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layering
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You could say that my aim is ‘to recover the place’.

The place is a result of nature and time; this is the most important aspect.
| think my architecture is some kind of frame of nature.

With it, we can experience nature more deeply and more intimately.
Transparency is a characteristic of Japanese architecture;

| try to use light and natural materials to get a new kind of transparency.
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The Japanese philosophy of layering is similar to the philosophy of Gesamtkunstwerk
— the total work of art — that we have been exploring at Westbank,
yet there is something about the subtleties of the Japanese approach that is very different.

lan Gillespie
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Foreword

lan Gillespie

Alberni Street has for nearly two decades held a special place for Westbank. It
was on Alberni that our practice evolved from a traditional real estate firmto a
practice dedicated to making a meaningful contribution to our city.

The Palisades, Residences on Georgia, and Shangri-La Hotel Vancouver in partic-
ular, redefined not just what Westbank would become, they also fundamentally
changed the nature of Alberni Street into one of Canada’s premier shopping and
residential streets. Essentially, both Alberni Street and our practice underwent

a metamorphosis together.

When 1550 Alberni became available, it was the perfect opportunity to continue
the architectural redefinition of Alberni that our long-time collaborator, architect
James Cheng, had started nearly 20 years ago with 1500 Alberni, a building that
| have always considered one of Vancouver's most elegant projects.

Naturally Jim and | started to investigate the potential of the property. At this time
in both of our careers we are focused on exploring new approaches to architecture,
continuing our personal growth and bringing new perspectives to Vancouver. We
jointly invited Kengo Kuma to Vancouver and upon visiting the project site and our
city, Kuma-san was inspired to create something that in time, the world will judge
as being amongst the most artistic and resolved residential buildings ever built.

A project that on one hand instantly resonates as a sculptural moment that arrests
you, and on the other hand brings layer upon layer of texture that you can only
discover as you journey through the building; each visit revealing a sumptuous detail
or moment that deepens your experience.

Kengo Kuma along with his immensely talented team took on this design challenge
as if it was one of the most important of the legendary architect’s storied career.
For myself and my team, seeing the level of effort, witnessing the added layers
with each passing week as the project design evolved was one of the greatest

pleasures of my life. One of the many things | like about Tokyo is that it is a place
with great depth that reveals itself slowly over time, and must be respected in
order to be fully understood. Tokyo will always be one of my favourite destinations
and now this project has become a passionate journey of personal growth, pushing
Westbank to continue to evolve into a unique practice that is truly unlike any in
the world.

The Alberni project to me represents our attempt with Kengo Kuma's practice to pay
homage to this philosophy of layered depth and meaning and this catalogue is our
attempt in documenting it. The reader must make the journey and truly take the
time to even begin to give this way of thinking the respect it deserves. | look forward
to taking residents and guests on a journey through the building itself when it is
completed and pointing out the subtleties and the amount of effort that went into
a hundred special moments that reveal themselves as a cohesive work of art.

Finally, for the reader who has followed this adventure that Westbank has embarked
on; what is clear is that the Japanese philosophy of layering is similar to the philos-
ophy of Gesamtkunstwerk — the total work of art — that we have been exploring

at Vancouver House, Telus Sky and many of our later projects. They are very similar
from the perspective of depth, rigour, and unrelenting effort to deliver the total
waork of art, yet there is something about the subtleties of the Japanese approach
that is very different. In a few years’ time | am confident people will be able to
discover one of the most sophisticated residential buildings ever constructed. Until
then, enjoy the read.

lan Gillespie, December 16, 2016
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Humility and clear recognition of the realities are the only hope for architecture.
True natural architecture, as | see it, means starting with what doesn't come from pride.

Kengo Kuma
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The Urban Architecture
of Vancouver

Kengo Kuma

When | think about 1550 Alberni Street and our client, Westbank, | cannot help but
wonder how different Tokyo would be if we had the same approach to architecture
and as much ambition.

| first came to Vancouver some 20 years ago, and like most people, | was struck by
its geography. High-rises huddled on what is basically an island — like Manhattan —

but this was surrounded by sweeping mountains and a placid bay. Unlike Japan, |

noticed the dramatic topography did not intimidate or threaten; rather, it embraced
and sheltered the city from the more severe climate inland. Vancouver was comfort-

able and calm. | felt a distinct harmony with nature.

Between my first and recent visits, the city grew rapidly. The difference is not only
in the number of buildings, but in their demeanor. Previously, | felt the towers were
quiet and elegant; though varied in styles, did not seem to reach beyond their
boundaries. In contrast, the recent architecture shifts, twists, folds, and cantilevers,
as if eager to break out of their designated “boxes.” This is often criticized for its
immodest, iconic ambitions, but in the case of Vancouver, my take is different.

High-rises in Vancouver play a distinctly urban role. The City of Vancouver is ad-
mirable for setting high standards and for investigating the particular needs and
excesses of each project. On the other hand, developers are central figures because
they propel the change. With Westbank, the change is far-reaching — the idea is

to create a new urban culture. Towers in the city center not only have open spaces
with tidy landscapes; they have dynamic architectural features and impressive
waorks of art. The buildings become generous cultural assets that together play the
role of an exteriorized gallery at an urban scale. In this sense Westbank creates
“culture”, not “buildings.”

| would like the younger generation in Japan to learn from Vancouver, and from
developers like Westhank. Students come to Tokyo hoping to find ways of integrating
urban design with architecture. The best among them make small, piecemeal
contributions, which | appreciate deeply as a professor. But if they saw how the
private sector was transforming the City of Vancouver, | am sure they would

be inspired.

lan, the founder of Westbank, does not draw or sketch. Instead he engages archi-
tects to enable his vision of creating a new urban culture. His strength and audacity
is deeply motivating for architects. | consider myself lucky to have crossed paths
with lan and, of course, Vancouver.

Kengo Kuma, August 7, 2016
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The world was already closely and diversely connected before the introduction of buildings.
Buildings-as-objects were only obstacles to such connections...
Our objective should not be to renounce matter but rather to search for a form of matter other than objects.

Kengo Kuma
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Tokyo to
Vancouver

lan Gillespie

On the surface, Tokyo and Vancouver may seem to some, an unlikely pairing.

Tokyo has more than 20 times the population of Vancouver, and is the commercial
and political center of the 3rd largest economy in the world. Vancouver, on the
other hand, is a small city but one of the most ethnically and linguistically diverse,
with a growing, relatively young population, two qualities considered to be critical
weaknesses of Tokyo. Despite these contrasts, Tokyo and Vancouver have both
been featured as the most livable cities in the world, albeit by different publications.
The standards in these ratings, though different, uphold key variables for quality
of life. Generally, benchmarks for safety, infrastructure, ecology, culture, education,
good governance and business opportunities, all represent vital components of any
thriving urban environment. Their manifestation in Vancouver and Tokyo demonstrates
strikingly, how two contrasting environments can both provide an exemplary
standard of life.

