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If you've got a big flat roof to build-forget it,
specify Trofdek.

We'll do it for you from the wallplate up.

Qur construction teams are  spans are surprisingly =3

quick and efficient. shallow. The unique profile

They can erect 100 square  ensures a high degree of

feet in one unit. insulation. Our service

When Newsum do the whole can also include

job your responsibilities weatherproofing.

end at the wallplate. Send for our brochure, Newsum Timber Engineers

Trofdek spans up to 42 feet, It contains full details e R i s,

yet even the largest of Trofdek. Telephone Gainsborough 2391
2
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Rawlsockets are made of high-
grade malleable iron. They provide
fixings for bolts from }” to 1”
diameter - fixings that are just as
strong as the concrete they are

set in. If your concrete’s right, the
fixing’s right — Rawlsockets won’t
let you down! 1” Rawlsockets
have recently withstood tensile
loads of 8 tons in 16 hours ‘Steam
Cured’ Concrete with complete
success.

Rawlsockets are the perfect
cast-in fixing for all pre-cast units.
You position faster.

Their precision threads enable you
to use them as key fixing points
and simplify construction.

With Rawlsockets the only load
applied to the concrete is that

The weakest point
about Rawlisockets

IS the
concrete

you set
themin.

imposed by the fixture. No other
internal stresses are produced.
Good internal clearance permits

the bolt to run beyond the threaded
area. And a special finned flange at
the base resists torsional loads.

:
|

£ g’

Send your trade card for literature and free testing sampies to
The Rawlplug Co. Ltd., Rawlplug House, 147 London Rd, Kingston-upon-Thames, Surrey. Tel. 01-546 2191, Scottish Depot: 6 Lawmoor Place, Glasgow C.5 Tel. 041-420 3897

12 sizes of Rawlsockets in short
and standard sizes are available
from 1}” to 6” lengths for 1" to 1”
diameter bolts.

Rawlinserts extend the Rawlsocket
principle to lighter fixings.
Non-corrosive Rawlinserts are
made from an inert composition.
They will accept wood screws,
coach screws, sheet metal screws,
nails — with the ease of fixing into
wood, but with a considerably
stronger hold. Used in thin, pre-cast
panels, Rawlinserts are excellent
fixings for window and door frames,
interior and exterior facing panels,
rainwater piping, wash basins,
plumbing and many more.

Four sizes available in two types
andupto2"x $" x 11"

Solve your Drilling
& Fixing Problems

8993
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Tender -

winning
installed
costs

Sidecladding or rooflighting
—the ease of handling and
fixing Filon, with no glazing
bars, adds up to the lowest
installed cost.

Profiled Filon matches and
ests closely with asbestos
cement, iron, aluminium and
protected metal profiles.
With a natural shadow-free
light transmission of 859,
Filon is made in translucent
and tinted colours. There are
three Grades, G.P., L.F.S.,
and S.E.

Millions of Filon sheets pro-
vide free-light in five con-
tinents. It's such a good-
looking way of saving money.




A SELECTION OF OUR MANY PROFILES
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attractive.

NEW FILON-
L.F.S. GRADE

(Limited flame spread)

This new grade of Filon can be used for rooflights without

restriction. It is designated AC. under B.S5.476 Part |1l and is
available tomatch BIG SIXASBESTOS Cement profile. It has
improved weathering charac C 5ts less than Self
Extinguishing Grade. You can readily identify L.F.S. Grade

FILON by blue nylon threads emb :d in the panel.

For further information please contact BIP at
the address below.

FILON B.I.P. REINFORCED PRODUCTS LTD

v Streetly Works, Sutton Coldfield, Warwickshire

w Telephone: 021-353 2411

=
A Turner & Newall Company zv
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Every ‘Kitchen
needs a

Swanmaid

fully automatic dishwasher

@® Complete automatic washing and
drying—your washing-up done at the
touch of a button.

@ New top spray gives even better
washing and drying.

