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ARCHITECTURAL ASSOCIATION, LONDON: DIPLOMA UNIT 9

UNIT MASTER — MIKE WEINSTOCK
‘Ground as Container, Container as Topography’: Herbert Lui

Manchester, a quintessential 19th-century
industrial city, has been destroyed by the
vacuous and banal urbanism of the 20th
century. The IRA bomb of 1996 damaged
a large part of its fabric, but the energies
unleashed by the detonation have opened
up a field of enquiry that has inevitably
questioned the very idea of centrality
in the city.

The Unit's search for a means by
which to generate new spatialities for the
21st century began with individual
trajectories and experiences in the fabric
of the city, both real and imaginary.
Urban cartographies were developed that
revealed new geometries and orientations,
combining historical, perceptual and
cultural alignments. These cartographies
were used to model spatial constructs,
that, in turn, generated ambiguous urban
morphologies and deformations. New and
highly specific formal tools, capable of
exploring emergent topographical rela-
tions, were borrowed and adapted from
other disciplines.

Some of these encounters gave rise to
what may be called ‘recombinant’ ideas,
for example the ‘vanishing point and the
turbulence of the event horizon' or ‘hypertext
structures and viral transformations’. These
fresh concepts determined conditions that
translocated the programmatic and tempo-
ral orders of the existing idea of the city.

If everything is translocated, what
concepts operate in the centre?

Can an image of a fluid and immaterial
‘centre’ become a coherent statement of
movements, capable of translation into
topology and topography? Can the concept
of a polycentric, multi-layered city bring
together ideas of sectional space and
peripheral programmes? What does it mean
to describe an ‘asynchronous network of
flows through a non-hierarchical array of
attractors' as an urban concept?

These questions, highly resistant to
definitive resolution, destabilise the idea
of centrality, suggesting unclosed and
dynamic strategies and the development
of new instruments of urbanism.

Mike Weinstock

The vision for the heart of the city was to
reinstate pedestrian dominance, maximis-
ing the perceptual and spatial experience
for its users. Four categories of spatial
elements or programmes are proposed —
derived from a mapping exercise using
data collected from the existing fabric to
create a new formal and spatial relation-
ship with the existing city. The insertion of
these programmes destablises the
mundane balance of the urban centre to
enable new readings, datums and experi-
ences through the very act of movement.

The ‘ground’ is a suspended translucent
container, interweaving four programmatic
plates, blurring the edge and boundary
conditions between plates and ground
and enveloping the user in a continuity of
space and plates.

The four programmatic plates are
unpredictable, flexible and hybrid spaces
that circulate both horizontally and
vertically to the structure of a new datum
scale. The new ground and the program-
matic plates overlay a unique system of
layers and levels on to the existing fabric,
both above and below ground.

The basin is a water landscape con- *
ceived as an urban oasis. The hypnotic
swirl of the water adds a tactile quality to
the space while it manipulates the rays of
the sun, as they filter through the translu-
cent layers above, to create a visual
dance of light and shade. The whole
project is built on a matrix of pre-installed
foundation stumps with spacings of 10 x
10 metres. This matrix will set the guide-
lines and control for any insertions by
limiting the structural loading capacities
and height restrictions. The aim is to
allow for the form and scale of future
developments to be controlled so as to
maintain a eoherent and yet flexible,
evolvable site.

The new urban corridors are habitable
linkways and bridges occupied by pro-
grammes and events. Parasitical coloni-
sation of existing empty, or decaying,
buildings enhance movement through
otherwise deserted areas, providing
programmatic engagement on the move.

Perspective drawings of Herbert Lui’s project
for Manchester
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ARCHITECTURAL ASSOCIATION, LONDON: DIPLOMA UNIT 4
TUTORS — BEN VAN BERKEL, MICHAEL HENSEL
‘Woven Organisation’: Christopher Lee

Strategy

The project is located on an empty site
next to Spitalfields Market in London. As
would be expected, on weekends the
market is filled with activities that are
visually rich and constantly shifting.
Surprisingly, this area is also home to the
Spitalfields Arts Project. More than 70
artists are housed in the basement of the
market. The work and products of these
artists are barely known, or seen, by the
market users. The intention of this project
is to make the art and artists more apparent
within the visual field of the urban fabric,
and, moreover, to utilise the resultant
effects to strengthen the political voice of
the artist community against developer
driven interests

Plan of level 2.5

Woven Potential |

Visual fields were mapped out on the site
from key locations, and the ground plane
folded to accommodate new visual and
physical continuities and connections
These planes form a continuous surface
that organises movement and directs
visual perception. Three event structures
were determined with reference to the
users of the market, and the visual field of
the existing and the new spaces: living,
exhibiting and working. The living structure
offers temporary living for the artists
working in the studios, while the proposed
studios are linked to the existing spaces
in the basement. Activities that relate to
the three event structures are distributed
with reference to their location within the
visual field, the angles of inclined sur-
faces and degree of visibility of the
surfaces. These activities weave into one
another, as well as combining with
surface direction and inclination

