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Abstract. This study compares articles on Kisho Kurokawa published in 
the British journal Architectural Review from 1970 to 2005 with those 
featured in the Japanese architectural magazine, Shinkenchiku. Owing to the 
distinct cultural contexts of their readerships, the former publication 
favoured a projection of Kurokawa rooted in his Japanese background, while 
the latter served as a platform for his own narratives. As Kurokawa’s career 
expanded onto the global stage, how did the architectural projections made 
by these magazines evolve to characterize his work? It aims to visualize 
“Projection” not merely as a limited concept like projection methods or 
visual techniques, but as the process through which architecture is 
understood across places and times, thereby revealing the architect's 
response to media and the translation process.  

1 Introduction 
Today, architecture is often known through architectural magazines, books, and web media 
before it is experienced as an actual physical space. In particular, architectural magazines 
have had a significant influence on the frameworks used to understand and evaluate 
architecture, serving as a medium to convey architectural works and architects' philosophies 
to a specialized audience. When a building is geographically distant or already belongs to the 
past, the drawings, photographs, and texts presented in magazines serve as the primary clues 
for understanding that architecture. 

In light of this situation, this study regards "projection" in architecture not merely in the 
limited sense of drawing methods or visual techniques, but as the entire process through 
which architecture is introduced and understood across different places and times. The 
drawings, photographs, and texts published in architectural magazines shape the perception 
and reception of architecture through editorial choices and narratives, rather than simply 
conveying the architecture exactly as it is.  

This study focuses on how works by the same architect have been presented and what 
impressions they have formed across different eras and editorial environments. In particular, 
when Japanese architects, who possess a culture different from the West that gave birth to 
modern architecture, are featured in Western architectural magazines, "projection" takes on 
a double meaning. 
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As Arata Isozaki states in Japan-ness in Architecture, an external gaze has prompted 
Japanese to formulate aesthetic taste "Japan-ness", which satisfy the appetites of the West 
[1]. It is considered that such various adjustments are made in the translation process where 
architecture is "projected" and understood within the contexts of different countries and eras. 

This study examines architectural magazines to grasp this process—the way architecture 
is introduced changes with the passage of time— as "Projection as Ideation / Projection 
Across Times." 

2 Analysis 

2.1 The Architect of Study 

This research focuses on Kisho Kurokawa as the subject of analysis. The reason for selecting 
Kurokawa is that he is one of the leading architects representing post-war Japanese 
architecture and has been repeatedly featured in both domestic and international architectural 
magazines over a long period. 

Kurokawa is known as a key member of the Metabolism movement, and his architectural 
works have served as important reference points in the process of introducing Japanese 
architecture internationally.  

Furthermore, as Arata Isozaki and Rem Koolhaas called him a "Media Architect," [2], 
Kurokawa was an architect who made numerous television appearances and published 
extensively, being highly conscious of his own self-presentation. Based on these points, we 
considered Kurokawa to be an appropriate subject for examining how architecture is 
represented in architectural magazines. 

2.2 Target Architectural Magazines 

In this study, the Japanese architectural journal Shinkenchiku and the British architectural 
magazine the Architectural Review (AR) are examined as the architectural magazines 
featuring Kurokawa's works. Shinkenchiku is a leading Japanese architectural monthly 
magazine founded in 1925. While it carefully conveys the composition and technical 
characteristics of architecture through drawings and photographs, its critical nature is limited 
because the texts are mostly written by the architects themselves. On the other hand, The 
Architectural Review, an international architectural magazine founded in the UK in 1896, 
maintains an editorial stance that views architecture from cultural and social perspectives and 
is conscious of constructing architectural history [4]. Through the composition of images, 
such as photographs, and articles, it is a magazine that clearly expresses its editorial intent 
and critical standpoint. 

Architectural publications are not merely repositories of architectural works, but also 
institutions that define and organize architectural discourse. Johanes’s bibliometric mapping 
of Indonesian architectural publications shows that journals can be examined as sites where 
design discourse is structured, distributed, and transformed [5]. 

In these two magazines, even when introducing the same architectural work, the types of 
drawings and photographs published, the composition of the texts, and the emphasized points 
often differ. By comparing the "projection" of both magazines, this study specifically 
examines the differences in the perspectives from which architecture has been introduced and 
understood. 

