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To have an Eye, to have a Mouth

Fumiko Takahama
When I was student, a friend of mine told me that I'm an "Eye" person. I still believe that I have a very sensitive
nose and good ears because I enjoy cakes and I used to play some music, but somehow I must also agree with
him. Lately I have realized that I naturally pay great attention to how things 'look’, and my obsession with the
visual sometimes seems to be stronger than for others. On the other hand, working abroad I often feel the need
to constantly improve my communication skills. Without a “mouth”, I can’t express what my “eye” tells me. So
here I try to express some of my current thoughts and interests by showing a small installation in Basel, my lat-
est project alongside my work at Herzog & de Meuron. This essay consists of two parts. The first is a description
of the work and the second part records a dialogue about the relationship between the work, photography and
wider problems of representation. The essay also intentionally contains many graphics and photos. Please take
an extra moment to look carefully at these images. It is hard to get the whole experience of the installation with-
out being in the space, but I hope that this essay will make it is possible for people to imagine what happened.

Fumiko TAKAHAMA | To have an Eye, to have a Mouth 109



Extending Symmetries,/ $LiET 5 A h U —
The looking-glass sheep asks, «What is it you want to buy?» /EDE OO LIEEWE L7z, [RIZEFEW-WATER?]

TRk

EBET 23 0 A R —] [T ODHBIZLE > THERINTWSE, TNEFNOEEBIZIE T8
DNREEFESO—EHOBEEL, FOEOHEIZL s TELHENEY VA N —2EHEIE A
DICFHF LT AV ENETA AT VAT =T NN T—T7y 7 RBEBEEINLTWVWS, BEIT
BEOIIIIRIEBELIEHERZML, $AHATHTOWAZEENELZBEYKITTORNB > TN LD
WCRFTHADR, EEICY AN DY T DR EFNENOHBIZOE—DOHRAICEDL
nNTnd, —2HDOEE Room A) TIX, BENORERT A AT VAU 4 FUBLICEHE
BDOELAIBIZ, BICHDH_2oHOEE Room B) TiXk., BENML)- TWAEBED NI IEX
THMBIZ, TOREABLELENATNS,

How to approach the installation....

“Extending Symmetries” consists of two rooms with a sequence of photographs which have a mirroring ef-
fect as if the shop space is extending into the wall, and with display tables & hanger hooks newly designed to
complete the symmetry. Since the mirroring effect works optically only from one point of view, for each room
different relationships to the mirroring surface were used. For the first room (Room A) the point is taken from
the street so that when people look into the display window the effect works. Whereas for the second room
(Room B), the main room, the point is taken in the middle of the opposite wall.
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The concept of extending symmetry....

The concept of this installation came from a wish to extend my favorite boutique in Basel. To crystallize this
idea, the mirror, an essential element in shop space, inspired me to use photographs which “pretend” to be
mirrors. In order to create the mirror-effect, instead of modifying a photograph of the existing space, I built up
a 1:10 scale-model of the shop that is perfectly mirrored and furnished with display elements that are derived
from very common model-making techniques. This abstract display furniture was then brought back from the
model into the actual scale to strengthen the concept of “extending” by being two directional.
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PEEILE E 1/ Study Model Photo 1
BEIZEN S 0 BEHROBERLOBRAICRATHDRE (FA4T7 77 51)
Looking at the mirrored-room model behind the openings on the wall (Diagram 1)

BRI E 2 /Study Model Photo 2
LEOREE R LU HE BN ThHIRE (X477 7462)
The photographs of the openings above hung on the wall (Diagram 2)
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"Mirrors" (Photos) by the reflection of a real mirror
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The association with the looking-glass world...

At some point I remembered the second book of Alice in Wonderland where Alice goes through a looking-
glass into the other-side world. I renamed my extended space which is the reflected space of the boutique “the
looking-glass” world. In this world display tables are the only “creatures”. They have white volumetric bodies
and black thin legs. And those characteristics, which come purely from simple model making techniques, made
me associate them with “sheep”. Sheep also exist in the story of Alice in Wonderland, too... and suddenly
everything became connected.