Woven Potential Il

Inclined surfaces weave new visual fields
from above the ground plane towards the
level of the basement, and allow the
observer and market user to encounter
art as an event that accompanies occur-
rences in the market. The art is viewed
under one's feet, over one's head, or
multiplicitously as one passes through
the site, to and from the market. The
project employs primarily two materials,
concrete and glass. The intention is to
have the gallery entry as visually perme-
able as possible, to enhance the effect of
the extended visual field. The field
seemingly collapses into the space of the
project, drawing movement flow towards
the lower spaces
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‘Hand cream’, proposal for a Nivea cream advertisement,
1991, photo/concept Nikos Georgiadis

‘Form Follows Function', hi-fi speaker advertisement in
hi-fi magazine, 1996
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FROM LEFT: ‘Maybe she was giving me
material for the painting’, CD cover for
Perikles Koukos' opera ‘Conroy and his
Copies’, 1995; Sketch of Edward
Hopper's painting Two on the Aisle

Design team: Anamorphosis Architects
Nikos Georgiadis, Tota Mamalaki,
Kostas Kakoyiannis, Vaios Zitonoulis;
graphic designer: Katerina Margeti




ANAMORPHOSIS ARCHITECTS
SPATIALITY IN ADVERTISING AND GRAPHIC DESIGN
The Spatial Image

Realising the message is not merely a resistance to the hyper-real
‘medium is the message’ type of communication that employs the
symbolic value of objects; it is mainly a proposition for a method of
communicating through the actual quality and use-value of the
presented objects (the ‘advertised products’). Such a presentation
addresses communication at a more personal, but also social,
level, aiming at a non-symptomatic utilisation of objects.

A return to the use-value as a method of presentation (as far as
possible within such an aggressive market) means that the
presenting image refers to the directness of reality. Reality as
image comes to act as an experience-bind of possibilities instead
of a false promise; while the symbolic/exchange value reappears
as a guest, rather than as a guide or as (symbolic) irrelevance.

Architectural experience provides a spatially dialectic method
that can be used to technicalise and make such communication
possible. A spatial image therefore, can introduce the advertised
object not as an object of desire but as a bearer/member of an
‘other' mode of representation that operates at the broad level of
spatial associations — the world of associated objects — which
recur as a critique of the symbolic singularity, or finiteness, of an
advertised product.

As a presentation technique the spatial image resists the
ongoing metonymic appropriation of the objectal world (as
dictated by the symbolic values of exchangeability). It reverses
any metonymic (traditional) or counter-metonymic representations
(eg Benetton campaigns). Furthermore, it exposes metonymic
intentions by expanding and rendering operational the meta-
phoric principle of the real object outside the ruling metonymic
order of the product. In that context, graphic design is proposed
not as minimalist reductionism (symbolic singularisation) of real
complex imagery but as a process of singling out the major
symbolic preoccupation at issue, through the activation of
mutually anticipatory spatial features of that imagery.

At a technical level, the spatial image over-realises the
symbolic preoccupations or metonymic intentions of the viewer,
realising them 'literally’, by treating them as more ‘real’ than
expected. Often, commonly accepted, or cliched statements, are
useful to summarise such preoccupations in order to be re-
versed. On the other hand, well-established metaphors (having
lost their metaphoric power long ago to be metonymically
assimilated) can constitute the raw material from which spatial
associations can be developed.

Five examples

“Objective value” of real property under review' advertises the
new economics department of a large bookstore. The proposed
image spatialises a cliched financial statement. It reveals the
spatial/objectal potentials of a 1000 drs banknote by activating the
note's stale imagery, including its figure number, emblematic of its
symbolic value. ‘Sum total’ advertises applied economics publica-
tions sold in the same store. The old exchange value is treated as

use value in the light of the new ‘euro’ common currency. The
new exchange value is applied/realised, rather than mistrusted
or doubted. Counting, itself symbolic in origin, is now imposed on
symbolic value itself; accounting appears as a non-exchange
process, as opposed to the contractuality of currencies.

‘Form Follows Function’ advertises high-quality, handcrafted
speakers. The well-known slogan proclaims, at a general symbolic
level, the ‘functionality’ of the object as a function-minded
structure; it also makes a link to the world of forms (the
surrounding objects) to condition a spatial synthesis. Here, the
slogan is reversed by being actualised in a real, non-homogeneous
spatial environment (notably, the environment as a homogeneous
whole is connotative of musical experience itself). ‘Perfect’
sound is presented as a discovery — a worthwhile realisation and
experience - rather than an ideal state imperfectly approximated
by (any) sound equipment. The speaker is an instrument; it does
not reproduce/represent music/sound; it simply realises it in a
real environment whose parameters have guided its technical
specifications. The surrounding environment realises the sound
(ie the function) through the speaker.

‘Hand cream’ is a concept for advertising a hand cream
produced by a worldwide established firm (notably, the actual
product is often named after it). The proposed synthesis raises a
series of objectal associations by ‘foregrounding’ what was
formerly a mere referent. The real blue jar, and its illustration, are
taken a little more literally than originally designed to be, as the
stereotypical holiday scene (blue sky and sea, sailing yachts, the
human hand...) is now introduced in full experiential form
‘backgrounding’ the trade name, which eventually hangs over as
a mere (quested) word.