For myself however, the attractiveness of Tokyo has less to do with its livability
and much more to do with the depth of its culture. Most large cities | have travelled
to have become increasingly westernized and in this regard Tokyo stands apart.

Its culture is deeply rooted, drawing on centuries of rich history yet constantly
growing, consuming inputs while producing cultural outcomes that remain uniquely
Japanese. As a result, the more time you spend there the more you are challenged.
| don’t know if it's possible to ever really get to know Tokyo in one lifetime.

This sense of intrigue has compelled us to seek a tangible connection to this
amazing city. In the fall of 2016 we will be opening a small office in Tokyo, not

far from our first project there in Harajuku. Our first Tokyo project will also be
designed by Kengo Kuma. We hope that this cross pollination will help further
Westhank’s growth and that ideas from Tokyo will find themselves adding a degree
of aesthetic and cultural richness that Vancouver as a very young city, should

embrace. Vancouver, as one of the most multicultural cities in the world, has the

potential to absorb the best of the world and at the same time develop its own
unique aesthetic qualities, both at the level of the city and of the singular building.
We hope to help Vancouver achieve its potential, by facilitating the exchanges
between these two vibrant, vital cities.

One of Westbank's roles in contributing to the growth of cities is to partner with
great design talent and ensure we become a committed patron to architects

and artists. When it comes to architecture itself, one of the reasons that Japan has
developed a reputation for producing many of the world's greatest architects, is
that in Japan the architect is revered. Architects in Japan enjoy a much more
prestigious position within society than their peers in North America. As a result,
the profession attracts the most talented artists and these artists are given more
creative license — from there it becomes a self-fulfilling cycle. Japan's respect

for architecture has fostered generations of Master Architects, from Kenzo Tange,
Tadao Ando, Fumihiko Maki and Toyo Ito to Kazuyo Sejima and Ryue Nishizawa,
Sou Fujimoto and of course Kengo Kuma. | hope that in time North America can
learn from the Japanese in this regard and our cities will become much richer as
aresult.
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Dempo-in Kaminarimon Asakusa Center Asahi Tower Tokyo
Temple by Kengo Kuma and Beer Hall Sky Tree
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Interwoven layers of overlapping textures define the experience of Alberni.

From the scale of the city to that of the detail,

the architecture reveals a series of stories centered on craftsmanship and materiality.

As one moves through the building, new sceneries unfold with increasing definition.

Themes of nature, lightness, and transparency carry through with distinct spatial characteristics,
always yielding new details upon closer inspection.

The unique context of a metropolis surrounded by water and mountains

is the source of inspiration for the tower.

Architecturally, the volume is recessed from its neighbors with gentle curves to create an urban landscape,
symbolically forming the entryway to the building as well as to downtown Vancouver.

The urban strategy of carving and framing seeks to add through subtracting.

The attached ideas hope to evoke the rich layers of the design.
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Layering

Kengo Kuma

Design in Japan is deeply rooted in tradition. The Japanese notion of space is not
defined by static, palpable boundaries, but is rather a set of soft, temporal contingencies
that change with time. Space is in flux because the primary content is the interaction
of people, and not the building itself. In this sense architecture forms the background,
or environment, and subjectivity — the human experience — defines the foreground.

If space is in movement, then it cannot be fixed. Japanese space is therefore not limited
to the realm of architecture. It extends to all art forms, and draws no distinctions be-
tween what is temporary or permanent. Cuisine, music and fashion are just as spatial
as buildings. The experience of architecture is therefore scenographic, unfolding with
distinct expressions over time.

The layers of overlapping themes introduced in this book reveal a number of such
sceneries. They trace how unique qualities of Japanese space transpire in the diversity
of materials, scales, and building elements. Taken together, the different facets of
traditional art-forms evoke an ever-changing constellation of sensations that make
Japanese space unique.
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Shinto

Natural Order /
Nature and Spirituality

Ecological
Coexistence

In Shintoism, the indigenous religion
of Japan, nature is not defined by
its opposition to civilization, but is
regarded as part of it. To defy nature
is to degrade culture. A Shinto shrine

is therefore nestled in its environment;

its footprint is minimized to enable
the natural surroundings to qualify
its space.
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Yusuhara Wooden Bridge Museum
Kochi, Japan, 2010 — Kengo Kuma
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Vancouver skyline with Alberni — TIN=ZZBE NI —R=DRAAF( >
the natural surroundings define its space. ZHIZBARRICLVERSND
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Sando

Sacred Axis

Spiritual
Approach

The Sando is the main approach to

a Shinto shrine. It often traverses
through nature, through thickets of tall
cedars or up steep hills on meander-
ing pathways. The significance of

this axis is fundamental in a culture
where nature is sacred. Today the
Sando symbolizes the harmonious
integration between the sacred and
the profane. Omotesando, literally
“frontal approach,” retains a spiritual
quality in spite of being a luxury
shopping street, partly because this
tree-lined boulevard is also the formal
axis to Meiji Shrine.
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Omotesando

Omotesando is a prime commercial
district that stretches linearly along

a main shopping avenue. Lined with
Zelkova trees and wide sidewalks

on both sides, the street is distinctly
Western. The architecture is rich and
varied as numerous new buildings
have been built over the past 20 years,
designed by famous international
architects such as Herzog and de
Meuron, MVRDV, and Tadao Ando.
This street extends from Omotesando
crossing, which is prominently marked
by Omotesando One, the offices of
LVMH group designed by Kengo Kuma,
and stretches down to the dense
greenery of Meiji Shrine and Yoyogi
Park. In the other direction, the avenue
narrows to a smaller, intimate road
that ends at the tranquil gardens of
Nezu Museum, a large, traditional
house converted into a museum, also
designed by Kengo Kuma.