@ Easy, quick, front loading.

@ The Swanmaid can be fitted into
any kitchen layout, with or without
optional attractive working

surface top.

@® Approved by British Electrical
Approvals Board and awarded The
Certificate of the Royal Institute of
Public Health and Hygiene.

Keynote of a carefree kitchen

: To: BULPITT & SONS LTD., (DEPT. A.R.), BIRMINGHAM 1
You will want to know Please send your fully coloured literature on the Swanmaid dishwasher.
more facts about the

Swanmaid Dishwasher NAME
so post this coupon
without delay.

ADDRESS
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ENTRANCE UNITS - DOORS
SHOPFRONT SASHES - CANOPIES
WALL AND COLUMN CLADDING
BALUSTRADING - FACIA PANELS
SPECIALIST HARDWARE
LOUVRES AND VENTILATORS

For further information write to:- ERIC CUTLER
ASSM Lennig House Mason's Avenue Croydon CR9 3LL

ASSOCIATION SHOPFRONT
SECTION MANUFACTURERS

members are specialists
in the fabrication of

Stalniess Ste

and copper alloys




If these Bolton Shutter Doors
andon...  well, that’s their

I.
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seem to go on...and on...

Welded mild steel suspension bracket,

' . Bolton patent, totally-enclosed box-
ceSS S Or type top track.
& 3. Mildsteel cover plate for theexclusion

of draught.

4. Mild steel end panels.

5. 16’ gauge (1.63 mm.) mild steel
shutter leaves, Sherardised against
corrosion.

N om

All over the world —Bolton Shutter Doors are continually 6. Non-ferrous hinging strip.
proving their superiority on all counts. They could be the 7 i\['[ﬂ“]'g'f;]']“‘““’ accommodate locking
arrangement.
answer to your closure problem, too —get the full story 8. Slt'_t'l pickets on which the door is
now under ref.AR 724. built.
% . 9. Self~cleaning bottom track, built up
1. Electrically operated Bolton Shutter Doors at W. & A. Gilbey from rolled steel chatinals
Ltd. [‘[;11‘1(.)\\“ xo0. Mild steel sump-box with hinged lid

to facilitate cleaning out.
xx. Shutter leaves rolled round }” (3.2
Market. mm.) diameter wire reinforcement

z . - - " " to give great vertical strength.
3. An installation of Bolton Shutter Doors on B.E.A. Freight b BN

Sheds, N. Ireland.

4. A factory installation of Bolton photo-cell controlled Shutter
SAaTE SO ICTP

2. Bolton Shutter Doors installed in Blackburn Wholesale

Doors. Th : D
: e Biggest name in Doors

5. Electrically operated Bolton Shutter Doors at Shoreditch 99
Fire Station.

Architects: Architect to the Greater London Council, Hubert

Bolton Lancs Telephone Bolton 25241 (7 lines)
Bennett, F.R.LB.A. Branches in London, Birmingham, Glasgow and throughout the country

@ sa.
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Opus 22

Beautifully designed ardrobe units with the built-in look. Quite unique for Contract furnishing.
A flexible furnishing system that can be adapted for the smallest of bedrooms or the largest of contracts.
The wardrobe units can be erected in multiples, each unit being 22" wide, 24" deep and 7’ 6" high. Interior
fittings—shelves, shoe racks, drawers, hanging rails, may be arranged for any storage requirement. The
units are beautifully designed, superbly made in a choice of three finishes, and can be delivered and erected
on site to your instructions. A beautiful range of individual pieces with linking wall boards can be used to
achieve unified schemes. If you would like to know more about OPUS 22 write to:—

THE STAG CABINET COMPANY LIMITED, HAYDN ROAD, NOTTINGHAM. TELEPHONE NOTTINGHAM 62121

||
|

e | 11




+ Christopher Cattle Des R SIA
, Storage, tables, chairs and beds.
Design Centre, London, and in our

e or phone for details to Lucas of
Old Ford. London, E3. 01-980 3232

nova range in colour @
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How on earth did Pharaoh
manage without us ?