‘Maybe she was giving me material for the painting’ is a
synthesis for a cover for a contemporary opera CD. Edward
Hopper's painting Two on the Aisle (1927) is used first at a
quasi-representational level (in the tradition of using ‘classi-
cal’ paintings to represent ‘classical’ scores). However, the
synthesis activates the painting's inherent spatial potentials,
proposing an extra treatment of Hopper's already rich spatial
context. The question here is not to allocate design a given
artwork (a CD cover), but to reveal and instrumentalise its
spatiality as a critical presentation of the plot. In the opera,
Conroy, a composer, lives in a fantasy world he has created
for himself from an environment of people — copies of himself -
who admire and serve him. Confusion arises when he falls in
love with a woman ‘from another world’ who disturbs his
community of replicas. The proposed image collocates the
difference (perceptual, locational, metrical) between the space
of the ‘audience’ (female) and that of the ‘stage’ (male). It
highlights the instability and inattentionality of the former,
vis-a-vis the austerity and spectacularity of the latter. To
amplify that point a painterly technique (airbrush), alien to
the painting's original matiére, is also employed.

Vil




MARK DURDEN
SCREEN MEMORIES

The Ghost Camera, directed by Bernard Vorhaus,
is an old English movie which has a bizarre story
to do with photography. Someone finds a cam-
era and develops its film in order to find the
owner, but the pictures instead provide clues to
a crime. One of the negatives shows a murder,
one man stabbing another. (The theme of
Antonioni's Blow-up is not that far away at this
point.) This negative mysteriously goes missing,
together with the camera, but Vorhaus' amateur
sleuth still has the other four negatives from the
camera. When he prints them he finds sufficient
clues in the pictures to track down the scene of
the crime. It is by finding out where the photos
were taken, revisiting their locations, that he is
led to the spot where the fifth photo was taken
and discovers the body of the murder victim. A
series of otherwise banal and nondescript pic-
tures — a woman in a doorway, a train, an inn
and ruins in a landscape — becomes important
for the clues it offers. The address of a street in
London, discernible in the first photo, enables
him to track down the woman in the picture. The
number of the train leads him to determine the
route of the railway line, which leads him to find
the inn in the next picture and then the ruins,
and, finally, the murder scene.

Film offers a fitting way to begin to consider
the work of the Californian artist Cindy Bernard.
For four to five years she was working on a
project in which she made a series of photo-
graphs which stem from popular American
movies. For this project, like Vorhaus' amateur
detective, she visited places already pictured.
She followed in someone else's footsteps. Only
she sought out the locations where films had
been shot and took a photograph on that exact
same site. And, on occasion, this even meant
she located and photographed scenes of a
crime; crimes, that is, which took place in films.

Between 1989 and 1992, Bernard made a
series of 21 photographs of film locations,
collectively entitled Ask the Dust. Each photo-
graph involved careful research: time spent
going over production records at the Margaret
Herrick Library at the Academy of Motion Picture
Arts and Sciences in Beverly Hills, letters and
phone-calls to directors and production managers.
Together these pictures from ‘the pictures' span
20 years, 1954 to 1974, beginning with a loca-
tion shot tracked down from the sci-fi film Them

Vil

and ending with a view from Roman Polanski's
Chinatown. Each photograph is given the title of
the film its location stems from, and two dates:
the time of the film and the time Bernard took her
picture. There is a desire to match her pictures to
the films as closely as possible. The elongated
format of each photo exactly duplicates the
aspect ratio of the original film. And, in accordance
with the movies they are taken from, three of the
locations are photographed in black-and-white.

We view Bernard’s pictures knowing they are
taken from films. These are pictures of empty
and emptied out sites which invite us to fill them
up with our own imagined scenarios and, or,
filmic memories. We bring narratives to these
half-familiar scenes. Bernard's view of the Golden
Gate Bridge is familiar as Hitchcock’s view in
Vertigo, and as the place where James Stewart,
‘Scottie’, rescues Kim Novak, ‘Madeleine’, from
the waters. Our relation to Bernard’s panaramic
rooftop view over streets in San Francisco alters
irrevocably once we know it — and remember it -
as the same location from which a killer shoots a
girl swimming in a rooftop pool in the opening
sequence of the film Dirty Harry.

Our viewing of these documents of real places
at specific moments in time is filtered through
more general memories from films. As settings,
as backgrounds, her pictures bear certain simi-
larities to Eugene Atget’s photographs. As mere
documents Atget's photographs were used as
reference material; the emptiness of his street
scenes is in part accounted for by the fact that
they were taken up and used by artists and set
designers. As Molly Nesbit points out, his pic-
tures 'asked for a narrative, dramatic action, a
relation to a larger whole'.

Bernard’'s photos invite us to decipher the
settings, recalling the dramatic narratives once
enacted there - remember the underpass as the
lair of the giant ants. But details in Bernard's
pictures also mark the differences from the films:
the graffiti on the underpass and the tourist
advert just legible on the bottom of the rooftop
pool in San Francisco. Such contingent details
tend to play against the mythic and fantasmic
associations these location shots carry, calling
attention to the essentially documentary style
Bernard is using in Ask the Dust.

