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L4, Además de los diseñadores Kenji Ekuan y Kiyoshi Awazu.
?K4, Zhongjie Lin, Kenzo Tange and the Metabolist movement: urban utopias of modern 
Japan (Londres: Routledge, 2010), 95.

??4, Hajime Yatsuka y Hideki Yoshimatsu, Metaborizumu: 1960 nendai no Nihon 
kenchiku avangaruto (Metabolism: Japanese Architectural Avant-garde of the 1960s) (Kakegawa: 
Inax Publishing Co., 1997), 28. Citado en Lin, Kenzo Tange, 22.
?@4, Noboru Kawazoe, “Thirty Years of Metabolism,” Tesis, (Bauhaus-Universität 
Weimar, 1998), 146–151. Citado en Lin, Kenzo Tange, 22.
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?B4, Noboru Kawazoe et al. Metabolism 1960: The proposal for new urbanism (Tokio: 
Bijutsu Shuppansha, 1960), 80.
?C4, Ibid., 17.
?D4, Rem Koolhaas et al. Project Japan: Metabolism Talks. (Colonia: Taschen, 2011), 
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?E4, Lin, Kenzo Tange, 26.
?F4, Hiroyuki Suzuki, Reyner Banham y Katsuhiro Kobayashi. Contemporary 
Architecture of Japan 1958-1984 (Milán: Rizzoli, 1985), 11.
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arquitectónico nipón en aquella época.
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@K4, Yasumitsu Matsunaga, “Landscape in the transitional ages”, The Japan Architect 
345 (1986): 44.
@?4, Riichi Miyake, “Initiation to Nature”, The Japan Architect 363 (1987): 9.
@@4, Charles Jencks, Justo G. Beramendi y Xavier Güell, Arquitectura tardomoderna y 
otros ensayos (Barcelona: Gustavo Gili, 1982), 118.
@A4, Rita McWilliams, “Mountains of Metal,” Landscape Architecture 81.7 (1991), 
64-66.
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0_J* Foreword. Japan and the discourse of 
harmony between architecture and nature

Nowadays it is quite unusual, when hearing about Japanese 
architecture, not to fi nd mention of its close relationship 
with nature. This message, far from being recent, dates back 
at least to the last decades of the 19th century, the time of 
Japan’s forced opening up to the world. It was at that time 
that Western correspondents such as Dresser, Morse and 
Conder! wrote of the Japanese people’s environment and 
customs, and there was no shortage of references in their 
descriptions to their particular and ‘incomparable love of 
nature’". An unsurprising appreciation, considering the 
contrast that the experience of a lifestyle so distant from 
the customary one of a modernised society which, aware 
of its counterparts, nostalgically idealised the simple, pre-
industrial, agrarian life, must have represented for them. 
It is not surprising, therefore, that they repeatedly praised 
both the beauty of Japan’s nature and the closeness of its 
inhabitants to it.

In response to such a foreign reception, Japan used the 
World Expos for decades to disseminate the aesthetic 
and cultural values desired by the West, using gardens 
in particular as an ideological instrument, portraying a 
pre-modernised, tranquil, artistic and beautiful country 
in an idealised way, suggesting that a garden distilled the 
fundamental characteristics of Japan, and what is more, 
that Japan itself was a garden.# Such displays did much to 
popularise the belief that even in the age of modernisation, 
the Japanese maintained a close, everyday connection with 
nature.

Along the same lines, on the occasion of his stay in 
Japan between 1933 and 1936, Bruno Taut would say 
the following: ‘This relationship with nature, which is 
already evident in the openness of the Japanese house, 
must necessarily lead to a life in direct contact with it and 
to a friendship with it’.$ In his case, this appreciation was 
fuelled by the fl exibility of the walls he experienced in the 
traditional architecture of Japan, which allowed rooms to 
be completely open to the outside, an essential practice 
for coping with the intense humid heat of summer. In his 
writings, Taut thus supported the popularised vision of 
Japan and extolled the connection between indoors and 
outdoors as one of the principles shared with modern 
architecture.