One Omotesando
Tokyo, Japan, 2012 — Kengo Kuma
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West view of Alberni from

Georgia Street
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Sanbutsu-ji Temple on Mount Mitoku
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Keikan

Landscape Perception

Environmental
Symbiosis

Japanese culture is rooted in the
hybrid of Buddhism and Shintoism-
bath pantheistic philosophies that
seek to unify the subject and object.
Anxious not to destroy the natural
environment through development, a
symbiotic relationship between nature
and building has become a central
concern to Japanese landscape
perception. Sanbutsu-ji Temple, built
in the 7th century, sought to har-
monize its existence with nature by
occupying a cavity in a cliff deep
inside the mountains.
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Shanghai, China, 2006 — Kengo Kuma
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Alberni streetscape (illustration);

lobby, Waketokuyama restaurant,
and indoor swimming pool
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Ryoan-ji Temple Stone Garden BERIFAE

44



Sekitel

Dry Landscape

Dynamic
Stability

Ryoan-ji Temple is the oldest stone
garden, or “dry landscape,” in Japan.
Fifteen rock formations are clearly
stationed on a sea of pebbles, but it
is said that there is no vantage point
from which all rocks are visible at
once. The mysterious beauty of this
elusive composition inspired several
artists, including the composer John
Cage. The historian, Gunter Nitschke,
claimed,”l consider it to be an abstract
composition of “natural” objects in
space, a composition whose function
is to incite meditation.”
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Jeju Ball
South Korea, Jeju, 2012 — Kengo Kuma
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Gagaku

Court Music

Heterophonic
Textures

One of the oldest known forms of
classical music, Gagaku was imported
from China in the 7th century and

has since been associated with court
music. In Gagaku, there is no conductor
nor bass instruments, and the pace is
naticeably slower than Western music.
In contrast to Western traditions, it is
based on a series of patterns that do
not necessarily conform, or blend, to an
overarching rhythm. German musicolo-
gist Eta Harich-Schneider characterizes
Gagaku as “mosaic” music.
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Tokyo Gagaku Orchestra
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FRAC Marseille
Marseille, France, 2012 — Kengo Kuma
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Rhythmic composition of
aluminum panels
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Katsura Imperial Villa
Stone Pathway
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Shikisa

Photography

Texture of
Light

A term that on the one hand could
simply mean “color” is, on the other,
also meant to denote “tonalities,”

or the appropriate mixture of colors.
In other words, the notion of Shikisai
is at once objective and subjective.

It is even used metaphorically, to
express thoughts and sentiments that
are “colored,” such as by political
affiliations. Unlike Western culture,
the term provides a poignant example
of how the apparent ambiguity of a
fact, or color, could be emotionally or
aesthetically precise.
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China Academy of Art's Folk Art Museum
Hangzhou, China, 2015 — Kengo Kuma
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Interaction of aluminum panels
and glass
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Chikei

Geography

Layered
Landscapes

Much of the inhabitable coastal region
of Japan is made up of hilly terrain.
Ridges alternate with valleys in
compressed areas. With relatively
high levels of humidity throughout
the year, illusions of layered profiles
become apparent from above. An
abstract, sinuous pattern displaces the
sense of scale and instead resembles
familiar patterns. It is intimate, close,
and docile — the very antithesis of
the “sublime.”
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Morning Light, Ibaraki, Japan
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Stonescape
Bologna, Italy, 2012 — Kengo Kuma
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Layered terraces expressed
with wood soffits
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Fazioli Piano

lan Gillespie

Our longstanding relationship with Mr. Paolo Fazioli started with perhaps our best
known Alberni Street project, the Shangri-La Hotel, Vancouver. The Fazioli piano
was installed there some eight years ago and since then we have commissioned

a half dozen Fazioli pianos.

The piano is the instrument of a larger idea that has woven its way through our
practice. It is both a demonstration of the passion that we put into our buildings
and a gift to the architects and designers of our projects, in the form of a unique
design exercise. Designing a Fazioli is an opportunity for architects to exercise
their creative expression in a completely different, yet parallel medium. In some
respects, it is similar to the BMW Art Car program that started in 1975 with
Alexander Calder and ended in 2010 with Jeff Koons. It was this successful
integration of art in industrial design that was in the back of my mind when we

conceived the Westbank piano program.

In the Westbank collaboration with Fazioli, which is regarded as the best piano

in the world, the architect is challenged to design a piano that responds to the
building typology itself. The process of this design challenge is very interesting for
both the designers and ourselves, and with each piano design, we become a little
more adventurous. As long as Mr. Fazioli is willing to play along with us we will try

and continue to surprise and delight.

Paolo Fazioli
Born in Rome, Italy

In 1979 Paolo Fazioli — himself a pianist and

an engineer — decided he wanted to create the
best piano known to man. His experience play-
ing other pianos led him to believe he could use
his knowledge of both worlds to produce some-
thing vastly superior, something that would

be quickly recognized as a real masterpiece of
workmanship. Today the Fazioli piano is a key
player on the concert stage and can boast of
converting illustrious pianists like the great jazz
legend Herbie Hancock, and the world’s leading
interpreter of Bach, Angela Hewitt. Fazioli
Pianoforti is now widely regarded as the finest
piano maker in the world.
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The Westhank piano program is a bridge between our public art programs, the
principle of Gesamtkunstwerk, and the adoption of the Japanese philosophy of
layering discussed in this piece. Our public art projects are a central organizing
element of our practice where the success of the projects and the accompanying
art are inextricably linked. The piano program is anather layer within the general

art program, joining our live music business and upcoming music venue.

When you think of architecture practised well, it is an art form. Today, most people
don't think of architecture that way. They think of it as being simply part of the
process to construct a building and | think in most cases that is probably correct.
However, in the case of Kengo Kuma and the other Japanese masters, they

are truly artists in every respect. The way they approach a solution reveals a
perspective that is both innovative and beautifully articulated.

Whether it is the piano program, the art program, the form of the building or the
many layers embedded into Alberni, you will see a degree of artistry that is
extremely rare. The Fazioli piano designed by Kengo Kuma is a vivid manifestation
of ours and Kengo Kuma's dedication to the total work of art.
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Kimono

Formal Garment

12-layered
Robe

The kimono is a traditional full-length
garment that is still worn on formal
occasions. The Junihitoe (12 layered
robe, pictured) dates back to the 10th
century, when the Heian court had

reached the zenith of its sophistication.

The layering of garments was highly
complex; the colors and arrangements
not only denoted one’s rank but also
implied — with great subtlety — one’s
emational state.
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Tamagawa Takashimaya
Tokyo, Japan, 2010 — Kengo Kuma
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Opposite House
Beijing, China, 2008 — Kengo Kuma
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The material palette of the tower gravitates
from hard to soft as one moves from the
exterior to the interior. The applications of
the materials, however, belie their proper-
ties: metal panels are shingled like tapered
wood, the lobby drapery is made of a delicate
metal mesh, screens and handrails appear as
floating sheets of Washi paper. In this way, the
“hardness” or “softness” of materials do not
necessarily correlate with our expectations
of their performance.
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Anodized Aluminum
Panels
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Stainless Steel Stone

Mesh Curtain
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White marble Washi paper
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Venetian Plaster

Wood Printed
Aluminum Soffit
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Decking
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| prefer an ambiguous, unreliable condition, in which the substance is scattered all over the place. | don't want
to make particulate architecture but create a particulate condition... More than, and prior to defining style, what | desire is

to create a certain type of place and a certain type of condition that can be experienced by the human body.