Ask the Dust's film chronology from 1954 to
1974, makes us think of history. One thinks of

FROM ABOVE: Dirty Harry (1971/
1990), colour photograph, 11.5 x
23 inches, 18 of 21 parts; Vertigo
(1957/1990), colour photograph,
12.5 x 23 inches, five of 21 parts;
Cheyenne Autumn (71964/1990),
colour photograph, 10.75 x 23
inches, 11 of 21 parts; North by
Northwest (1959/1990), colour
photograph, 12.5 x 23 in, six of
21 parts; Bonnie and Clyde (1967/
1991), colour photograph, 12.5 x
23 inches




the films referenced by Bernard as representing
the times in which they were made. Violence
runs through many of them. We begin with a film
about invasion, Them, and end with a film about
political corruption, Chinatown. With its story
about an invasion of giant ants, Them might not
only be interpreted as reflecting a fear of
Communist invasion but a wider fear of the
other. Chinatown is a film about control over the
land; the violence and corruption in the film
stemming from crooked political figures starving
land of water so that they can buy it up cheaply.
It is the location of the dried up riverbed visited
in the film by the private detective, Jack Nicholson,
which is tracked down by Bernard.

Some locations recur, such as Monument
Valley, which is familiar to us because of the
Westerns. This area has become almost exclu-
sively identified with the films of John Ford, and
Bernard frames the landscape exactly as Ford
framed it for The Searchers and Cheyenne Au-
tumn. Such landscape views have come to typify
America. As Edward Buscombe has argued, since
‘the celebration of America's natural beauties
was held to be an eminently patriotic activity’, the
desert and canyon landscape became espe-
cially important because it was unique to America.

Viewed in terms of appropriation, we think of
Bernard's work in relation to the practice of an
earlier generation of American artists such as
Sherrie Levine, Cindy Sherman and Richard
Prince. By appropriating or mimicking other
pictures, such artists seemed to set out to
expose the second-hand quality of our percep-
tions, demonstrating how our experience is
governed by pictures, in newspapers and
magazines, on television and in the cinema.
Prince's photos of details of Marlboro men ads,
Levine's copies of photographic reproductions of
pictures by Walker Evans and Edward Weston,
Sherman’s impersonations of women in film,
have become emblematic of a postmodern
climate in which first hand experience begins to
retreat, to seem more and more trivial.

But there is a difference with Bernard's Ask
the Dust series. It begins with representation but
returns us to the ‘real’ of specific locations. Films
trigger a quest for, and a return to, an origin on
the part of the photographer. Our viewing of
these sites may be filtered through filmic
memories, but this return to specific locations
still gives the work a distinctive effect.

In this respect it is interesting to view Bernard's
photos in relation to the re-photography of William
Christenberry, who spent time tracking down
and photographing views previously photographed
by Walker Evans. Christenberry retraced the
journeys of his predecessor, taking photographs
to match as closely as possible views taken by
Evans. The present is viewed and framed
according to pictures from the past. Twenty-four

years after Evans, and in colour, Christenberry
photographed the same warehouse and grocery
storefronts in Stewart, Alabama. His re-photog-
raphy allows us to measure the changes in
places over time. The note is elegiac; the
storefronts in his photos after Evans are now
abandoned. At the same time, Christenberry is
recording the places where he spent his child-
hood; he is revisiting places strongly tied up
with personal memory. This is brought out in part
by the way in which his pictures are taken with a
simple Brownie camera, giving them the feel
and intimacy of family photos.

Family photographs are important to Bernard.
In Grandfather Photos (1989) she made an
archaeology of her own family photographs. She
selected and printed 20 colour pictures from the
3,500 slides her grandfather used to document
family vacations between 1950 and 1979. These
were mostly taken in North American, though
later travels record Alaska, Hawaii and Haiti.

Spanning a similar time to Ask The Dust, the
slides also echo the mythic aspect of such
images. What recurs in the pictures Bernard has
selected is the open road, the power of the
perspectival view, the rush of roads into the
distance. In some of the pictures from the Ask
The Dust series, most notably in Bernard’s North
by Northwest (1959/1990) the road disappears
into the vanishing point of the blue horizon, a
deep spatial recession which evokes temporality:
an open expanse of road to be travelled, of
journeys and adventures still to come. Bernard
is interested in the road as metaphor: ‘it
symbolises freedom and confinement. Stretching
beyond the haorizon, it promises infinity yet it is
part of a grid defining space.’ She has said how
each of her grandfather's images “reflects a
desire to transcend those boundaries, to dis-
cover that point of infinite space.”

While Ask the Dustwas still underway, Bernard
made Two Roads (1991), which consists of two
large-scale colour photographs of a hair-pin
bend in Monte Carlo. Unlike the roads in the Ask
the Dust series and Grandfather Photos, these
hair-pin bends effect a kind of reverse perspec-
tive, roads which don't rush away but come
towards us. The Hollywood star, Grace Kelly, is
the key to the significance of these sites. One
road is the place where she pulls off the road
and kisses Cary Grant in Hitchcock's film To
Catch a Thief, the other, the place where the
actress died in a car crash. The landscape
becomes a memorial to a star whose death is
tied up with the movies.