He did of course, somehow.
That’s obvious.
Probably had to co-ordinate the installation of the air conditioning,
heating, sanitation and so forth himself.
No wonder the building ended up rather a queer shape.
But Mummy didn’t seem to mind.

Nowadays things are done differently.
Whatever the shape, size or purpose of a building,
we provide the practical,
economical answer to services co-ordination problems.
Mummy 1s still happy.

Matthew Hall

Mechanical Services Ltid.

Air Conditioning - Heating - Sanitation - Electrical
and Fire Protection Services

P.O. Box 1BT,

Matthew Hall House. Matthew Hall House, 85 & 91 Dykehead Street, 41 Wellington Park,

101-108 Tottenham Court Road, 100 Washway Road, Queenslie Industrial Estate, Belfast 9, BT9 6DN,

London, W.1. Sale, Cheshire. Glasgow, E.3. Telephone: Sydney, NSW;
Telephone: 01-636 3676. Telephone:061-9624511/8. Telephone: Cranhill 3404,  Belfast 669262 & 668092.  Melbourne, Victoria.

22




concave modular seating has been developed to provide the many
combinations and the flexibility necessary to suit different schemes, from
airport lounges and hotel lobbies to offices and small reception areas.
Built on a 28+%” module it is available on chrome finished steel or teak
legs. The concave seat frames can be supplied either upholstered or in
teak and the multiple seating units can be fitted with high or low arms as
required. Further details on concave moduler seating can be found in the
Westnofa catalogue or the system can be seen in our showrooms.

westnofa (London) Ltd 24 Rathbone Place, London W.1. 636 2582

23
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If you'’re an architect
with an insatiable

appetite for greens,
try some of these.

Pale aqua green. Sprout green. In addition to standard thicknesses and 8 x 4" with others, including

Dusty olive. Leaf green. Yellow of %" and %" Arborite manu- 12’ x 5, available. Arborite comes
green. Wray green. Peagreen. Glacier facture solid plastic laminate from in three finishes: high gloss,
green. Wedgewood green. And 1" to 11" thick. Also Post-forming  furniture finish (semi matt) and
that’s just our range of nine plain  grade for finely contoured working texture finish.
greens. In all, Arborite have 52 surfaces. Bending grade for form- If you need any kind of infor-
plain colours—42 of them exact or ing larger radii. Fire-retardant grade mation or advice, please call our
close matches to BS colours. to comply with the surface spread technical service. They'd be delight-
And we keep adding new ones. of flame regulations. And there are ed to help.
But there’s a lot more to over 150 plain colours, patterns, i

Arborite than that. There are thick- woodgrains and marbles, all avail-
nesses and special grades to meet  able in Arborite’s five grades.
practically every kind of application. Standard sheet sizes are 10" x 4

Arborite standard
grade (vy ") complies
with the mechanical
properties of B5.3794

| Please send me Arborite literature and
samples.

NAME

ADDRESS

COMPANY . o _ AR/10/2

To: Arborite Ltd., Bilton House,
54/58 Uxbridge Road, Ealing W.5.
Tel: 01-567 0116
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AUGUST 1968
VOLUME 144 NUMBER 858
FIVE SHILLINGS

Directing J. M. Richards

Editors Nikolaus Pevsner
H. de C. Hastings
Hugh Casson

This month’s cover shows an unusual view of
Puris from Notre Dame—or, rather, a
hackneyed view reproduced in an unusual way.