Kengo Kuma, “A Return to Materials”

White Oak Flooring

Maple Paneling
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Cork Flooring and Woodwork Moss Bamboo Pampas Grass
Paneling
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Waterfall
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Japanese Garden

Stylized
Terrains

Japanese landscape design constantly
thematizes the tension between the
organic and the geometric. Natural
vegetation is often inscribed with
abstract patterns, whereas artifacts
are designed to appear unordered. This
deliberate blend of formal languages
blurs the boundary between nature
and architecture, producing stylized
metaphors of expansive terrains.
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Sugimoto-dera Temple [z
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Water/Cherry Water/Cherry
Eastern Japan, 2012 — Kengo Kuma BHEA(2012)- BFE
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Shoji

Sliding Screens

Implied
Depth

In our spatial imagination, what is
implied, rather than revealed, creates
larger expectations. One could then
say that the Shoji screen is a device
that enlarges our sense of space.
Alleys between buildings always
appear to branch off to others because
shoji screens, placed intermittently,
offer glimpses of potential extensions.
Made of wood lattice, and occasionally
covered with Washi paper, the per-
meable screens suggest possibilities,
by withholding the space beyond.
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Ginzan Onsen Fujiya

W22 (20065) - BREAE

Yamagata, Japan, 2006 — Kengo Kuma
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Oshashi Bridge & Atake in a sudden shower [RiFLH7-1rDH L]



Ukiyoe

Woodblock Prints

Multi-layered
Space

Hiroshige's “Atake and the Great
Bridge,” gains extraordinary depth with-
in a narrow frame by means of multiple
overlays, with the rain shower shown
in layers, over the bridge, the river

and the far shore, each one receding
further into the background... Japanese
printmakers were perhaps unique in
representing rain in straight lines, and
art historians have noted how this
pictorial depth differs from Western
perspective. (Natural Architecture,
page 33) That space is suspended
between layers of patterns, and not
integrated into a singular vanishing
point, implies a fundamentally different
orientation toward beauty, meaning,
and divinity.
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Xinjin Zhi Museu m R A E=MEE
Xinjin, Chengdu, China, 2011 — Kengo Kuma HRE )G AR HNER (201146) - RS



Chokkura Plaza
Tochigi, Japan, 2006 — Kengo Kuma
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Architectural model of
layered wood feature in
lobby and swimming pool
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Wood structure detai
Japanese Temple

A AH DFEMEAEE
AADH



Kigumi

Wood Joinery

Structure as
Ornament

Japanese joinery, or Kigumi, is
renowned for its sheer variety and
ornate details. The constant urge for
aesthetic competition pushed the
limits of structural and performative
properties, resulting in a unique
variety of details through continuous
experimentation and refinement. In
a society where subtlety was valued
more than clarity, wood joinery
became an art. The elaborate wood
brackets of traditional construction
conceal their structural role in support-
ing ambitious cantilevers. The intricate
assembly is individually made up

of layers of interlocking joints. Taken
together, they acquire a stunning
ornamental quality.
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Prostho Museum Research Center
Aichi, Japan, 2010 — Kengo Kuma
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Indoor swimming pool with layered
wood feature and washi featured
glass wall (illustration)
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Wagashi

Japanese Sweets

Yolk and
Shell

Typically made from plant ingredients,
the Wagashi is a traditional Japanese
confectionary served with tea. Most
Wagashi are made up of layers of
fruit, bean curd, and rice, and have a
sweetened core hidden within the
outer membranes. Being an indispens-
able supplement to the tea ceremony,
the Wagashi takes on an equally
formal, delicate, and subtle character.

102

MET

IREER

MEFIE— OB R A ER
LT . BRE—HICishzAR
DIEHMNBEFTH 2, IFEAEDTE
Fii. ROPBEFOREMEICHERE
bhETELONTEY, REIRICHIARE
INTWB, MMEFICIEBRDKESFE
U TN BEEINH B EEEFIC,
EFEAI’ SR TEEABMS 230
Bz TW5,



Green tea cream salt daifuku wagashi
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Tee Haus
Frankfurt am Main, Germany, 2007 — Kengo Kuma
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Shang Xia Shanghai
Shanghai, China, 2014 — Kengo Kuma
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Shadows rather than light capture the
fleetingness of time
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Shadow and Light

In Praise
of Shadows

According to Junichiro Tanizaki's ac-
claimed book on Japanese aesthetics,
the metaphorical underpinning of
Western “enlightenment” is diametrically
opposed to Japanese consciousness.
To Tanizaki, the Western pursuit of
rationalism — literally bringing light to
darkness — overlooks the emotional
complexities of human nature. Japanese
aesthetics are largely built on layers

of subtle differences: what is beautiful
cannot be obvious, permanent and
unambiguous. Shadows, rather than
light, capture the fleetingness of time
and the indirectness of space.
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PC Garden
East Japan, 2012 — Kengo Kuma
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Nezu Museum

R (2009%) - BRIFE

Tokyo, Japan, 2009 — Kengo Kuma
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Gallery (illustration)
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Wine Room (illustration)
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Listening Room (illustration)
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Frame capture from an Ozu Yasujiro film
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Scenographic Film

Construction
of Sceneries

Ozu Yasujiro, one of the most
renowned Japanese film directors
of the 20th century, often made
distinctive shots from low vantage
points gazing into long corridors.
Having been deeply concerned over
the tension between modernity and
tradition in the early 20th century,
Ozu took a passive but critical view,
bringing equal light to the excitement
and sorrow of change. With tacit
acceptance of the human condition,
his framed views quietly gaze at
passersby to highlight the rhythmic
beauty of time.
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Great (Bamboo) Wall

Beijing, China, 2002 — Kengo Kuma

P72 Great (Bamboo) Wall

PEILR (20024) - BRIFE
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Waketokuyama

Japanese Restaurant (illustration)
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Waketokuyama
lan Gillespie

On one of my first visits to Tokyo to meet with Kengo Kuma and his team, after a
long meeting in the studio, Kuma-san took myself, Michael Sypkens and James
Cheng for dinner at the restaurant Waketokuyama. He had designed the restaurant
and was at my request, endeavoring to show me as much of his work in Tokyo as
he could. What | quickly learned over the course of the meal is that this particular
commission was a very special one for Kuma-san, as it grew out of his longstanding

friendship with the owner Masaaki Tokimura.

Tokyo has more Michelin starred restaurants than any city in the world — including
Paris. Waketokuyama is a two star Michelin restaurant that specializes in Kaiseki,
which is the traditional multi-course meal in Japan and the equivalent of haute
cuisine in Europe. Waketokuyama is regarded as the best Kaiseiki restaurant

in Japan. Chef Nozaki chooses the set menu and each dish is presented on its
own individual plate or bowl hand-selected to best compliment the course. | had
never seen such a beautiful presentation before, and what dawned on me over
the course of the evening was that the Kaiseki meal | was having is analogous to
the architecture of Alberni. Each course was a series of layers that unfolded
throughout the meal. That realization combined with the beautiful simplicity of
Kuma's design for the restaurant made it an experience that | will not forget.