Ultimately, Bernard's photos remain reflective
and evocational. Their emptying out of narrative
incident and content leaves us with settings
haunted by the ghosts of a succession of
movies. While located in specific time and place,
they resist fixity. One reading will not do.

FROM ABOVE: Them (1954/1991),
black-and-white photograph,

14.5 x 23 inches, one of 21 parts;
Oklahoma (William Adams 1960/
1989), cibachrome print, 6 x 9
inches, one of 20 parts; Louisiana
(William Adams 1950/1989),
cibachrome print, 6 x 9 inches,
one of 20 parts; Two Roads (1991),
detail, colour photograph, wood,
46 x 85 x 3 inches, one of two
parts; Two Roads (1991), detall,
colour photograph, wood, 46 x 85
x 3 inches, two of two parts; all
photographs by Cindy Bernard

Mark Durden is Senior Lecturer in

History and Theory of Photogra-
phy, University of Derby
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“from Academy

COLUMNS

JONATHAN ADAMS
(Alsop & Stormer Architects, London, UK)

Columns presents case studies of modern columns used in buildings today,
demonstrating their continued significance within architecture and the way in which
historical precedents have been tailored for contemporary needs. The author compares
columns built by the ancient Greeks with those characteristic of other recognised
important cultures and periods of architecture up to the modern day. The comparisons
are technically based: concerned with form and use of materials, structural purpose and
execution. The highly informative combination of building context, design aesthetics
and technical solution, as revealed in case studies, is unique in a field where specific
technical quality in design detailing is often underexposed by the superficial
presentation of entire schemes.

e Essential guide to architects and the use of columns within building

¢ Unusual and innovative case studies

e Part of the Academy Detail in Building series

PB 0471 978078, 245 x 245 mm, 96 pages. llustrated throughout, mainly in colour.
Y27.50 $27.50 £14.99: May 1998

HYPERSURFACE ARCHITECTURE

Guest-edited by Stephen Perrella
(Columbia University, New York, USA)

Architecture is approaching an unprecedented juncture as the complexities of
contemporary culture become increasingly saturated with digital technology. This
volume of Architectural Design brings together a selection of essays and projects by
leading thinkers and practitioners in the field of computer-generated architectural
design. Hypersurface is an architectural concept that promotes broader integration
between ‘cyberspace’ and the built environment. It promotes increased accessibility to
the Internet, initiates new ideas regarding architectural ornament, instigates new
explorations of architectural surfaces and materials and examines the integration of
architecture and context. This is the first publication to focus on the subject of
Hypersurface architecture, providing new conceptual tools to understand new
developments in architecture relating to new media.

PB 0471978094, 305 x 250 mm, 112 pages. lllustrated throughout, mainly in colour. Y32.50
$32.50 £18.99: May 1998
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READER
Edited by Ken 'W

THE FLUXUS READER
EDITED BY KEN FRIEDMAN

(Norwegian School of Management, Sofienberg, Norway)

Thisisthe firstcomprehensive source book onthe international community of artists,
architects, designers and composers described as ‘the most radical and experimental
artmovementofthe 1960s’. Fluxus leftits mark on our era by incorporating the workand
thought of major artists such as Joseph Beuys, Yoko Ono, George Brecht, Nam June
Paik, Dick Higgins and Per Kirkeby. Neglected by the market-orientated art world,
Fluxus became a source of ideas and practices adopted by fields ranging from
architectural and industrial design to cultural theory and psychology.

«Presentation of key source documents by the original artists

*0Only bookto representall major figures of Fluxus

PB 0471978582, 200x 135mm, approx 288 pages. Y50.00 $50.00 £29.95; June 1998

CYBERSPACE

ROB KITCHIN
(Queen's University, Belfast, UK)

Cyberspace is changing the way we work, how we find information and presentiit, how
we do business, how we communicate with each other; even how we see ourselves. This
bookisathorough overview of this huge topic, presentedinan accessible way.

‘The mostcomprehensive introduction available . . . Inclear, jargon-free prose it
presents aninterdisciplinary synthesis of the mostimportant recent material from
social theory, cultural studies, sociology, political science and geography and
planning. An excellentteachingtext.” Stephen Graham, University of Newcastle.
*Firstuser-friendly and comprehensive textbook on cyberspace (issues around
cyberspace cutacrossarange of coursesinarange of disciplines)

«Student-friendly: short; wellillustrated; many case studies

HB0471978612, 240 pages, Y80.00580.00£45.00
PB047197862 0,240 pages, Y27.50827.50£14.99: January 1998

CITIES FOR CITIZENS

Planning and The Rise of Civil Society in a Global Age

MIKE DOUGLASS AND JOHN FRIEDMANN
(Honolulu, USAand Victoria, Australia)

The decision-making process of urban planning is very complex due to the limited
amountof land and the greater number of social, technological, legal, environmental
and commercial factors involved in changing the use of any part of atown. Decision-
making involves three separate groups or forces: the State (legal and social
requirements), the Market (commercial requirements) and Civil Society (individuals
and grassroots groups). Cities for Citizens analyses how these individuals and
grassroots groups areincreasingly influencing the development of cities. Itincorpo-
rates chapters on Europe, USA, Asia, Australia, South Africa, and Latin America. The
contributorsinclude some of the most influential planners in the world — Friedmann,
Sandercock, Forester, Lughod, Storper, Peattie.