It is computer genervated. The method of Eiieﬁ:uve J. M. Richards
production is that from an ariginal real-life

photograph a 35mm transparency is made, Production Editor William Slack
which is then seanned by @ machine similar to a . 3 A
television camera. Electrical signals emanate Technical Editor Lance Wright
Srom the machine and these are converted into Assistant Editors Tim Rock

numerical representations which are transmitted
onte magnetic tape. The tape is then fed into a

Sherban Cantacuzino

compuler, which processes this digitized version Eﬂmlbe ;'\(:'):Jll\{':flir{‘irr:lt'llr
of the original picture, This example, by ‘

L. D, Harman, and K. C'. Knowlton, comes Staff De Burgh Galwey
Srame the exhibition “*Cybernetic Serendipity’ Photographers W.d. Tovmey

al the Institute of Contemporary Arts this Advertisement B. E. Wilkins
maonth., The exhibition explores and demonstrates Manager

the relationship between ari and technology.

CONTENTS
78 Frontispiece
79 Britain at Brasilia

81 Galaland
Peter Burton

84 Mini-River Trim

86 Iraqi Courtyard Houses
Keith Bennett

89 J. C. Loudon and

Architectural Associationism

G. L. Hersey

Twelve Houses

Seaside House in Cornwall

Architects: Richard Rogers, Norman
and Wendy Foster

97 Hertfordshire Suburban
Architects: Norman and Wendy
Foster, Richard Rogers

100 Tower in a Wood

Avrchitect: Lionel Brett

102 Village Group

Architect: Peter Aldington

105 Cheshire Suburban

Architects: Nelson & Parker

106 In a Cambridgeshire Orchard

Architect: John Meunier

108 Surrey Suburban
Architects: Stout & Lichfield

109 Surrounded by Woodland
Avrchitect: Donald Ball

110 On the Slope of Blackheath

Arehitect: Julian Sofaer

112 Town House in Chelsea
Architect: John Wright

113 In a Kensington Terrace
Architect: Tom Kay

115 In a London Mews
Architect: Richard Gibson

117 Beeing & Believing
Edward T. Hall

119 The Exploring Eye

122 Townscape: New Walk, Leicester
125 Interior Design

133 Gallery

137 Miscellany

141 World

146 Views and Reviews

152 The Industry

154 Contractors

155 Stop Press
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Spectacular polychraomatic brick work at
Searborough's Galaland, originally designed as
an aquarium and now it seems, doomed,
Pages 81-83.

Intriguing roofseape of a house in Cormweall

by Richard Rogers, Norman and Wendy Foster
—one of twelve houses, mostly by architeets in
their early thirties and twenties. Pages 93-116.

THE ARCHITECTURAL PRESS LTD
9-13 QUEEN ANNE'S GATE,
WESTMINSTER, SW1 WHITEHALL 0611

SUBSCRIPTION RATE: The annual post free
subseription rate, payable in advance is £3 3s. 0d.,
sterling, in USA and Canada 810,50, in Italy Lira
6940, elsewhere abroad £3 10s. 0d., Italian subserip-
tion agents: Librerie Salto, via V., di Modrone 18,
Milano: Librerie Dedalo, Via Barbarini 75-77,
Roma. An index is issued half-yearly and is pub-
lished as a supplement to the REVIEW, Subscribers
may have their copies bound in half-yearly volumes
Bottled imagery at the Swiss Centre, in one of at the price of £1 155, 6d. Postage 45, 6d, extra on
several restaurants decorated with absolute the completed volume. Copyright © 1968 The
assurance. Pages 125-128, Architectural Press Lid.
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‘The spectacular progress of Brasilia, where energetic development has recently been resumed at 30 per cent.

above the previous maximum, is shown by these two photographs. The top one was taken in 1957, and shows
the ‘zero peg’ (indicated by a signboard in the right foreground) driven into the ground to mark the beginning
of building work in Brazil’s new capital. The bottom photograph, from exactly the same viewpoint, was taken
by Mr. D. P. Crease this spring—eleven years later. The ground that held the ‘zero peg’ was excavated to create
the underpass in the foreground (inhabited by buses that serve the satellite towns of Gama, Taguatinga, Sobra-
dinho and Nucleo Bandeirante). In the distance are Oscar Niemeyer's ministries, parliament buildings and
cathedral. The present population of the Federal District of Brasilia is about 400,000 of whom 120,000 live in
the city and the remainder in the satellite towns. The rate of immigration has now reached 2,500 a month.