Fig. 1. Articles featuring Kurokawa. 

Between 1970 and 2005, a search of Metabolist names published in AR found 48 entries 
for Kurokawa, 53 for Maki, 25 for Kikutake, and 10 for Otaka. Among these, Kurokawa had 
one introductory article and six articles featuring his architecture (Fig. 1). 

This study focuses on the multi-page features covering the Shoto Club, Roppongi Prince 
Hotel, and Nagoya City Art Museum from the 1980s, and the Van Gogh Museum from the 
1990s (Table 1). 

Table. 1. Basic information about the analysed article. 
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3 Methodology 

3.1 Text Analysis 

The objective of this study is to clarify how the works and philosophies of a specific architect 
have been transmitted—or "projected"—across time, regions, and cultures through the texts, 
drawings, and photographs in architectural magazines. To this end, this study adopts a 
methodology that combines linguistic analysis targeting the texts published in magazines 
with visual analysis comparing the compositions of drawings and photographs. Furthermore, 
by examining the works of the same architect spanning twenty years, this study investigates 
how the methods of conveying them have changed with the passage of time. 

As mentioned above, the texts in Shinkenchiku are all written by Kurokawa himself, while 
the articles in AR are written by contributors. This allows for a comparison between the 
information transmitted by the designer himself and that is transmitted by editors from a 
different country. To objectively grasp the trends of the discourse, a corpus-based analysis 
was employed. The article texts were digitized and analyzed using KH Coder to generate 
"Co-occurrence networks," which visualize the relationships between high-frequency words 
for each project. 

This methodological position follows recent corpus-based studies in architectural 
discourse. Yazici and Durmus Ozturk analysed Rem Koolhaas’s writings through word 
frequencies, collocations, concordances, and clusters, arguing that linguistic data can reveal 
the implicit codes of an architect’s discourse [6]. 

By comparing the co-occurrence networks in both magazines, the differences in the 
themes and topics covered in each article are demonstrated quantitatively. Through this, the 
information and impressions that the articles convey to the reader are structurally elucidated. 

Fig. 2. Text Analysis: Roppongi Prince Hotel. 

At the Roppongi Prince Hotel, the differences in the co-occurrence network diagrams of 
the two texts became strikingly apparent. In Shinkenchiku, expressions that evoke illusions 
unique to the Prince Hotel's interior spaces are explained in relation to words like “decoration” 
and “humor” as elements of modern architecture. The entertainment space featuring the 
central bar-pool is described within the context of its relationship to perception, using terms 
like “symbol” and “illusion.” Conversely, the co-occurrence network diagram based on AR 
magazine's text explains that the Prince Hotel's “interior design” and the architecture's “form” 
are connected to Japanese architecture, with its spirit and symbolism incorporated into the 
design. 

The comparison between Shinkenchiku and AR is also informed by contrastive discourse 
studies across different linguistic and cultural contexts. Wijitsopon’s corpus-driven 
comparison of English and Thai magazine columns demonstrates that magazines addressing 
similar themes may construct different emphases according to their linguistic and cultural 
settings [7]. 

Overall, in the three 1980s works, Kurokawa uses his own philosophical terms like 
“intermediate,” “ambiguity,” and “domain,” alongside postmodern concepts such as 
“simulacrum,” “rhizome,” and “fragment,” to describe his work in Shinkenchiku. Conversely, 
AR employs Japanese terms like “engawa” and ancient Japanese aesthetic sensibilities such 
as “okashi” to reference forms. Regarding the 1988 Nagoya City Art Museum, AR employed 
terms like “Teahouse” and “Symbolic Reference,” citing Japanese cultural contexts while 
discussing how these were sublimated into universal concepts like ‘Unity’ and “Diversity.” 
Here too, the evaluative framework clearly positions Kurokawa as an architect deeply rooted 
in Japanese culture. 