HB047197708 X, 312pages. Y85.00 $85.00 £50.00
PB0471977098, 312 pages. Y32.50 $32.50 £17.99: January 1998
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Pewter Wings, Golden Horns, Stone Veils
John Hejduk, Monacelli Press (New York),
1997, 304pp, colour and b/w ills, PB £27.50
This book is a journey akin to that of the
Hypnerotomachia Poliphili, the 15th-century
text published in Venice, whose characters
inhabit a surreal narrative imbued with deep
symbolism and enigma — its meaning artfully
concealed by skilful ambiguity and the mists
of time. This journey, however, takes as its
theatres, ‘Crossings’, ‘Sites’, ‘Rituals’, ‘Sac-
raments’, ‘Testaments and A Wedding in a
Plum Room’, as opposed to the ‘Dark Forest'.
Hejduk has an instantly recognisable graphic
and formal style, in my opinion one of the pre-
requisites of greatness. This book fully exploits
this style as it flits from hairy sketches to bright
watercolours, models and photographs of
built work. Even the more normative architec-
tural representation of the ‘set out drawing' is
given exquisite poise at Hejduk's hand. This
device tends to be used with the more complex
propositions such as the Christ Chapel

Hejduk's creativity runs to both prose and
poetry in the service of his concepts. The book
is a casket of jewels that once opened
hypnotises with glittering wonders. Its shelf
life appears very long; it shows little of the
propensity of most books — that of familiarity
breeding boredom. It reveals much about its
author, with its fevered line and garish colour
Above all, itillustrates a devastating ability to
create gorgeous and stark worlds laced with
symbolic intensity. These are populated by
prisms, cruciforms, crucifixes, stripes, piloti,
ratchets and much else. These formal gam-
bits, combined with the written word, evoke
worlds that speak of sinister seduction,
architectures of loss, of pain and of silent fore-
boding, of power and control, but equally of
vitality, of cultural vivaciousness and fun.

This juxtaposition in Hejduk’s work is sweetly,
painfully ever present in contemplating any of
his output. Vignettes of his personality are
threaded through the text. We learn at one
point that a piece was developed on Novem-
ber 30 and December 1 1996 ' ... whilst
listening to Bach’s B Minor Mass, Gorecki's
Symphony No 3 and Bach's Cello Suites'.
Here is a book that encourages its victim to
scramble across a familiar but unfamiliar
landscape, across fluid poetry and across
a cornucopia of forms. These projects seem
to stir a core of emotions that could stretch
back to the pre-biotic soup itself, deep and
profound as they are

| sit writing this in Rome, a city that reso-
nates with Hejduk’s world - different as it

is. | am attending a computer symposium -
corporate executives, huge projects, much
capitalist hunger, many words, none about
architecture and the sublime. In a world ever
more dominated by global marketing,
interoperability and enterprise culture, it is
soothing to come across this delightful book.
Its prima materiais a timeless architectural art;
it has no truck with ‘hardbyten’ computer draft-
ing that reduces all surfaces to a ubiquitous
sharkskin patina.

The book is an architectural project in itself,
with long vistas where all is defined and clear,
and dead ends where all suddenly becomes
opaque and shadowy. It plays with us: seduc-
ing, nurturing and commanding. One of
Hejduk’s other skills is that he has continued
to elude categorisation. Here is not work about
Deleuzian rhizomatics, complexity, field theory
or the multitude of other passing fancies of
the avant-garde’s dubious history, but some-
thing far, far more primal.

Buy this wonderful book of Hejduk's clus-
tered cacophonies and wild articulations, it is
a quiet monument to much that is lost in our
day to day architectural practice and how we
short change not only others but also ourselves.

Neil Spiller

The New York Waterfront: Evolution and
Building Culture of the Port and Harbour
edited by Kevin Bone, Monacelli Press (New
York), 1997, 280pp, ills, $60.00

This highly technical and academic study of
the development of the New York waterfront
by the Cooper Union covers in detail the rise
and fall of its international port and harbour.
It begins with ideal, virgin territory and its geo-
logical foundation, studying the earliest uncon-
scious colonisation, radical masterplanning
and construction, commenting upon its
social history and future ideal, reclaiming
the waterfront for the municipal.

The work originates from the Cooper Union's
Infrastructure Department, its aim to bring to
public awareness the need for a cohesive
vision for the 584-mile edge surrounding New
York. It mourns the passing of an era of ‘great
public works' by the Department of Docks
(1870-1930), and dismisses current proposals
as either too commercially led or watered down
by democratic choice.

The Union's view is that community lobbys,
political agendas and restrictive budgets stag-
nate visionaries, and that constant disputes
have meant that projects are heavily debated,
spending many years in court and often
remaining unrealised. Those with imagination
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are beaten back by legislation with titles such
as the ‘Intermodal Surface Transportation
Efficiency Act', which broadly means connect-
ing areas with pathways and cycle tracks,
dubbed the ‘emerald necklace' by conserva-
tionists. The current view held en masse s that
‘parklife’ is the only alternative to the decay-
ing teeth of the docks.