[ knew in that moment that bringing owner Masaaki Tokimura and Chef Nozaki

to Vancouver would be an important additional layer for Alberni.

2e<ih
HA R, 20045 RIFE

Waketokuyama
Tokyo, Japan, 2004 — Kengo Kuma
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Waketokuyama, interior courtyard (above)

and dining room (below)
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Waketokuyama Chef Hiromitsu Nozaki (above)
and dining room (below)
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Chef Hiromitsu Nozaki, head chef of the restaurant since 1989, is a well-known
figure in Japan with over 40 published books and regular TV appearances. Under
his guidance, traditional courses have been reinterpreted to offer a variety of
creative dishes that incorporate as many as 100 different ingredients. Kengo Kuma
conceived the design of the restaurant as a glass box that is enveloped by a screen
of concrete blocks. The clean, modern aesthetics of the exterior screen is carried
into the simple, but intimate interiors clad in wood. The minimalist spaces allow

diners to focus on the quality and intensity of the dishes placed before them.

It always seemed careless to me to put so much effort into the design and con-
struction of a project and then ignore the quality of the street level retail that is
so typical of the Vancouver tower and podium typology. In the case of Alberni
which is taking the level of detail and the concepts of Gesamtkunstwerk to a level
never attempted in North America, it was only appropriate that we curate the
street level retail as an additional layer: the finest Japanese restaurant in Canada
operated by one of the world’s finest restauranteurs with a completely considered
design, inside and out, by Kengo Kuma.
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Washi

Japanese Paper

Handmade
Fiber Sheets

Washi is, to some degree, the most
“crafted” material because it is
almost entirely handmade, through
an intricate and cumbersome process
using cold water. The long, endemic
fibers give the material rich textures
that are absent in normal paper.
Being soft and flexible, Washi has

an exceptional high resistance to
creasing and water, making it an ideal
canvas for paintings.
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Washi

FOHE
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Takayanagi Community Center
Niigata, Japan, 2000 — Kengo Kuma
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Elevator cab (illustration)
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History of Washi
Michael Sypkens

Washi is a Japanese paper largely produced by hand. While Washi could be made

from a variety of wheats and grains, it is mostly farmed from paper mulberry trees.

Characterized by grassy fiber textures, it is considered to be stronger (more water-
and tear-resistant) than normal paper.

Washi is essential to interiors, being widely applied to paper screens, sliding

doors, and to walls as wallpaper.

The process of manufacturing Washi is a difficult, arduous task, practiced as a
craft in restricted communities in Japan. Fibers from paper mulberry are soaked in
river water and then filtered through a bamboo screen. Cold water and wintry
temperatures are generally required to inhibit bacterial growth and to help control
the viscosity of the fluid. Even today, much of the process is done by hand in the
traditional manner, making each individual sheet unique from another. Washi is
recognized for its craftsmanship and its social value. Being inherited and transmitted
as an art in specific communities, it is regarded as a symbol of cultural identity.

It has been designated as Japan's most recent addition to the list of UNESCO’s
Intangible Cultural Heritage.

The use of Washi in Alberni adds another element of craftsmanship to Vancouver.
Incorporated by Kengo Kuma as one of the many layers of Japanese culture, the

sheets of Washi will bring soft, yet expressive textures to the interior experience.

AR DFESH
RATI YA TR

R E FEARBOBET AT LA LD FEY TH 2. MRIFHRABERDO/NE LR H O 1F
BNBH SR Y/ FHNREBER>TWD ED LS B HIHED F Al AT EERL
YHEBENE W (AL LOWAELBL) EEZLNTVD,

FRIIARICE>TIAERT EFPERELTULFIAINATNS,

MEOCYBBAZTRELRIOWBEET HEATRRERONIADT=ELELTTH
NTWBAY/ FHOERIMESNMHIL ) DKISRTON ZDRFILTES. NITY
T DRREWMEILOREDK T EZRES 270 —RICAKELDTRIBEER DS
HTH. Z0BREOLZIERNGHEICLYFEETTON. —K—KrmBED DL
LTEESIN D, MHKIE Z ORE LB O L BNMEN RO ONTNDAFE D
HIF I B W TEME LTRASNEAONTEY LN TA T T4 T4 LTHALRINT
W5, BATRIDBIMIN /IR R ADERLEF L LTHRIINT LS,

THUN=ZTHEAMER SN/ ZLICEY N7 —N— IR LA OB DB R A
HIVEDMALNT= BAXAL DL H DB DV ED ETH DM RPE LA EY
ANF=BILE>TREIIEBLU LA LAY SEREN BEREL I ONT,

137



Irises at Yatsuhashi (Eight Bridges)
Ogata Korin, Edo Period (1615 —1868)

138

A2
BRIEH  TTFRR (16155 - 1868%F)



Rinpa

Classical Japanese Painting

Bold
Simplicity

Rinpa is a 17th century school of
painting that flourished in Kyoto.

The style is derived from a blend of
previous schools, led by the flamboyant
Yamato-e from the 12th century. Rinpa
prioritized bold outlines and ornate
tones, almost always deploying gold,
and occasionally silver, backgrounds.
The medium typically involved folding
screens, but this extended to sliding
doors, hanging scrolls, lacquerware,
and even kimono. The compositions
were often dramatic in scale and
content, but also mysteriously calm
and full of potential.
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Bamboo / Fiber

Bamboo / Fiber

BA(20105)- BRFFE

Japan, 2010 - Kengo Kuma
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Suite Entry Door (illustration)
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Chado

Japanese Tea Ceremony

Being-in-the-
Wordlessness

Okakura Tenshin was a late-19th
century scholar committed to the
preservation and development of
Japanese arts, most notably the art
of the tea ceremony. He argued that
tea was more spiritual than cultural
because it induced contemplation —
or renewed appreciation — of one's
surroundings. Its humble aesthetics
takes on renewed meaning, giving rise
to the elevated beauty of simplicity
and imperfection.
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Beijing Tea House
Beijing, China, 2014 — Kengo Kuma

Beijing Tea House (At RZEE)
hEIER (20144F) - BHE




Oribe Tea House
Gifu, Japan, 2005 — Kengo Kuma
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Open living space with floor to
ceiling glazing (illustration)
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Ensuite combined with Japanese

bath (illustration)
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Chado
Michael Sypkens

It is said that in order to understand the essence of Japanese aesthetics, one has
to understand tea. Tea and its accompanying rituals were imported from China in
the 9th century. Originally the ceremonies were there to express what could not be
done through language - sincere apologies or signs of respect and gratitude. Over
the years, its social significance acquired a wholly ontological character in Japan.
Tea has become a private and personal affair far removed from mundane interac-
tions of everyday life.