Regarding the Van Gogh Museum in 1999, Shinkenchiku coverage became dominated by 
descriptions of specific form manipulations like “cutting,” “volume,” and “ellipse,” 
and functional spatial names like “sunken garden” and “lounge.” References directly 
touching on the earlier “philosophy of coexistence” drastically decreased, shifting the focus 
from Kurokawa's philosophical discourse to explanations of actual design methods. 
Meanwhile, in AR, references to the cultural backgrounds once emphasized, such as 
“Metabolist” and “Japanese traditional,” also diminished. Words capturing formal and 
material characteristics like “Titanium” and ‘Crescent’ appeared, reflecting a shift in attitude 
toward evaluating the building as “a single work of modern architecture” by a world-
renowned architect, focusing on its function and composition. 

3.2 Photo and Drawing Analysis 

This study performs a comparative analysis of the architectural photographs published in 
Shinkenchiku and AR. The two magazines are approximately the same size—the former is 
297mm x 221mm, and the latter (in the 1970s) was 300mm x 240mm. Both magazines 
frequently utilize layouts featuring large-format photographs without people. 

Table. 2. Project Chart: About Photos. 

First, Table 2 categorizes the types of photographs of the target architecture in each article 
into exterior, interior, and details. 

Most photographs in AR were taken at eye level, utilizing compositions that enable 
readers to vividly imagine how architecture is experienced through furniture, details, lighting, 
and a sense of scale. However, partly due to its limited page count, there are few photographs 
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showing bird's-eye views capturing the entire building or revealing continuity and connection 
with the external space, making it difficult to recognize which specific space within the plan 
the photographed areas represent. 

In contrast, Shinkenchiku generally tends to clearly convey a building's volume, form, and 
its continuity and relationship with the surrounding outdoor space. For the Nagoya City Art 
Museum, it devoted many pages to exterior photographs, illustrating the relationship between 
the building and the surrounding nature. Similarly, for the Van Gogh Museum, while AR 
included only one small exterior photograph, half of Shinkenchiku's images were of the 
exterior. In other words, while the former provides a perspective for “experiencing” 
architecture, the latter serves as a visual apparatus for “reading” it. 

AR's drawings are almost entirely floor plans. Room names are either omitted or 
represented by symbols, while floor materials are depicted in minute detail, resulting in a 
beautifully pictorial presentation. Conversely, Shinkenchiku's drawings often feature walls 
and columns filled in black, making them more explanatory in nature. 

Next, photographs depicting identical subjects were extracted from both magazines and 
subjected to a comparative analysis. Specifically, this study categorizes the perceptual 
variances arising from shifting angles of view and compositional choices, thereby elucidating 
the strategic intentions of the photographers and editors involved. 

In the article about the Roppongi Prince Hotel, both magazines featured photographs of 
the building's distinctive central plaza. The shape of the pool arranged within the plaza is a 
symbolic design reminiscent of the traditional Japanese pattern “pine tree.” The photograph 
in AR employs a wide-angle view (bird's-eye perspective) encompassing the entire wall 
surface, making it visually easy to recognize that the pool possesses the symbolic form of a 
“pine tree” mark. This reflects an editorial policy aimed at providing a contextualized, 
objective portrayal of architecture through the strategic emphasis on cultural symbols and 
their underlying backgrounds. In contrast, the photograph in Shinkenchiku is taken from a 
closer distance, with a cropped angle focusing on a portion of the wall surface. Consequently, 
while the “internal perceptual effects”—such as the sense of confinement or pressure within 
the space, or the abstract expanse of the water surface—are emphasized, it becomes difficult 
to grasp the symbolic image of the entire pool as a “pine tree.” 

Fig. 3. Photo comparison: Roppongi Prince Hotel. 

Furthermore, in photographs depicting the Nagoya City Art Museum's facade, both 
magazines capture the symbolic elements scattered across the building's facade, yet their 
presentation methods differ. AR's photographs resemble an elevation taken from a direct 
frontal angle. It particularly emphasizes the pictorial meaning of triangular and square 
openings, wall patterns, and lattice frames modeled after torii gates by presenting them head-
on. In AR, these photographs function not to convey individual spatial experiences, but as a 
“catalog of symbols” that translates Japanese architectural typologies into a contemporary 
context. In contrast, the photographs in Shinkenchiku frequently employ oblique angles, 
layering multiple symbols within a single frame. This approach is intended to present 
symbols not as isolated icons, but as components constituting the overall “complexity” or 
“chaos” of the space. Additionally, there is a tendency to photograph buildings integrated 
with nature via sunken gardens, prioritizing the visualization of the abstract concept of 
“coexistence with the environment” over the symbols themselves. 