Three decades later, with the aim of rebuilding, free of 
belligerent bias, the foundations of Japanese culture that 
had been damaged in the aftermath of World War II, Kenzo 

?4* Claudia Craig, “Notions of Japaneseness in Western Interpretations of Japanese 
Garden Design, 1870s-1930s,” New Voices, vol. 6 (2014): 1-25.
@4* Josiah Conder, Landscape gardening in Japan (Shanghai: Kelly and Walsh, 1893), 
2.
A4* Kendall H.Brown, “Fair Japan: Japanese gardens at American World’s Fairs, 
1876–1940,” SiteLINES: A Journal of Place 4.1 (2008): 14,16.
B4*  Bruno Taut, La casa y la vida japonesas (Barcelona: Fundación Caja de 
Arquitectos, 2007), 91.
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Tange and Noboru% claimed the deep connection with 
nature that the Japanese people had historically experienced 
and which had given rise to the country’s indigenous 
religion, Shintoism. At that time, because of this shared 
interest, the Metabolist group also made repeated links with 
nature, as will be discussed below. 

Another important milestone more recently was the holding 
of the International Garden and Greenery Exposition in 
1990. Since then, and coinciding chronologically with the 
contemporary development of the concept of sustainable 
use of biodiversity in Japan, this notion of a link with nature, 
usually framed as ‘harmonious coexistence between nature 
and humans’, has been further popularised.& This concept 
of harmonious coexistence has been particularly exploited 
in recent decades, motivating attitudes such as praising 
the virtues of the pre-industrial Edo-era way of life which, 
imposed by autarky, was closely linked to natural products 
and required scrupulous management of resources, both in 
production processes and in recycling and future planning; 
a way of life that is now often recognised as sustainable.' 

Simultaneously, in the fi eld of architecture, manifestations 
of the relationship with nature have only increased in 
both number and variety. In fact, the idea of “harmonious 
coexistence with nature” could be considered one of 
the most repeated topics in the discourse of Japanese 
architecture today. A topic not only used by architects 
themselves, such as Toyo Ito, Kengo Kuma or Junya 
Ishigami, when referring to their work, but also by 
foreigners, who may interpret certain aspects as signs of 
a link with nature in their own terms; this is the case, for 
example, in some of the recent revisions of Metabolism that 
project today’s ecological-sustainable mentality onto the 
architecture of the 1960s.(

Therefore, for more than a century, the idea of ‘harmony 
with nature’ has been used repeatedly as a hallmark of 
Japanese architecture. However, the presence of this notion 
has not been constant or uniform in Japanese architectural 
discourse over this long period. In fact, the last sixty 
years have seen several changes in the type of relationship 

established between architecture and nature, which has 
given rise to very diff erent interpretations and design 
strategies.  

The aim of this article is to analyse these changes by looking 
at three key moments in recent Japanese architecture: 
the urban utopias of the 1960s, the postmodernism of 
the 1980s and 1990s and, fi nally, the architecture of the 
2010s, which was particularly infl uenced by environmental 
concerns. These three periods, separated by approximately 
twenty years, correspond to three consecutive generations, 
and will therefore provide an insight into the generational 
evolution of Japanese architectural thought. In addition, 
by showing such strategies devised in line with the premise 
of harmony, it is the intention of this article to off er useful 
and little-used but potentially eff ective alternatives in 
the construction of a more direct and solid link between 
architecture and nature. On the other hand, being aware 
of the lightness and superfi ciality with which this subject is 
often approached, this research aims above all to avoid the 
usual stereotypes and clichés, drawing objective conclusions 
from the direct analysis of the works.

Structural patterns of Metabolism

IIn 1960, when the fundamentals of modernity were 
being fi ercely questioned, the World Design Conference 
(WoDeCo) was held in Tokyo. A working group was 
formed to prepare for the event, consisting mainly of 
architects Noboru Kawazoe, Kisho Kurokawa, Kiyonori 
Kikutake, Fumihiko Maki and Masato Otaka.)  Together 
they coordinated the content and design of Metabolism: The 
Proposals for New Urbanism, the short publication prepared 
specifi cally for the celebration that was to be considered the 
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manifesto that triggered the movement.

This small issue brought together several of the innovative 
proposals that young architects were planning for the 
Japanese cities of the future and unifi ed them under the 
same conceptual umbrella: metabolism. A term that alluded 
to the idea of the city as a continuous process, in opposition 
to the rationalist urban planning paradigm of modernity. 
The concept of the city as an organic process was the 
group’s most signifi cant contribution to contemporary 
urbanism.!* In fact, the term ‘metabolism’ — the organic 
function by which the exchange of matter and energy takes 
place between organisms and their environment — was 
expressly chosen because it alludes to “the essential process 
of life”.!! In addition, its literal Japanese translation, shinchin 
taisha, also includes a sense of renewal, of discarding the 
old in favour of the new; a concept from Buddhism and 
considered equally fundamental for living beings.!"