1 040 1 BAEEDEET Making of Model 1:10
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A story afterwards...

This symmetry is always imperfect. As soon as a girl buys a cardigan and it is replaced by a pullover, or when
a child pushes one of sheep and it changes its position slightly, the symmetry is broken, and these two real and
looking-glass worlds will start going in their own directions. This is a characteristic of this installation which
would not occur using mirrors! And hopefully everybody will create his or her own story by looking into my
“looking-glass” world.

TrYx s N5 —4F Project information

& A b/ Title: Extending Symmetries / The looking-glass sheep asks, «What is it you want to buy?»

IR, Complition: November 2009 , (Exhibition 21st of November, 2009 - 31st of January, 2010)

FTTEHL Location: HANDMADE, Nadelberg 47, 4051 Basel, Switzerland

F— A/ Team: Fumiko Takahama, Eik Frenzel (photo), Dominique Berrel (graphic), Honoré Berrel (steel work)

Unless otherwise mentioned, all the photographs © Fumiko Takahama Photo: Eik Frenzel
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Conversation with Iwan Baan
Shanghai- Basel 28.04.2010

Fumiko Takahama (FT): First of all, thank you for find-
ing some time for this dialogue, I know you’re busy in
Shanghai for the opening of Expo 2010...

Iwan Baan (IB): My pleasure. So, tell me...

FT: I was invited to write an essay on some of my lat-
est work and wanted to focus on Extending Symmetries,
a personal project I recently completed, alongside the
work I do with Herzog & de Meuron. You visited it at
the end of last year, right? I wanted to talk with you
about it because photography takes a very important
role in the installation and in how I documented the
exhibition. So I would like to ask your opinion about
the installation and, if possible, I would like you to try
and position Extending Symmetries in the context of
photography and architecture. Whenever I was asked to
explain what this installation was about, I had some dif-
ficulties. And I thought it might be because, in the work,
the relationship between architecture and photography
is not so usual or common. For publications it was hard
to label or categorize it as architecture or interior de-
sign, or a piece of art. You work a lot with publishers,
so maybe you have an idea...

IB: For example, if you talk about publications, then
architecture photography is the only way 90% of people
gets to experience a building...because buildings can’t
travel!

FT: Yes, that is probably the most common relationship
between architecture and photography. As an architect
you can hardly avoid photography, otherwise only the
people who use a building and visitors could experi-
ence the architecture. And I think the reason why this
installation is difficult to describe through photography
is precisely because its use of photography in relation
to architecture is very unusual compared with this. The
photographs hung on the wall in this installation have
completely different meaning to the documentary pho-
tographs of the installation.

IB: Yeah, I think so. Your installation is very much about
the physical experience of being there. From the show
window the photos look as windows or mirrors. Then
when you come into the space, the photos on the wall
appear distorted, but then you arrive at certain standing
point in the next room and then suddenly everything
comes together again. This whole process gives people
a kind of excitement. That’s why it is about experience,
which is very important... So I guess it was, in a way,
strange to photograph this exhibition...

FT: 1 agree. For example, some people found it hard to
understand the installation by looking at the documen-
tary photographs because the photos on the wall look
like mirrors. The mirroring effect is too perfect and they
say ‘it is cute but what did you do?’ So every time I had
to explain step by step, actually it’s a tiny shop space
and some of the space you see is not real but a kind of
‘mirror’. And, in fact, the mirror is actually not a mirror
but a photograph pretending to be a mirror. ..

122 wERET | R2Bh5, BASBLD

IB: Yes, it is almost something you have to document
with video, a sort of walking through. As you walk
through, you would see the images distorted, but at
a certain point — while walking — everything would
fall into place. I had similar experience a few weeks
ago with mirrors. I was in Istanbul shooting the new
headquarters for a fashion company by REX (a former
partner of Rem Koolhaas). The whole thing is basically
only with mirrors and I realized it was almost impos-
sible to photograph (Photol)...

FT: Really? Tell me more...

