architect

introduced a system of movable, glass panels of external walls and

internal screens making it possible to separate some rooms for

functions set by the arrangement of elements of the equipment.[7]

The roof on posts and beams, prominent construction based on

clear divisions with geometrical order and simplicity - traditional

features of a Japanese house [4a] might be found in modernist rules

of the art of building. A possibility of drawing apart the internal walls

and shaping the projection freely, a possibility of drawing apart the

external walls and opening to the surrounding nature - they seem to

mirror the concept of a “universal space” and an “open plan”. 

A dream of an open space - a connection between the interior of 

a house and Nature turned out to be a universal drive. Shigeru Ban

wants to implement it in his projects.
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4a. “(...)Today’s traditional Japanese house is the result of

centuries-old constructional improvements, mainly of the second

and third degree. On account of the specific Japanese climate, a

flat had to protect its residents from humidity and heat of the long

summer and dry winters. A traditional Japanese residential interior

offered functional conveniences as well as aesthetic beauty

resulting from using natural building materials and the play of light

and shadow of constructional elements during the day - and in the

evening, from the flickering light of candles and lanterns inside the

rooms. Instead of full light, twilights turned

into deep black being a sign of the space-

emptiness Ma. The main accent of a house

was a large, vast roof supported only by

posts and beams. The construction of

sticking out, big eaves of the roof protected

the walls and earth around the building, cast

shadow in the summertime and made it

possible to slide the doors away when it was

raining. Inside, architectural construction

with its geometrical order and simplicity, in

accordance with Japanese philosophy and

aesthetics, was accentuated. Rich houses
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the back of the whole residence. All the
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smaller buildings were surrounded by a

gallery-veranda (engava) linking the house

with the surrounding tended garden. The
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† Shigeru Ban – Curtain Wall House (1995)

108 109