The translation of these concepts to architecture is 
especially clear in the cases of Kiyonori Kikutake and 
Kisho Kurokawa.!#  In the aforementioned publication, 
both advanced urban proposals explicitly inspired by 
natural elements. For example, Kurokawa proposed the 
confi guration of the city through functional buildings 
Bamboo Type Communities and urban connectors Plant Type 
Communities MH:N4,OPQ. The former emulate the shape and 
confi guration of bamboo: elongated, slender cylinders, 
divided horizontally by slabs, in which the inner zone 
is reserved for common facilities and the outer zone for 
housing, while the outer wall, in addition to supporting the 
loads, contains the facilities and vertical communications.!$  

Another outstanding project is Kikutake’s Tower Shape 
Community, a project for a growth building in which, “like 
the silkworm produces its own dwelling with its mouth” !%,  

as the central concrete tower is built, capsule dwellings are 
generated inside it and are attached to its outer perimeter, 
enveloping it. However, Kikutake is best known for his 
almost obsessive iteration on marine architecture MH:N4,
ORQ. Even before the confi guration of the metabolist group, 
inspired by aquatic creatures such as water lilies and 
jellyfi sh, he was testing buoyancy and clustering strategies, 
and devising ways to ensure self-suffi  ciency for future 
aquatic communities.!&  These could move freely in the 
ocean and grow with new modules, and when one of them 
became obsolete, it would sink to the bottom by itself, 
completing its natural life cycle.!'

With this type of project, the metabolists made their debut 
and became known internationally; utopian urban proposals 
that took nature as a reference point and tried to replicate 
the evolving abilities of living beings, imitating some of their 
morphological and structural features. On a theoretical 
level, the analogies between architecture and nature that 
they propose are established in functional questions; in 
actions such as growing, renewing, changing or adapting. 
And their translation into architectural practice is carried 
out through the application of structural and organisational 
patterns or systems observed in living beings.

However, although this analogy can easily be read in their 
fi rst proposals, over the years and as the members of the 
group developed their own professional careers, it became 
progressively diluted. An example of this is the Aquapolis, 
the prototype of a marine community that Kikutake had 
the opportunity to build for the Expo’75. Despite the 
author’s multiple previous tests, it turned out that in its 
materialisation the design lost its biomimetic features and, 
instead of an innovative design, a method commonly used 
for off shore oil fi eld drilling was employed.!( Kikutake 
himself, exploring other paths, in 1968 proposed the Tree-
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shaped Community, a group of buildings which individually 
resemble the shape of trees and which, when grouped 
together, form a sort of artifi cial mega-forest. In this way, 
distancing himself from the functional organic analogy 
that originated in Metabolism, a literal metaphor emerges 
here in which the shape of the buildings responds more to 
aesthetic than functional questions. And this is why it could 
be considered an antecedent of postmodern strategies.

Metaphors of Late Postmodernism

As refl ected in the magazine Japan Architect, !)  during 
the seventies and early eighties, the subject of nature did 
not arouse much interest. However, from 1986 onwards 
it reappeared with force as a result of the fact that some 
architects, aware of the unstoppable and inescapable 
artifi cialisation of the human habitat and tired of the useless 
nostalgia that is recreated in the inability to return to an 
idealised past of communion with nature, advocated the 
construction of a new environment, a ‘secondary nature’ 
in accordance with the present."*+This idea gained some 
popularity in the 1980s and 1990s, and its main exponents 
were Itsuko Hasegawa and Toyo Ito, who, despite their 
diff erent approaches, shared an interest in the perception of 
nature through architecture."!

As Charles Jencks points out,"" the application of semiotics 
during postmodernism uncovered the true arbitrariness 
of architectural form, freeing it from the technological, 
economic and, above all, functional constraints imposed by 
modernity. Once the true cultural reasons determining the 
architectural sign had been recognised, designers were free 
to adopt new symbologies and explore confi gurations that 
went beyond traditional typologies. Thus, the architecture of 
‘secondary nature’ in Japan chose to symbolise the natural 
world artifi cially and with a certain level of abstraction. The 
main strategy they employed in this regard was the organic 
metaphor, albeit diff erent from that used by the metabolists. 
In their projects, nature is evoked through the direct and 
schematic formal replication of natural elements such as 
mountains or trees, in a sort of artifi cial pseudo-nature.