Fig. 4. Photo comparison: Nagoya Museum. 

Meanwhile, at the Van Gogh Museum in Amsterdam, the approach to interior 
photography also reflects a shift in focus from “symbols” to “the space itself” in both 
magazines. However, their approaches remain in contrast. Shinkenchiku photographs employ 
a two-point perspective angle to dynamically capture the building's interior. This facilitates 
grasping the architecture as a single volume or structural entity, revealing an intent to 
logically explain the spatial composition principles within the overall design. In contrast, 
AR's photographs emphasize the expression of “surfaces” and “light” over the grasping of 
volume. Shot from a height close to human eye level, they emphasize the contrast of light 
penetrating walls and curtain walls, or the detailed craftsmanship of fixtures. This highlights 
the phenomenological aspect—the “experience of light” and “sensation of materials” a 
person standing there would perceive—rather than how the architecture appears. 
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Fig. 5. Photo comparison: New Van Gogh Museum. 

3.3 Overall Evolution 

Through analyzing the four works above, the following projections across time became 
apparent. 

From Philosophy to Design: In the 1980s, both magazines discussed architecture centered 
on “Japanese-ness” and “the philosophy of coexistence.” However, as the 1990s approached, 
their focus increasingly shifted toward explaining design methodologies and spatial 
composition. 

Presentation of Composition: Shinkenchiku consistently visualized the designer's logic—
not the symbols themselves, but how they were combined within space and what abstract 
perceptual effects (illusions, continuity) they produced. 

Presentation of Symbols: Particularly from its early to mid-period, AR emphasized 
“Japanese symbols” like “torii gates” and “pine tree patterns” through elevations and bird's-
eye views. This suggests that even for an architect like Kurokawa, a Metabolist known for 
his futuristic, technology-oriented approach, emphasizing the exoticism of Japanese culture 
was more readily accepted—a fact Kurokawa himself seemed aware of. 

4 Conclusion 
The period from 1980 to 1999, the focus of this study, coincides with the time when 
Kurokawa's career significantly expanded from Japan to the global stage. While the 
Metabolism movement and its iconic building, the Nakagin Capsule Tower (1972), brought 
Kurokawa international renown, AR featured only a few photographs in its 1976 article. The 
same article meticulously introduced Kurokawa's background and mindset, detailing the 
philosophy flowing through his work and the uniquely Japanese spirit and symbolism 
embedded in his architectural designs. 

By the 1980s, the focus shifted away from Kurokawa himself. Instead, the “experience” 
of the interior spaces within his architectural works began to be projected through 
photographic composition. Simultaneously, photographs published in AR revealed a 
perspective framing the building structures as “Japanese symbols.” For example, at the Shoto 
Club, the photographs deliberately selected cuts that evoked the image of a Japanese “torii” 

gate. This emphasized the Japanese expression as an element embedded in Kurokawa's 
design, specifically for the overseas audience. In the texts as well, while Shinkenchiku asserts 
Kurokawa's design philosophy and methods, including his “ideology of coexistence,” AR 
notably interprets his architecture using Japan's traditional aesthetic sensibilities, while also 
touching on Kurokawa's lineage as a “Metabolist.” 

However, in the two articles published in the 1990s, the contexts of “Metabolist” and 
“Japanese traditional,” once emphasized, diminish. Kurokawa's text in Shinkenchiku also 
shifted focus from philosophical discourse to explanations of actual design methods, while 
AR featured language capturing the characteristics of form and materials. This shift can be 
interpreted as positioning Kurokawa as a global architect, presenting his work as part of the 
contemporary canon without confining him within the exoticism of Japanese culture. 

Fig. 6. Photo comparison: Shoto Club. 

By conducting a comparative analysis of textual and visual data from Shinkenchiku and 
AR, this study elucidated how architectural magazines across different temporal and 
geographical contexts have represented Kurokawa’s work. As Japan-ness was formulated 
and adjusted as a response to an external gaze, the projection of Kurokawa and his works 
also evolved to align with geographically and temporally diverse audiences. Ultimately, this 
analysis revealed the perceptual frameworks that underpin our comprehension and evaluation 
of architectural discourse. 