SR TV




BRITAIN AT BRASILIA

There was a time when it seemed that Brasilia — the brand-new capital
city that aroused so much interest when Lucio Costa’s layout won the
competition in 1956 — was slowing down to the point of stagnation.
Following the energetic building activities around 1960, political and
economic problems seemed to threaten the city’s whole future as the ad-
ministrative centre of Brazil. But lately it has taken on new energy. It
has grown into a thriving and dynamic capital, leaving no doubt of the
success of the brave experiment of a dozen years ago. The photographs
opposite underline the astonishing development that has taken place in
that time.

Like all capital cities it is an international centre, and the countries with
buildings in the embassy district will be judged — as to their culture,
their technical know-how and their capability of playing a creative part
in the modern world — by the architecture they choose to represent them.
After a period of make-do in temporary buildings, permanent embassies
are now going up, some of them of great distinction and interest, de-
signed by leading architects of their countries. The French embassy
will be a posthumous work by Le Corbusier, the German embassy is by
Hans Scharoun, and so on. Both these are at the working-drawing stage
and are expected to be in use by the spring of 1970.

Britain must compete at this level, and those who are concerned about
Britain’s image abroad were encouraged by the announcement, made in
1964, that Alison and Peter Smithson had been commissioned to design
the British embassy. They produced a remarkable and distinguished de-

sign which, though it has not yet been made public, has been seen and
79




highly approved of by a number of knowledgeable people and has been
commended by the Royal Fine Art Commission. But what is happening
now? It is more than three years since they embarked on working draw-
ings in order to be in a position to keep to the time-table initially set by
the Ministry of Public Building and Works, but their work has come to
a stop and the Minister, in an answer to a Parliamentary question in June,
has said that the project is being shelved for a couple of years for financial
reasons and—more alarming—has declined to say who the architect will
then be.
Leaving aside the poor effect that will be created if Britain is still rep-
resented by an empty site when other nations’ buildings at Brasilia are
complete, the urgent question that arises again concerns the quality of
the architecture when the time comes. The Ministry has itself built
several buildings in Brasilia, including the Minister’s house illustrated
here. It and the others are worse than clumsy; they are a disgrace to
British architecture. Britain can go on no longer being represented by
buildings of this standard.
As a result of what has been done by the Ministry, Britain’s architec-
tural reputa.tlon n Brasma is at a low ebb, and this applies to Britain’s
R S y official architectural representation
~ elsewhere in the world. At long last
- work has just begun on Sir Basil
Spence’s very promising embassy
building in Rome, but elsewhere,
especially where the designs have
been made by the Ministry of Public
Building and Works’ own architects,
the results are dismal and depres-
*A disgrace to British architecture’ : the Minister’s houss at Peninsula Norte, Brasilia, Sing The Situation can Only be
completed this year to the design of the Ministry of Public Building and Worke. PTEtTiEVEd by commj_ssionj_ng and
completing buildings of the quality of the Smithsons’ for Brasilia. It
is understandable that the Ministry should wish to encourage its own
architects by giving them the plum jobs to design as well as the routine
ones, but this would only be justified if their standard of design was
far higher than it is.

il




GALALINI

This spectacular subterranean building in

Scarborough (now it seems, doomed) was
inally the Aquarium. It was designed by
Birch, who Hu';wﬂnhwdnﬂWlw;huhwnun;H
Brighton, and opened on Whit Monday 1877,
having cost £111,000 to build. It spread over
2} acres, was illuminated by 1,600 gas jets, and
was heated by hot-water pipes. It lies under the
Valley Brid
The walls, says a contemporary description, are
‘painted with those hues which form a relief

e LA 5
MEiERE -

and pleasure to the eye. The tilework deserves

i

a close inspection. The dados are filled with
encaustic tiles of red, buff, drab and black
patterns, the centre being a beautiful repre-
sentation of the hawthorn blossom, The
flooring is none the less rich in this respect,
worked in encaustic and plain tiles in panels,

the encaustic exhibiting shells, seaweed, starfish
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and dolphing with the monogram of the
company.’