Itsuko Hasegawa’s Shonandai Cultural Centre MH:N4,OTQ, 
built in 1990, illustrates this perfectly. Its large, diverse 
programme is 70% buried, thus reducing its volumetric 
presence and providing greater freedom of formal 
operation. Four spherical forms house the main rooms 
which, as if they were sky bodies embedded in the earth, 
protrude at various points and enrich the semi-natural 
landscape formed at street level where, protecting a 
children’s pavilion, there is a group of roofs with numerous 
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small peaks that resemble rocky mountains. From one of 
the globes emerges a staircase in the form of a crystalline 
waterfall, which breaks up into a stream and meanders 
between metallic trees and pergolas, also metallic, which 
replicate the structure of the trees or the shade of the 
clouds. Thus, each architectural element fi nds its analogue 
in nature, which it symbolises by schematically copying its 
form. 

There is even a tree clock that emits recordings of nature 
sounds such as the murmur of a river, the chirping of birds 
or the rustling of leaves. But not everything is artifi cial; 
there are also garden areas with plants, and the fl esh-and-
blood birds build their nests among the metal branches, so 
that their trills intermingle with the recordings. Materials 
are also mixed in: metals, glass, handicrafts, and even 
natural materials, such as shells, which are embedded in 
the concrete, where animal tracks and dried leaves can also 
be seen imprinted on the surface."# This is how Hasegawa 
transmutes industrial materials, turning high-tech into 
‘natural’ and making visitors experience a second nature, 

artifi cial, industrial, but recognisable at all times by its 
formal imitation.

Another particularly relevant case in terms of symbolism 
is the Yamanashi Fruit Museum MH:N4,OUQ, 1995. It consists 
of three gently slanted light roofs of diff erent sizes and 
materials. They house various programmes and are 
complemented by underground spaces and garden areas 
that expand and connect them. As Hasegawa specifi es, 
the architecture here is thought of as a “poetic machine” 
that expresses notions of environmental, spiritual and 
social ecology."$ The volumes form a poetic metaphor of a 
“grouping of seeds”, where each of the spaces symbolises 
a particular aspect and expresses the fertility and vitality 
of the fruit."%+The Fruit Plaza, covered by a domed tree 
structure, represents a large tree; the Tropical Greenhouse 
evokes the sun with which seeds are generated and spread; 
the underground exhibition space represents the world of 
fruit genes; and fi nally, the Fruit Workshop symbolises the 
vitality and infl uence of seeds in human culture."& However, 
these evocations do not have suffi  cient formal support to 
be understood through direct experience alone, so they can 
only be appreciated if the viewer has fi rst been informed of 
the underlying symbolic relationships.

Previous to these projects, Toyo Ito was exploring in the 
mid-1980s the architectural possibilities for a nomadic 
way of life in cities. Among such attempts was the Nomad 
restaurant-bar MH:N4,OVQ, conceived as a temporary structure 
to be enjoyed between January and August 1986. For 
its construction Ito used perforated metal, expanded 
metal and fabrics for the interior cladding, generating an 
irregular contour and blurring the shape of the building 
through the superimposition of layers of varying form. 
The undulations of the elements caused an eff ect of 
continuous transformation of the space, intensifying the 
sense of fl uctuation and impermanence, properties usually 
associated with phenomena occurring in nature but not 
inherent to artifi cial constructions.

Something similar occurs in the Tower of the Winds MH:N4,
OWQ, also from 1986, whose appearance varies at night by 
translating into light the variations in wind and noise levels 
that computerised sensors pick up from the surrounding 
environment. Here technological advances allow for a 
reading of atmospheric conditions and cause the external 
appearance of the building to alter accordingly, again 
undoing the solid, permanent image it displays during 
the day, transforming it visually into a voluble entity, like 
the wind. In both projects it is the irregularity and visual 
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alteration that cause the organic eff ect; it is its changeable 
appearance that awakens the association with the natural 
elements.

However, it is in the Sendai Mediatheque, designed in 
1995, where a more direct and legible organic metaphor 
is proposed, this time through the metaphor of the forest. 
The thirteen pillars that cross the building have often been 
likened to trunks or seaweed, due to their irregular vertical 
development —which gives them an apparent undulating 
movement— and also to their hollow character, since, just 
as sap diff uses through the inside of the stems of plants, the 
pillars function as conduits allowing light to enter and air to 
circulate, and also house the circulations and installations 
that keep the building alive. For all these reasons, even in 
its design phase, Ito already described it as a “multi-layered 
urban forest”."'