While the focus has traditionally been on the design of space itself, this study reveals that 
the methods used to present one’s designed space can significantly alter how the work is 
perceived. For media outlets selecting subjects for coverage, this study may serve as a catalyst 
for recognizing that the evaluations published in their own magazines and literature help 
shape the very history of the subjects themselves. Furthermore, this study suggests that the 
representation of architecture is not merely an act of documentation, but a “constructive 
process” premised on editorial intent and the target readership. 

This view also resonates with corpus-based media representation studies. Rhinehart’s 
analysis of Time Magazine, for example, shows how frequency, collocation, and semantic 
prosody can reveal the changing representation of a particular subject over time [8]. 

From this perspective, architectural media can be viewed not only as a reflection of 
architectural works, but also as an agent involved in shaping how those works are received 
and, indeed, the very nature of architecture itself. As seen in the case of the Shoto Club, the 
photographic composition selectively produces a symbolic interpretation reminiscent of a 
torii gate, demonstrating that “Japanese-ness” is not inherent in the architecture but is 
mediated through visual framing. This mode of representation suggests that internationally 
active architects are conscious of how their works are presented and interpreted, and that they 
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Fig. 5. Photo comparison: New Van Gogh Museum. 

3.3 Overall Evolution 

Through analyzing the four works above, the following projections across time became 
apparent. 
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on “Japanese-ness” and “the philosophy of coexistence.” However, as the 1990s approached, 
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4 Conclusion 
The period from 1980 to 1999, the focus of this study, coincides with the time when 
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of the interior spaces within his architectural works began to be projected through 
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Kurokawa's design philosophy and methods, including his “ideology of coexistence,” AR 
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touching on Kurokawa's lineage as a “Metabolist.” 

However, in the two articles published in the 1990s, the contexts of “Metabolist” and 
“Japanese traditional,” once emphasized, diminish. Kurokawa's text in Shinkenchiku also 
shifted focus from philosophical discourse to explanations of actual design methods, while 
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contemporary canon without confining him within the exoticism of Japanese culture. 

Fig. 6. Photo comparison: Shoto Club. 

By conducting a comparative analysis of textual and visual data from Shinkenchiku and 
AR, this study elucidated how architectural magazines across different temporal and 
geographical contexts have represented Kurokawa’s work. As Japan-ness was formulated 
and adjusted as a response to an external gaze, the projection of Kurokawa and his works 
also evolved to align with geographically and temporally diverse audiences. Ultimately, this 
analysis revealed the perceptual frameworks that underpin our comprehension and evaluation 
of architectural discourse. 

While the focus has traditionally been on the design of space itself, this study reveals that 
the methods used to present one’s designed space can significantly alter how the work is 
perceived. For media outlets selecting subjects for coverage, this study may serve as a catalyst 
for recognizing that the evaluations published in their own magazines and literature help 
shape the very history of the subjects themselves. Furthermore, this study suggests that the 
representation of architecture is not merely an act of documentation, but a “constructive 
process” premised on editorial intent and the target readership. 

This view also resonates with corpus-based media representation studies. Rhinehart’s 
analysis of Time Magazine, for example, shows how frequency, collocation, and semantic 
prosody can reveal the changing representation of a particular subject over time [8]. 

From this perspective, architectural media can be viewed not only as a reflection of 
architectural works, but also as an agent involved in shaping how those works are received 
and, indeed, the very nature of architecture itself. As seen in the case of the Shoto Club, the 
photographic composition selectively produces a symbolic interpretation reminiscent of a 
torii gate, demonstrating that “Japanese-ness” is not inherent in the architecture but is 
mediated through visual framing. This mode of representation suggests that internationally 
active architects are conscious of how their works are presented and interpreted, and that they 
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respond both consciously and unconsciously to these modes of communication and even to 
the design process itself. 

Moving forward, by expanding comparisons with other architects and different 
magazines, or by conducting chronological analyses, it will be possible to more 
comprehensively elucidate how architectural discourse continues to be reconstructed within 
the interplay of media, region, and time. 
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