IB: In photography it’s not so difficult to make a nice
composition with mirrors. But the problem is that since
everything is upside down and in strange angles, the
viewers don’t have any clue what they are looking at.
This difficulty of making people understand through
photograph is similar to your installation, isn’t it? I
actually ended up filming the project. Then, literally,
everything came back to life, and you started to under-
stand the effect coming from the mirrors. People walk-
ing through the space are mirrored, upside down, in a
sort of kaleidoscopic thing. So the movement helps you
understand what you are looking at, otherwise it looks
like a Photoshop image and you don’t understand what
the photographer has done.

FT: Isee. So the interior is clad with mirror?

IB: Yes, the whole interior is done only with mirrors.
It is an interesting project to photograph because it re-
quired a completely new way of looking at the building
and also describing the building. Everything is mir-
rored, everything is upside down.

FT: Interesting. So I managed to pick a subject for my
installation that is in general difficult to photograph...

IB: Yes, in general it is hard to capture mirrors in a pho-
tograph and to understand what you are looking at. In
a way, your installation mimics a mirror in order to ex-
tend the space...

FT: Yes, that is my intention.

IB: ...But at the same time, the installation is more like
the opposite experience of a mirror, because only at a
certain point does everything fall into a place. In an
actual mirror, the reflected image is always changing
depending on the angle you approach it from.

FT: Right, but this is a quality of the installation: am-
bivalence. I wanted to bring a certain complexity to the
concept. So ‘mirroring’ through photography was one
way of doing this. The other was through something
architects are familiar with: scale-model photography.
(Though it had to be because of a technical issue.) I
know you don’t like to take model photos...

IB: Don’t say I don’t like it! Of course I do, but at the
moment it is not really my focus. But, for example, 1
once developed a technique where you can basically
walk through models. It is something that I have been
thinking about a lot, how to represent these kinds of
things...



FT: I wondered if one reason you don’t focus on this
kind of work is because there is no activity in models.
We always put model figures in to simulate some kind
of activity, but maybe it’s not enough for you?

IB: I think it needs a different approach to my other pho-
tography. Model photography is only about represent-
ing architecture. It is very technical and, for me, that’s
less interesting. It was a real challenge to develop the
technique where you can really walk through the mod-
el, but this is less about photography and more about
technical things. You need everything perfect aligned,
with the perfect light, whereas my other photography is
much more about a specific moment and a feeling and a
sort of ‘everything comes together’ moment.

FT: So for you model pictures are to let people feel as if
they are walking through the architecture? But isn’t that
the same with the photographs of built architecture?

IB: No, for me model pictures are documentation. It’s
all about having the control of technical conditions
and then you take a picture you like, and everything
is ok. My architectural photography is about finding a
moment, which sometimes only last for a few seconds.
There is a sort of excitement you get when everything
becomes right to take the picture. It’s not something I
can control even though I am always looking for it.

FT: That is interesting. Because, for me, photographing
models is not only about representing or verifying the
space you designed but also a process of finding unex-
pected spaces. Maybe it’s because I don’t have all the
technical parameters under control!

IB: I think it is an astonishing feeling dealing with real
buildings and space. Because once I'm there, I basically
know in five minutes how I want to shoot it, or which
would be the right angles, or how I will want to repre-
sent it. Afterwards it comes down to framing these new,
little, sorts of experiences in the space, finding moments
when suddenly there is people interaction, light interac-
tion, all sort of uncertainties which fall into place. A
good example is the images of Mikomoto in Tokyo, by
Toyo Ito (Photo2). I had been walking around the build-
ing for a day trying to capture it, then suddenly — and
just for a second — this woman sat there. I was at the
other side of the street, so it was completely out of my
control, but she was sitting there, just sitting there, and
it made a nice picture that became in the end an icon
image of the project. This is the moment I call ‘things
falling into place’. I cannot control it, but it’s real and
it’s exciting. It’s not so easy to achieve this with model
photography because it’s a sort of closed environment.
And, In fact, maybe it’s the same sort of excitement you
can have while experiencing your installation: when
you first walk into the space, you just see a series of
pictures on the wall and you don’t really understand it,
but once you come to the right angle then “everything
falls into place”.