Literally, the way of tea, Chado implies an essential way of life, one that is closely
aligned to the metaphysical notion of “being.” Tea, or teaism, values simplicity

in all forms, blending the spiritual purification of Shinto and the disciplined mind-
fulness of Japanese Buddhism. Wabisabi, a fundamental component to teaism, is
a hinary principle that strives to balance the inner (wabi) and outer (sabi) selves.
Aesthetically, Wabisabi lends itself to a modest naturalism: Shinto-Buddhist nations
of impermanence, imperfection, and asymmetry define beauty in the world of tea.

At the most refined level, the ceremony takes place in the tea house, often a
detached pavilion with a carefully crafted garden and approach leading to it. The
ritual begins with a meandering passage on stepping stones, and saunters through
a garden with layers of symbolic landscaping to help detach the visitor from the
outside world. The visitor enters through a miniature door, into a space whose
smallness is equally exaggerated. The solitude of the ceremony evokes a deep
meditative stillness, bringing the beholder’s awareness back to the most basic

level of consciousness.

When thinking of how best to present Alberni, we came to the idea of a teahouse,
as both a way to reference the project’s connection to traditional Japanese culture
and to create a holistic viewing experience for our visitors. The teahouse provides
our audience a moment of detachment from the external world, giving them the
chance to immerse themselves in the total experience that is Alberni.
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Tea House
Vancouver, 2016 — Kengo Kuma
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Byobu

Folding Screens

Diaphanous
Luminescence

Traditional interior partitions often use
gold-leafed paper screens that depict
partial landscapes or scenes from
well-known novels using decorative
painting. Spatially, the gold illustrates
clouds that subdivide the narrative and
conceal the full content. It envelopes
the image as an amorphous blanket
and highlights the serenity and intrinsic
beauty of everyday life. The byobu
forms a sumptuous backdrop to

the otherwise modest simplicity of
traditional Japanese interiors.
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Tale of Genji, Edo Period REYEERFR. TR
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Tiffany Ginza
Tokyo, Japan, 2008 — Kengo Kuma
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Kitchen cabinetry (illustration)
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Washitsu

Japanese Interiors

Multi-functional
Rooms

Literally meaning the “Japanese-style
room,” the Washitsu is a traditional
room with tatami (straw) mats and
shoji (wood lattice) screens that enclose
the space. Spatially, it is unique in that
it has no apparent function or orienta-
tion because of the general lack of
fixed walls or furniture.

The Washitsu is hence a multi-functional
room that could serve many purposes.
In larger buildings the Washitsu could
have a strong relationship to the
garden, framing it like a painting to
characterize the interiors. Being
flexible, open, and inherently temporal,
the Washitsu remains an intrinsic
component to Japanese architecture.
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Katsura Imperial Villa
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Glass / Wood House Glass / Wood House (15 REARDR)
Connecticut, USA, 2010 — Kengo Kuma KEARFHy MH(20105) —BRIFE
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Penthouse (illustration)
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Garden of Entsuji MPEE ERER
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Shakkei

Spatial Framing

Borrowed
Scenery

Shakkei is a landscape technique
that visually incorporates vistas from
the background into the composition
of the foreground, which is typically
defined by the garden. Framed by
the horizontal and vertical elements
of the building, the distant scenery
is “borrowed” to strengthen the
presence of nature. By blurring the
limits of the scenery, an illusion of a
continuous, expansive garden is made
without large-scale interventions.
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Lake House
Eastern Japan, 2010 — Kengo Kuma
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Penthouse terrace and pool
overlooking English Bay (illustration)
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Tsuboniwa

Miniaturized Courtyard

Green
Altar

The Tsuboniwa is a small garden in

a courtyard that is typically surrounded
by raised verandas. Since there are
no internal corridors in traditional
Japanese architecture, the verandas
are effectively exterior hallways that
connect the rooms. The greenery punc-
tuates the gap between rooms, or
between interior and exterior spaces,
allowing it to have a prominent
psychological presence in the house.
In spite of its reduced scale, the
Tsubaniwa nevertheless evokes a
strong relationship to nature.
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Japanese courtyard garden
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Wood / Berg
Eastern Japan, 2008 — Kengo Kuma
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Japanese bath (illustration)
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Master Bedroom (illustration)
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Excellence in architecture is the result of a modest attitude toward the times, and such an attitude enables
a building to transcend the times and survive.

Kengo Kuma
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Master Class —
Kengo Kuma

Montecristo Magazine, Summer 2016
Written by Michael Green
Photography by Alana Paterson

| first experienced Kengo Kuma’s work in person in 2008, when biking through
Japan with my son Makalu. As an architect who values traditional Japanese wood
joinery and craftsmanship in the context of modern design and innovation, | find
the renowned Japanese architect’s work both inspirational and influential to my
own ideas and practices. While | often travel to visit contemporary architecture,
far too often | am disappointed by the results. Seeing a building in an online photo
spread tells you little about reality, and worse, begins to fog your expectations of
a real experience with the context, space, materials, light, and spirit of the place.
Time and time again, our experience with new architecture is manipulated by
fantastic renderings and carefully employed camera compositions. Surface has
replaced meaning, and architecture is reduced to a singular sensory question: how
does it look? To pilgrimage, and experience in all the senses, is what enduring and
culturally-significant architecture deserves. In Japan, Kuma did not let me down.

The trip took Makalu and | to many of Kuma'’s projects, but it was the especially
arduous journey biking to the mountain town of Ginzan that changed my per-
spective on what constitutes great modern works of architecture. It restored my
love of modest restrained design, which serves all of our senses, including those
we can articulate and those we can only feel. Ginzan is a little town with a small
river where the main street should be. Wooden buildings line the water, with
bridges connecting the sides; hot springs cascade through wood and stone troughs
that descend from sidewalks, with seating areas to stop and dip your feet. There,
Kuma renovated an historic inn to build the eight-room Ginzan Onsen Fujiya.
Kuma'’s design for the Fujiya respected the mountain town's heritage by stitching
together a masterpiece of old and new, using only natural materials, craftsmanship,
and thoughtful detail.
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The inn has five separate natural hot spring baths for the guests. Each bath is its
own unique space, each with its own sensory and material expression. Makalu
and | celebrated his eighth birthday there as the only guests in the Fujiya. It was
quiet, and we spent hours visiting the baths together, exploring the spaces, running
our fingers along delicate walls, playing with natural light filtered through layers
of Japanese paper and bamboo. We marveled at how the stairs floated from the

structure above.