One of its tanks was the largest in the world,
36 ft. square and 9 ft. deep and holding 300 tons
of water. After four years however the Aquarium
Company was declared insolvent, and five years
later, in 1886, the aquarium was sold to Mr
Morgan, the manager of the Winter Gardens,
Blackpool, who reopened it under new manage-
ment. A new entrance was built from the road
over the top, to ‘prevent ladies and gentlemen
in evening dress having to walk a long way from
their carriages’. There were many subsequent
developments, as the following time-table
indicates:

1893. The Aquarium summer swimming bath
opened.

1907. The New Theatre at the Aguarium
opened.

1909. The Aguarium skating rink opened.

1913. A zoological section was opened with
lions, tigers etc.

In 1914 however the estate was left in the hands
of liguidators.

In 1923 the Ministry of Health sanctioned the
purchase of the aquarium by the Searborough
council for £15,200 and on 25 May, 1925, it was
re-opened by the Mayor as Galaland: ‘A
beautiful decorative scheme has been embodied

-
-
-
-
-
-
-
-
-
-
-
-
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in the alterations, making this palace of
pleasure more delightful than ever.” Galaland
lasted until 1966 when, at the end of the summer
season, it closed for the last time.

This Vietorian Pop-Art underworld now stands
empty, and the counecil is proposing to pull it
down to make space for a car-park. But if
Galaland is destroved then a unique part of
Scarborough’s history will have gone. Surely
some imagmative plan could still save these
superb covered promenades and subterranean
halls. Maybe a Pop folk-museumn for fun-fair
and fairground machines and seaside entertain-
ments? Or what? PETER BURTON

l:]n.f.uf'nlff.';w” .vu.;n‘uf.fr'rf by Mr Cyril Prescott)




Canon Spooner’'s punishment for the worm
tasting undergraduate was that he should leave

forthwith ‘by the town drain’. And town drain

is the only description possible, in most of

our industrial eities and towns, for the befouled
small-scale rivers and canals that lie within their
boundaries. Into these rivers are consigned the
sewage, the rubbish, the detritus of a waste-
making society. And where they are not
polluted, they v culverted out of existence.
Yet so entrenched nationally is this cavalier
l“:-ir't'.f_‘:ll'(l of these natural assets that the
problem is not even reckoned as a problem. It
would certamly call for the full paraphernalia
of a massive publicity drive by some body like
the Civie Trust for the problem to be recognized.
Then perhaps the army of voluntary amenity
societies will be marshalled into action—or will
galvanize loeal authorities irito action., But as
the heat of the campaign dies away. if these
rivers and rivulets are not ([IIJ('\l_\' to return to
their former status of drains, the waterside
trim must be designed to discourage the garb
mongers. The rivers must become extrovert so
that they are no longer backwaters or dirty
trenches. And this means redesigning them for
summer and winter—for spate and trickle
because it is when the waters are at their lowest,
that the prams and bicyecles, the mattresses and
the sewage, thrust their obnoxious presence
forward. Of course this nal gap is even
more acute in southern Europe where rivers dry
out completely or go to a trickle in summer. But
at Vevey in Switzerland the two-seasonal
design 18 80 l'il!'l'f‘ll“.\' thought out that it
actively shames ]n-n|1|<- out of doing what comes
naturally. As 1. de Wolfe's photographs
reproduced on these pages show, a thoroughly
functional but charming framework has been
contrived for both the summer and the winter
river. What undoubtedly might have been a
local authority's headache has hecome an
enjoyvable urban amenity. 1. shows the river in
summer as it dribbles through the town. forming
a tree-lined pedestrian way, with public gardens
on one side and a high wall for both banks
giving privacy and protection from traffic: a
pleasant sense of 1mmediacy while walking
beside a modicum of water. The two levels,
summer and winter, are to be seen clearly in 2.