So much for democracy! The Union infers
that only a totalitarian doctrine will allow any
inspirational projects to come to life, citing
Donald Trump’s $3 billion Trump City as a
model. He aspired to build the world’s tallest
structure with 48 more storeys than the
Empire State Building; the highest buildings
now proposed after years of public debate
being only 49 storeys, and community action
groups still suspicious that the existing
physical support structures are unable to bear
the new loadings.

The civil servants were the mega-builders
of their day. Between 1870 and 1970, they cre-
ated massive tracts of land from landfill, a
waste by-product of their huge building
projects, mislabelling them as parks monies
were appropriated from civic funds. The New
York land mass is now some 30 per cent larger
than when it was first discovered, with com-
bined new areas created by reclamation
equalling the size of Manhattan.

The excavations were required for the
creation of basins and anchorage, by blowing
up ‘rocks’, or islands, to create deeper, safe
shipping channels, or creating expressways
and bridges for their complex infrastructure.
There was disregard for the physical environ-
ment, and a generally-held belief that supplies
were inexhaustible. Major pioneering engi-
neering works were enabled where money was
literally poured into schemes due to commer-
cial or civic urgency.

Now searching for a ‘vision in a vacuum’,
there is no public or civic reliance on the
waterfront for commerce, therefore no outcry
for action and with communities suspicious of
government schemes, many of the remaining
piers and piersheds are now occupied with
the discarded of the city: a car lot for towed
cars illegally parked, a sewage plant, or,
alongside one of the piers, a floating jail. These
were once international landing stages, with
liners berthed from all over the world. All that
remains of many of these structures are archi-
val photographs, illustrating imitations of civic
buildings formed from a thin veneer of steel
cladding, long since eroded.

The book serves as a catalogue and review
for an earlier exhibition of drawings recovered

from the Department of Docks, and the result-
ant symposium discussing the fissure between
building and infrastructure as observed by the
Union's academics. There is much repetition,
with individual essays covering the same
ground, and it is difficult to correlate the
descriptive text with accompanying diagrams.

Since, the primum mobile for the work is the
discovery of a monumental archive of ‘rare and
beautiful drawings’ lost in the Department of
Docks, and saved from destruction by the
Union, it would benefit from a larger format.
The photographs are fantastic, and provide
stark reminders for a city that has ‘turned its
back on its watery edge’, much of which it
owes its existence to; the success of the
docks in its formative years created a cos-
mopolitan city of the world.

To appreciate much of this book it would
have helped to have visited the exhibition, as
it is a very dry account of an explosive and
expansive architectural endeavour. Delirious
New York it is not, and maybe we would need
someone like Rem Koolhaas to translate this
into a more colourful episode in the Manhattan
Story, or John Hejduk to give us the poetry.
Hejduk’s introduction gives more insight into
the dilemma that faces future projects and
ideas than much of the following printed text.

Kaye Heron

Louis | Kahn David B Brownlee and David G
de Long, Thames & Hudson (London), 1997,
240pp, colour ills, PB, £14.95
Frank Lloyd Wright: Master Builder David
Larkin & Bruce Brooks Pfeiffer, Thames &
Hudson (London), 1997, 240pp, colour ills,
PB, £14.95
American House Now: Contemporary Architec-
tural Design Susan Doubilet & Daralice Boles,
Thames & Hudson (London), 240pp, colour
ills, PB, £14.95
These three titles mark the start of a new
series which looks set to make a real contri-
bution to recent architectural publishing. The
books themselves are wonderful objects: al-
though not quite pocket books (215 x 172 mil-
limetres in size, with 240 pages) they are easy
to handle, readable tomes. Each volume
presents the reader with beautiful illustrations
and photographs, combined with informative
texts. The designer is different in each case,
which means that the books are individually
designed according to their subject matter
while belonging to a coherent series — an
extremely clever and successful tactic.
There are few enough books on Louis Kahn
- especially when compared to those on Frank

Lloyd Wright — but this one serves to redress
the balance. The tone is set by Vincent Scully’s
introduction, which acknowledges the pains-
taking documentation by the authors and
students of all of his most important buildings
and projects. The extremely thorough text then
takes you on a complete tour of Kahn's life, from
his birth in Estonia to Russian parents in 1901, to
the heart attack which killed him at about 7.30pm
on Sunday 17th March, 1974, in the men’s
room at Pennsylvania Station, New York.

There are, of course, detailed descriptions
and presentations, including diagrams and
sketches in glorious technicolour, of all his
significant works — as well as some lesser
known pieces. | would strongly recommend
this title to anyone remotely interested in the
development of architecture this century, and
for the insight it provides into an architect who
did not receive quite as much limelight as some
of his contemporaries. The price of this volume
I hope will improve the opportunity this book
has of increasing the audience of Kahn's work.