FT: It is interesting that you see similarities between the
process of photographing architecture and the experi-
ence of the installation. My installation is like a small
story for each person. They enter, walk around, check
some merchandise, and chat with the owner, all the time

surrounded by the photographs that are a part of space.
But when they stand at certain points, the photographs
suddenly become a ‘mirror’ and they find the extended
space, the symmetries. But it’s not complete because
there is something strange with about the pictures: they
are not simply photographs of the existing shop, but
photographs of a 1:10 scale-model of the shop. So there
is this ambiguity or complexity again, and the whole
story cannot be explained in a single strong image. I
think this complexity makes it hard for architecture
magazines, because the installation — like real life —
cannot be reduced to one-or-two pictures.

IB: Exactly. It could be interesting to talk about the dif-
ferent sort of excitement you get experiencing space
directly, as opposed to through a picture. I think with
your installation, the excitement is very much about be-
ing there and walking around and finding that moment
when things fall into place. It’s extremely difficult to
take pictures of this because if you take a picture de-
scribing that moment of discovery, with all the angles
lined up and all the symmetry, then the excitement itself
is gone. In the photo it is hard to tell what you are look-
ing at. You always need additional information. It’s the
same problem with tourist photography. You take a pic-
ture to ‘remember’ an exciting moment, but the picture
itself is not exciting.

FT: So, it would be a challenge for you to photograph
this installation...

IB: Yes, I think so....

FT: Oh, no... I wish we had a chance to try it.. I am
curious how you would have photographed it. Often
when I took some friends and architects to the installa-
tion, they were really into the mirroring effect, so they
wanted to — like you say — take perfect pictures in which
the ‘reflection’ or ‘symmetry’ is working. But I am sure
that afterwards, those photos looked too perfect. It was
the excitement which drove people to take a picture to
prove this effect, but in those photos you cannot really
feel the strength of the project. It’s basically the same
with my documentation photos, too.

IB: The moments which would be interesting are when
things are not yet perfectly in place. For example, when
people are taking pictures of the space, getting excited,
but while the images are still distorted and not yet per-
fect. When everything falls into place then it is difficult
to say if it’s a mirror or a big room with windows. With-
out this kind of consideration, the ambiguity is lost and
that is the strength of the project.

otk

Iwan Baan:

An architectural photographer from Holland. Commissioned by lead-
ing international architects, Baan has photographed a wide range of
the world’s most exciting contemporary buildings, including Herzog
& de Meuron’s Olympic Stadium and OMA’s China Central Television
(CCTV). And the photographs have featured in numerous publications.

“Mr. Baan sees buildings as backdrops for his photographs of people,
he said during a recent visit to New York ...... His work owes as much
to Diane Arbus and Henri Cartier-Bresson as to Julius Shulman or Ezra
Stoller, the pre-eminent architectural photographers of the late 20th
century.” (From New York Times)
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Summary

In the end, my obsessiveness and interests can be summed up by the phrase “to have an eye”. In my work,
this theme emerges again and again. For example, the role of photography within the project and the subject
of optical illusions are a clear response deriving from this idea. While writing this, [ recalled a comment by
Professor Takeyama who said “the space you design is (often) very static.” This installation is an extreme case
of static-ness since there are only two fixed viewpoints which offer the “correct” perception of the space I
designed (extension). In fact, the static-ness is so extreme that the moments before and after discovering these
two points also come to have their own meaning. As a result the experience has a continuity, something like a
story. This is something I am happy about it.

Three years have passed since I started working with Herzog & de Meuron. In my daily work I am often rushed
with various tasks and it is rare to find moments of calm when I can become aware of where my thoughts are
and what I have learned recently. Therefore I would like to express my gratitude to Professor Ise and Professor
Takeyama who have given me this great opportunity to bring these moments together.
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Graduation of Postgraduate School of Engineering, Department of Architecture, University of Tokyo
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2004-2005 Swiss Federal Institute of Technology Zurich, Department of Architecture, Guest student
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2003 Entrance Postgraduate School of Engineering, Department of Architecture, University of Tokyo

2003 Graduation of Department of Architecture, Faculty of Engineering, Kyoto University
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