Cross-legged in our room, we ate course after course of vegetables. We laughed
as father and son, and lay on our futon staring at a ceiling. We talked into the
night about the mountains and forest around us, and the sounds, smells, softness,
and air that seemed to bring the building alive.

Kuma is a master architect, a title reserved for very few in the world and earned
with an extraordinary portfolio of outstanding projects of all sizes, in Japan and
now acrass the globe. Even after practicing for decades, | still find great architec-
ture hard to describe in words. Kuma'’s Fujiya conjures a feeling rooted in the
limbic system, where emations are born, though language to explain them does
not exist. Kuma's architecture, like all great architecture, can inform our emations;
it can calm, it can quiet, it can help us reflect, it can draw us together, and it can

create joy.

He speaks about the modest scale of his early work in the context of the depressed
Japanese economy, when he first started to practice. That early work clearly
remains important to him, while his practice and projects have grown considerably
in size. "l would say our approach is fundamentally the same,” he says. “With any
scale, | always start with the details. | think about the materials and the members;

how the characteristics of the constituents could aggregate to create a whole.”
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With any scale, | always start with the details. | think about the materials and the members; how

the characteristics of the constituents could aggregate to create a whole.

REHES THN FIE WO BEFMAE DA LIV D5, MM E2EZ TN ENOMEL L
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Often his materials are picked from the site, like a master chef foraging for
delicacies. Stone laid in stratified layers mimicking the Scottish sea cliffs sculpt
the walls of his V&A Museum of Design in Dundee, Scotland; for the China
Academy of Art's Folk Art Museum in Hangzhou, Kuma found stone and clay tiles
from old homes in the area to honour the past, and contextualized the project
with artfully woven grey tiles that create screens to shade and wrap the building
forms. Kuma's sensitivity and ability to respect the past and present inhabitants
of a place, as well as its natural context, is what sets his work apart from many
global architects. His desire to understand natural forces and systems, and

our relationship as humans to these forces, gives his work longevity beyond the
fashion of this day.

The thread that connects Kuma's work, from small to large and from house to
gallery, is his subtle crafting of a sensory experience, through textures and
ingredients, composition, sound and light, and, mostly, from a modesty built on
passions more informed by exploring a meaningful architecture for humanity than
an architecture of fame or fortune. He says, in his calm, thoughtful way, “Lately,

| have come to realize that architects either fall into the ‘corporate’ or ‘artistic’
categories. These are almost independent professions, operating with very
different results. | have always felt | do not belong to either because they both
lack a sense of social responsibility. | want to explore a third route, one that
simultaneously responds to the needs of the people and develops design with local
craftsmen and inherited wisdom. Wood is an emblematic material for this — it
has always been the source of shelter in Japan, prior to the emergence of the

corporation or even the artist.”

He is now over 60, and his practice is evolving quickly. This change offers interesting

insight into the challenges of an architect known for hands-on exploration of

materials from the land, creating the context of his projects. In 2015, lan Gillespie
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of Westbank commissioned Kuma with the intent of bringing a new sensory
experience to Vancouver architecture. Here, Kuma faces new challenges in his
first major tall tower project in North America. Westbank's 1550 Alberni by Kuma
is a 43-storey residential building near Stanley Park, and the project is a turning
point for Kuma in many ways. His status as a master is set, and now it is time to

manage a growing practice and the demands that come with success.

To be a master architect, you have to be exceptional at so many things. You have
to bring design that resonates with the public’s ever-shifting aesthetic and social,
cultural, and economic values. You have to connect with a concept that speaks to
all senses. You have to be a communicator, salesman, and marketer for your ideas
to even find a willing patron, and you must conduct an orchestra of designers,
engineers, contractors, and policymakers often for years to realize your vision.
Finally, you must find time to be creative, inspiring, innovative, and passionate. You
must deliver every time, because you are only as good in the public’s eye as your
last project. Over and over again you must mix design, palitics, policy, ambition,
personalities, context, values, history, natural forces, sensitivity, and integrity in an
ever-spinning bow! to have a hope of success, and then —and only then — can you
sit and watch your work rise. And hope you got it right.

As architects, we share roots with those who came before us, who inspired us or
mentored our perspectives and our work. Who were Kuma's touchstone architects?
“Kenzo Tange is considered the leader of the first generation of architects in
Japan. | sought to become an architect when | was 10 years old, upon seeing Tange's
Yoyogi Gymnasium for the 1964 Olympics,” Kuma says. “His design represented

a new age that was expressed in concrete, a gesture of strength and optimism.
But having seen the recession in the 1990s, and the earthquake in Tohoku and
more recently in Kumamoto, | have come to feel that this confidence is an illusion,

that we are in fact vulnerable beings that are in need of an improved dialogue
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Kuma's Asakusa Culture and Tourism
Center in Tokyo
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Kuma's architecture, like all great architecture, can inform our emotions;

it can calm, it can quiet, it can help us reflect, it can draw us together, and it can create joy.

BROEEF MO ITNTOBRBEENZITHEILIIT RLADRIEEH T EZLEVNTWT &
M T BRLANVWEIZLERLBLIAY . EVEZEL LN TELDT,

between individuals and with the environment. This sensitivity is what | mean by
‘small” architecture.” At times Kuma has studied socially-conscious projects that
search for solutions to challenges. His conviction is that there is a broader need for
an architecture that serves humanity. He affirms his rationale: “I certainly feel it is
our obligation to connect with the people and the environment to offer something

that is socially meaningful.”

What Kuma creates next will be exciting to see. He is powered by a desire to
research, grow, and learn, and to make a difference to the community he serves.
He explains: “My motivation is always to engage in a new kind of project in a
new setting. | want to deepen my understanding of different cultures, and | want
to offer some inspiration through my design.” Architecture is more than the
decoration it is often seen as. In part, it is about affording everyone the transforma-
tive experience of truly great buildings that shape our social and cultural

experience — buildings that engage our spirit and our senses. — Michael Green
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Kengo Kuma

Kengo Kuma was born in 1954 in Yokohama (Japan). He completed his master's
degree in architecture at the University of Tokyo in 1979. From 1985 to 1986 he
studied at Columbia University as Visiting Scholar. He established Kengo Kuma &
Associates in 1990. He taught at Keio University from 2001 to 2008 as professor,
and in 2009 he was installed as Professor at the Graduate School of Architecture,
University of Tokyo.

Among Kuma's major early works are Kiro-san Qbservatory (1994), the guest house
Water/Glass (1995, received AlA Benedictus Award), the Noh Stage in Forest at
the Toyoma Center for Performance Arts (received in 1997 Arch-itectural Institute
of Japan Annual Award), the Nakagawa-machi Bato Hiroshige Museum of Art
(2000, received The Murano Prize) and Great Bamboo Wall in China (2002).