The Frank Lloyd Wright study is a beautifully
packaged volume. Personally, | am continuously
amazed at how the market can maintain and
support an ever-increasing publications list on
the work of one architect. Apart from the book’s
presentation and price so much has already
been published on the subject that | cannot
see what it adds to the bulk of publications. In
fact, there is nothing contained in the content
that has not been published before. However,
if you do not have a book on Frank Lloyd
Wright, this is a perfectly adequate broad over-
view that will not lighten your pocket as much
as many other texts.

Itis a dream for most people to own a single
family house: the house on its defined piece
of land serving as a castle, a place to withdraw
from the world. American House Now focuses
on the American answer to this dream. Un-
fortunately, there are many occasions where
global issues are presented as solely American,
but, putting this to one side, the selection of
houses in this volume is inspirational, providing
a broad-ranging and comprehensive selection
of American talent.

Although one is tempted to nit-pick about the
inclusion and exclusion of certain architects,
this should not be seen as a criticism of the
collection but rather a recognition that the
choice and range is hard to fix. All in all, the
publishers should be congratulated on a
collection of publications that enable a wide
range of readers to access the fascinating
world of contemporary architecture.

Maggie Toy
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Radix—matrix Daniel Libeskind, Prestel (Mu-
nich), 1997, 168pp, colour and b/w ills, HB,
£39.95

Libeskind serves as the mediator of his own
work, exploring various projects through an
illuminating juxtaposition of textual commentary
with illustrations of competition models, con-
cept drawings, and photos of realised works.
Essays by Jacques Derrida and Mark C Taylor,
among others, provide a critical analysis of
Libeskind’s architecture, identifying his place
within the context of contemporary architec-
ture and theory. The book concludes with a
collection of the architect’s most important es-
says, many of which are published here for
the first time in English

Intertwining Steven Holl, Princeton Architec-
tural Press (New York), 1997, 176 pp, b/w ills,
PB £24.00

This volume takes up from where Anchoring
Steven Holl's first book, left off. It presents long-
awaited and comprehensive material on his
projects from 1988 to the present. Over 20
projects are featured, including Makuhari
Housing; Museum of Contemporary Art,
Helsinki; Cranbrook Institute of Science;
the Chapel of St Ignatius, Seattle; and the
Amsterdam Mainfold Hybrid Building.

An Architecture for People: the Complete
Works of Hassan Fathy James Steele, Thames
& Hudson (London), 1997, 208pp, colour and
b/w ills, PB, £19.95

Hassan Fathy's reputation for a modern and
humane architecture has grown to cult status
A growing number of architects worldwide
are recognising that his revival of ancient
mud-brick building techiniques has begun to
revolutionise modern thinking — sustainability
energy conservation and the responsible use
of natural resources have become vital
concerns worldwide. With a comprehensive
illustrated chronology of his work this is a
definitive study of the life of a man who has
restored compassion and human scale to
modern architecture

The Living House: an Anthropology of Ar-
chitecture in South East Asia Roxanna
Waterson, Thames & Hudson (London)
1997, 264pp, colour and b/w ills, PB, £19.95
As the first of its kind to present a detailed
picture of the house within the social and
symbolic worlds of South East Asia, this book
has become a classic. It draws on many
sources of information, from both architects
and anthropologists, as well as the author’s

own first-hand research, and is richly illustrated
with over 200 photographs, historic and con-
temporary. The main focus of the book is
Indonesia, but the tracing of historical links
between architectural forms reveals a much
wider field of enquiry, closely related to the
distribution of Austronesian languages and
cultures, and extending as far as Madagascar,
Japan and Oceania. Although intended
primarily as an anthropological study, this
study has strong appeal for architects

The New Office Francis Duffy, Conran Oc-
topus (London), December 1997, 256pp, col-
our ills, HB, £50

This volume brings social, cultural, technical
and political issues into the equation of the
office environment. Sensitive to the effects of
architecture and design upon those who
occupy office space, as well as to the issues
of its design and construction, this book
investigates key factors in the changing world
of the office. It features chapters on: Principles
of Office Design; New Kinds of Office Work;
The New Offices; Practical Implications
and Matching Demand and Supply. Twenty
international case studies are also included

Moscow Art Nouveau Kathleen Burton Murrell
Philip Wilson (London), October 1997, 160pp,
colour and b/w ills, HB, £35.00

Art Nouveau was the dominant style in Moscow
for little more than a decade, but even today,
despite the destruction and redevelopment
that took place in the Soviet era, it does much
to give Moscow its individual stamp. The city
was fortunate to have not only wealthy merchant
patrons but also gifted architects who were
able to exploit the possibilities of the new style
in a spectacular and original way. Instead of
following in the wake of European leaders of
the style (Wagner, Olbrich, Horta and Guimard),
Russian architects fostered their own distinctive
development in parallel. This book illustrates
the results of this innovative period.

The Architect's Eye Tom Porter, E&F Spon
(London), 1997, 160pp, colour and b/w Ilis
PB, £20

Tom Porter investigates the imagination of the
architect and its representation. As he ex-
plains, all buildings pass through a phase of
visible non-existence, even before plans are
submitted or foundations laid. The advent of
computers has allowed architects to commu-
nicate an understanding of conceptual space
and the light and colour concepts that are
associated with designing in human terms
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