In this way, both Ito and Hasegawa make use of metaphor 
—be it behavioural as in Ito’s ‘wind architecture’, functional 
as in the Mediatheque, formal as in the Shonandai Cultural 
Centre, or symbolic as in the Fruit Museum— to escape 
typologies and explore new forms by drawing inspiration 
from elements or properties of nature. In this respect, 
drawing on the terminology of linguistics so popular at the 
time, it could be said that the metabolist organic metaphor 
is syntactic, as it is concerned with the relationships 
between elements —the patterns of growth and structural 
rules— while the postmodern organic metaphor is semantic, 
as it is primarily concerned with the form of the individual 
elements —their visual appearance— as well as their 
symbolic meaning.  

Emerging alternatives to conventional sustainability

Even as some of these projects were being completed, 
the illusion of a future free of problems such as pollution 
and environmental degradation pervaded the developed 
countries as much as a century earlier had been the rage 
for technical progress. Technology had ceased to be an end 
in itself and had become, ideally, the means to achieve the 
salvation of nature. In Japan, there are some examples that 
follow in this wake and advocate energy saving or waste 
reduction, such as the NEXT 21 collective housing building 
in Osaka."(

However, sustainable hyper-technifi cation has not been 
developed to any great extent there. After all, the Scrap and 
Build that is still common in Japanese cities is a practice 
that is hardly compatible with the famous ‘three Rs’") 
of sustainability. Rather, instead of striving to meet the 
requirements of sustainable architecture, what has been 
observed in Japan over the past decades is a signifi cant 
increase in projects that introduce nature into the design 

and construction of buildings,#*+either literally or abstractly, 
as well as the diversity of strategies employed by the 
architects to achieve this.#!

Particularly in the aftermath of the 2011 earthquake, there 
has been an increased attention to the solvency of concrete, 
current and local problems. An example of this was the 
24th UIA World Architecture Congress held in Japan in 
September of the same year under the slogan ‘Tokyo 2050’, 
which focused on tackling issues such as the ageing and 
shrinking population and the shortage of green spaces in 
cities. As well as the Home for all project, promoted by Toyo 
Ito for the reconstruction, not only of buildings but, more 
importantly, of the communities that had been broken by 
the Fukushima tragedy.#"

Since then, many architects, especially the younger ones, 
have developed their projects and discourses around 
nature. Junya Ishigami and Hiroshi Nakamura, among 
others, have done so. Their tactics are dominated by 
artistic and qualitative communication, linked to the 
personal, the sensory and the perceptive, rather than a 
more pragmatic and technical approach. In general, their 
projects do not seek to reduce the environmental impact 
or increase the ecological value of the surroundings, but, 
aware of the ecological footprint caused by architecture, 
they choose to promote contact and understanding 
with natural manifestations through their work. Such is 
their responsibility for the good of the planet and future 
generations.##

Take Hiroshi Nakamura’s Dancing Trees, Singing Birds, 
built in 2007 MH:N4,OXQ, a project that he himself considers 
a turning point in his work in terms of incorporating 
nature into the design process. It consists of a residential 
complex that seeks to make use of as much land as possible 
while preserving the pre-existing trees. To this end, in 
collaboration with researchers and tree specialists, studies 
were carried out to identify the location of the main roots 
and three-dimensional simulations were developed that 
refl ect the movement of the trees in high winds, as well as 
an estimation of the growth of their branches. Based on this 
data, Nakamura placed the load-bearing walls as close as 
possible to the trees without damaging them and arranged 
small rooms such as bathrooms and studios between 
the swing areas of the trees, adapting to the shapes and 
dimensions of the free spaces. As a result, it is a design that 
moulds itself to the trees, similar to the way a bird builds its 
nest.#$

Three years later, in the Roku Museum MH:N4,OYQ, Nakamura 
used the same technique of study and three-dimensional 
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analysis of the trees, with the particularity that in this case 
the trees were planted almost simultaneously with the 
building, so that the shape of the building was designed 
to adapt in advance to the development of the roots and 
branches, in order to interfere as little as possible with their 
growth. Consequences of this are the funnel shape of the 
enclosure, the low height of the entrance and the elevation 
on pillars in some areas.#% Through his projects, Nakamura 
states his primary intention: ‘I want the people who use a 
building to be in a close physical and mental relationship 
with nature, because I think this communication brings 
with it a meaningful relationship, which is diff erent from 
a dichotomy between the two, nature and something 
artifi cial’.#&