Recent works include Suntory Museum (2007), Nezu Museum (2009, Tokyo),
Yusuhara Wooden Bridge Museum (2010, Yusuhara), Asakusa Culture Tourism
Information Center (2012, Tokyo), the Nagaoka City Hall (2012, Nagaoka), The 5th
Kabukiza (2013, Tokyo), Kyushu Geibunkan (2013), Tokyo Central Post Office KITTE
(2013), Toshima City Hall (Tokyo, 2015), Toyama Kirari — Toyama Glass Art Museum
and City Library (2015) and Komatsu Seiren Fabo (2015). Completed projects
outside Japan include: Besangon Art Center and Cité de la Musique (2012),

FRAC (Fond Regional d’Art Contemporaine) Marseille (2013), Darius Milhaud
Conservatory of Music (2013), Entrepot Macdonald (Education and Sport Complex,
2014), Lyon Confluence HIKARI (2015), China Academy of Art's Folk Art Museum
(2015). A number of large projects are also in progress internationally, such as the
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Victoria & Albert Museum building in Dundee (Scotland), University Multifunction
Center at EPFL in Lausanne (Switzerland), Saint Denis station (France), Albert Kahn
Museum (France), Padova Convention Center (ltaly). Kengo Kuma & Associates are
also working on the new national stadium of Japan along with Taisei Corporation
and Azusa Sekkeli.

Kengo Kuma was awarded with the International Spirit of Nature Wood
Architecture Award in 2002 (Finland), International Architecture Awards for the
Best New Global Design for Chokkura Plaza and Shelter in 2007 and Energy
Performance + Architecture Award in 2008 (France). He is an International Fellow
of RIBA in UK and Honorary Fellow of AIA of the US.

He has also written numerous books and most of the titles have been translated
into Chinese and Korean. His major writings, Anti-Object, Natural Architecture,
Small Architecture have also been published in English from AA Publications, the
book department of AA School, UK's prestigious architecture institution.
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Westhank

Coming up with an accurate biography of Westbank is challenging. We're many
things, depending on the type of projects that we're working on, the locations we're
working in and what we are trying to accomplish. We don’t think of ourselves as
being a typical real estate enterprise, rather, we are a practice working towards the
goal of bringing seemingly disparate elements together, in an attempt to make a
meaningful contribution.

Westbank has built a practice around long-term commitments to artistry, sustain-
ability and city-building. These commitments underlie an orientation towards
projects like Woodwards, Vancouver House, Mirvish Village, Telus Garden and
Oakridge — catalysts for larger change that go beyond the borders of the projects
themselves. We are here to create. To provoke. To ignite. We are the vehicle for
a new movement of cultural expression.

At any given time, the team is involved in projects at every scale, from the micro to
the macro level. We are involved in multiple public art commissions, with nearly
30 installations by some of the world's most accomplished artists either complete or
underway. We are conducting our piano program with Fazioli, building a collection of
instruments that exemplify the integration of art and architecture. We are taking
on projects like the reinterpretation of a typical Vancouver city laneway, that we're
executing at Telus Garden. At the same time at a larger scale, we have become
one of the world’s largest LEED platinum developers, as well as the owner and
operator of Vancouver's district energy system. With a large part of our focus going
forward on using this system to instigate a massive reduction of Vancouver's
carbon footprint.
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Some of our projects are in the many millions of square feet, like Oakridge in
Vancouver, others much smaller, like Kitasando in Tokyo. These all come to pass
through collaborations with some of the world's best architectural talent and
we strive to develop these relationships so that we function as patrons of great

architecture, rather than as consumers of architectural services.

These kinds of relationships have led us to sponsor the 2016 Serpentine Pavilion,
designed by Bjarke Ingels Group and commission the Kengo Kuma designed Blood
Alley Music Venue. We see these projects as explorations, rather than business
ventures. We run our three hotels similarly, constantly and at all times, reinvesting
in them because we see them as an expression of our creativity. As the practice
matures, we have become more ambitious. With every new project reflecting our
commitment to the philosophy behind Gesamkunstwerk, or in our recent waork

the Japanese philosophy behind layering, the net effect is that our work becomes

much more complex and far-reaching.

The core of Westbank's mission is to create a body of work with a high degree of
artistry that helps foster more equitable and beautiful cities. Westbank is active
across Canada and in the United States, with projects including luxury residential,
Five Star hotels, retail, office, rental, district energy systems, affordable housing
initiatives and public art. Established in 1992, we are one of North America’s lead-
ing developers, with offices in Vancouver, Calgary, Toronto, Seattle, Shanghai,
Beijing, Taiwan, Tokyo, Hong Kong, Shenzhen and over 25 billion dollars of projects

completed or under development.
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Westbank
Public Art Program

Public Art for Westbank, like so much of the work that we do, is at once a project
in itself and a part of a larger idea that has woven its way through our practice
over time. That idea is that our projects represent the physical embodiment of
culture. Combined, our public art commissions form a body of work that is quickly
becoming one of the broadest and most important collections by any developer
in the world. To date, we have 30 installations either completed or underway, by

some of the world’s most accomplished artists.

Since we began our public art program, we have worked with internationally
renowned artists on projects whose scope, size and ambition have redefined
conceptions of art in the public realm. Diana Thater’s Light Art mirrored the colors
of nature in a stunning display spanning the height of the Shaw Tower. Liam
Gillick's text installation made a provocative statement across the Fairmont Pacific
Rim. Zhang Huan's Rising created an unforgettable sculptural moment at the
Shangri-La Toronto. Our most recently completed piece, Martin Boyce's Lantern
installation, will illuminate the laneway at Telus Garden and we are now working

on one of our most ambitious projects, Rodney Graham'’s Spinning Chandelier.

Westbank's commitment to public art is consistent with the many other cultural
initiatives that make up our practice. Initiatives like the our piano program, the
Serpentine Pavilion exhibition, our vintage couture collection, our music business,
the cultural hub at Blood Alley and our support of community programs, combined
with the effort we put into the architecture, are what sets Westbank apart. At
Alberni, we are well into the search for an artist to work alongside Kengo Kuma, in
the production of a special moment on Alberni Street, that will add a further layer

to what is already the most multi-layered development ever attempted.
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Light Art, 2005
Diana Thater
LED Light, steam, glass

Rising, 2012
Zhang Huan
Stainless steel

Forest Screen, 2010
James KM Cheng and Adeline Lai
Stainless steel

Abbott & Cordova, 2009
Stan Douglas
Digital Print

lying on top of a building..., 2009
Liam Gillick
Helvetica Bold, stainless steel

Persian Glass Series, 1998
Dale Chihuly
Freeblown functional & sculptural glass works

16.480, 2015
Omer Arbel
Glass, stainless steel

Second Date, 2011
Elspeth Pratt
Mixed media

The Unseen, 2016
Ron Terada

llluminated channel letters
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