In spring. when the snow melts and the river

2
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YTONG
LIMITED

The world’s largest
manufacturer

of

aerated concrete products
are proud

to have been associated
with the building of a
new house at
Watlington Park
Oxfordshire for

Lionel Brett. m.a., p.uTT,
F..LA. DIST. T.P., PP.RIB.A.,

built by
A. Brown & Sons,
(Nettlebed) Ltd.

Write for further details on Thermalite
aerated concrete building blocks to:

THERMALITE YTONG LIMITED,
Hams Hall, Lea Marston,
Sutton Coldfield, Warwickshire.

Tel: Coleshill 2081 STD: OMR-53 2081
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House at Radlett, Architects: N. Foster, W. Foster, R. Rogers.

As well as a healthy crop of ideas, front runners need
first class materials. But, excellence in structural
materials involves many criteria. Like design flexibility,
colour, texture, strength, durability, sound and thermal
insulation, maintenance costs and economy.

That’s why 75% of the architects whose housing is featured
in this issue chose brick . . .

... can you afford to use anything else?

The National Federation of Clay Industries
Drayton House, 30 Gordon Street, London WCi
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rises, strong walls confine 1t and the summer
walk becomes submerged. The bridge at the
mouth, 3, has to ecross at the highest level so that
whatever the season the pedestrian can pass
and the lake-side walk remains uninterrupted.

the outlet into the lake, 4, a bar has been

formed where the swans stand. The wide

summer path is seen textured with sub aqua
greenery and weec The ring on the wall,
indicates the height of the water in winter when
hoats tie up and use the wall as a jetty. In one
English town, Nuneaton. there is the me
promise but not performanece. 6 shows Nuneaton
providing an all too rare example in this country
of the mcorporation of a rver nto the
public gardens, bringing movement and a
change of scenery into the park. But on the
side of the bridge, 7. the stream is over-
powered by of overhead railway
electrification es, car parks and refuse

int brook becomes town drain.
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IRAGI COURTYARD HOUSES

In Baghdad and the principal towns of Iraqg
the main wealth of secular historical buildings
is to be seen in the traditional courtyard houses,
| 3. It is these buildings that ecreato the

dominant aerial pattern of continuous roof

terraces regularly pierced by the black squares
of the light wells and the meandering lines

defining the narrow streets. The majority of

them were erected during the Turkish oceupa-
tion of the country, but it is remarkable that
similar private houses have been excavated at

Ur from the Isin-Larsa period dating back to
2000 Bc.

The design and disposition of the internal spaces
was I'\'li]\'l'li Lo .\'“i1 Ilil]llil_\' customs all(l to
over ome the difficulties” of a climate which
varies from an intense dry heat to harsh cold in
the short winter. The rooms are arranged on two
levels around the court on three or four sides, 4,
and similar buildings adjoin on three sides,
leaving a facade to the street containing the
double entrance doors. Behind these doors is a
small lobby where one is confronted with a
blank wall designed to preserve the essential
privaey from the frequently numerous onlookers
outside. Off this space there is the court and
a reception room in which visitors are offered tea
or coffee—an important part of the social life.
The upper floor contains the sleeping rooms for
most of the year. During the summer nights it is
customary to slee P on the roof as the external
air temperature is then lower than that of the
interior, which is warmed by the walls giving off
their accumulated daytime heat. Also there is
externally the gentle prevailing wind from the

I,
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north-west that seldom e w, The afternoon
siesta takes place in groundfloor rooms often
sunken as semi-basements. In addition these
lower rooms have air shafts going up the
external walls to outlets above the roof, facing
away from the prevailing wind, through which
air i1s sucked out, ingeniously creating cross
ventilation. The remaining spaces in the house
are kitchens, basic toilet facilities, stores and
internal staircas that give on to mtimate
half-storey sitting rooms. The height of the
court is greater than the plan dimensions,
affording adequate shade even from the near
i8 here that
family life eentres, and where the many children

vertical midday summer sun. Tt

can play in safety within sight of their mothers.