However, when it comes to questioning the dichotomy 
between the natural and the artifi cial, Junya Ishigami’s 
projects, such as the one he did for the 2008 Venice 
Biennale MH:N4,OZQ, are not to be missed. The exhibition 
consisted of four small greenhouses of diff erent sizes and 
proportions; simple, lightweight glass enclosures with 
no artifi cial climate control which, without drastically 
varying the environmental conditions, generated a slight 
hygrothermal change inside them, making it possible 
for plants to grow which could never survive in Venice 
under natural conditions. There is thus a distortion of 
the boundaries between the natural and the artifi cial, as 
these plants are inhabited thanks to human construction, 
but are not artifi cially assisted to do so. This conceptual 
ambiguity is further reinforced by the eff ects of refl ection 
and transparency of the glass as a result of the variations in 
ambient light, creating a continually changing and illusory 
scene.#'

Another case where there is a confl uence between 
boundaries, this time functional, between the aesthetic 
and the fruitful, is the Art Biotop Water Garden MH:N4,POQ, 
completed in 2019. A project that provides a blend of 
garden and farmland where visitors can share a beautifully 
landscaped space and at the same time cultivate the land, 
harvest their crops and cook them in the adjacent hotel, 
thus blending productive activities with sensory enjoyment. 
Unlike conventional farms, where space and resources are 
optimised to obtain as many crops as possible, the main 
objective of this project is for people to learn about and 
become involved in the process from the soil to the plate, 
and to do so in a beautiful and pleasant environment. 
To achieve this, instead of using the standard orthogonal 
pattern, Ishigami arranged the land in a complex, non-
regularised system, using small ponds to defi ne its structure. 
It is in those spaces between the ponds that countless 
gardens emerge which, due to their small scale, can be 
designed and experienced with attention and familiarity.#(+

However, much of the seductive appeal of this landscape 

lies in its dreamlike character, for it is in fact an impossible 
ecosystem: a waterlogged terrain planted entirely with 
tall, non-aquatic trees. It is therefore a complete artifi cial 
invention, although it doesn’t look like one, and that is 
precisely its greatest quality.

Compared to the previous projects, these last four 
projects manifest a more direct, more physical integration 
of architecture with nature. In Nakamura’s case, the 
construction is subordinated to the development of 
the plants, while Ishigami explores the hybridisation 
of the artifi cial and the natural both conceptually and 
sensorially. What they both share is the apparent simplicity 
of their results; that is, the concealment of the technical, 
technological, conceptual, and even constructional 
complexity that underlies their works. Nakamura’s buildings 
seem to adapt organically to their surroundings, just as a 
bird builds its nest by moulding itself to the branches, but 
in reality, they are designed in anticipation of the future, 
using the most innovative technology. Ishigami’s works, on 
the other hand, appear natural, but the exhaustive control of 
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all their elements, the planning down to the smallest detail, 
the constructive challenges they pose and the constant 
maintenance they require in order to achieve the desired 
appearance are invisible. All these works appear elementary 
and natural, but they are the result of human artifi ce; they 
are, therefore, illusions of a highly artifi cialised naturalness.

Conclusions

This brief analysis of the last sixty years of Japanese 
architectural history has revealed a clear trend in the 
introduction of nature into the design process. The fi rst 
conclusion to be drawn from this is that, while Japanese 
architects have shown a persistent interest in bringing 
human practice closer to natural elements and processes, 
the degree and ways in which nature has been present over 
the years, far from being constant and homogeneous, have 
varied in parallel with the architectural movements and 
general interests of the time. This variation has evolved from 
organic patterns, applied in the structuring and organisation 
of metabolist projects, through the more or less literal 
metaphors of late post-modernism, to the more recent 
illusions of artifi cialised naturalness.  

In addition to this, there are other lessons to be learnt. 
Firstly, that, in one way or another, more or less 
intentionally, the projects analysed are aimed at overcoming 
the dichotomy between the natural and the human 
previously entrenched in modernity; that conceptual 
division which often limits the advance of ecological 
thinking. Secondly, that technology, while increasingly 
used and contributing to the exploration of new solutions, 
its perceptible presence is being progressively reduced. 
This is because the intention is now to achieve an apparent 
naturalness in projects, for which the invisibility of 
technology has become indispensable. Thirdly, by directly 
introducing nature into the design process, these projects 
pose other potentially enriching experiential, pedagogical 
and sensitive alternatives to sustainable design based solely 
on technical aspects such as energy effi  ciency and carbon 
footprint reduction.

Finally, and in relation to the latter, the most current 
projects suggest that the solution to the imbalance in which 
we fi nd ourselves is to coexist and interact directly and 
on a daily basis with nature. In this sense, technology can 
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