The ground floor walls are of brick, habitually
pierced by small cireular high-level openings to
light
needed and ventilation, whilst retaining privacy,

the street, permitting the minimum
security and insulation. The contrasting first
floor consists of a timber grid framework into
which the decorative panels containing the
vertical sliding windows are introduced. On
the street
adding shade to the streets and all >wing the

ide the floors ecantilever in bays,

occupants to see lengthways down into the
activities below, 5.

In Basra, the port of the country. Indian
influence is evident in the work, 6; constant
contact being made with that country through

ships. A

characteristic is the slender wooden columns

timber merchant strange
with their f'urnpli-x r-;||lil:l|.- n'lllpln_\'mI to eal

the roof on the courtyard side and sometimes
repeated below on the ground floor, 8. The
floors and roof are built up of timber tree-trunls
on which are laid woven reed mats covered with
mud and a cement tile finish. Later houses used
steel ‘T
‘lack’ arches in between, an economical
that is still employed today.
toward the channel-section metal

beams for floors, with shallow brick

':llll[> I.‘rl”“‘

govles that
haphazardly break the sky-line of the alleyways
into which they discharge and drain away in a
87




IRAGI COURTYARD HOUSES

central open gutter on the few days it rains each
year.

It is within this rigid design and construction
framework that the houses, although retaining
a consistent seale and idea, each have their own
characteristics given by the craftsmen applying
their skills in decorating wood, brick or metal.
The coolest parts of the eity are still in the
narrow passageways, 7, of the bazaar and centre,
where each house is now usually inhabited by

several families recently arrived from the rural
areas; the former one-family owners having
resorted to a new detached house in the
sprawling outskirts. It is regrettable that many
of these dwellings are in a sad state of repair.
especially in Baghdad, where they are pie-
turesquely wasting away. Conscientious archi-
tects and historians are endeavouring to retain
some examples, and until recently the British
School of Archaeology inhabited a terrace of
such houses. It is however frequently impractic-
able to preserve them as the timber structure
is often unsound and distorted. demanding
costly restoration. KEITH BENNETT
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Louden’s ‘Encyclopaedia of Cottage, Farm and Villa Architectore’ of 1883 is probably the most familiar architectural book of
its date. The second enlarged edition came out in 1846. Architectural historians nse it constantly, and many laymen are proud
of their copy bought second-hand at a ridiculously low price. With its 1,317 pages of text and more than 2,000 illostrations, it
is a treasure of documentation, and its author’s life was eventful enough to add further human interest. However, few know
about Loudon’s architectural theory. This is where Mr. Hersey’s article makes a major contribution to our knowledge of Loudon.

1. L Hersey

J. . LOUDON and ARGHITEGTURAL ASSOCATIONSN

At the end of his famous Encyclo-
paedia of Cottage, Farm and Villa
Architecture Loudon presents, in
twenty pages, a theory of the
architecture of meaning which might
be called classic.? The essay is
entitled ‘The Principles of Criticism
in Architecture.” To Loudon's
readers it might well have seemed
persuasive: it wasstrongly moralistic
in tone, setting great wvalue on
architectural ‘truth,” yet at the
same time it was completely rela-
tivistic. It exalted the taste of the
common man. It involved, as
corollaries, social reform, mass
education and the weakening of
traditional historicism. It was ex-
tremely simple, novel and easy to
apply. Loudon illustrated it fre-
quently in his comments on the
hundreds of designs for cottages,
schools, inns ete. that fill the pages
of the Encyclopaedia.

The theory belongs to the Scottish
rationalist philosophical tradition
that Loudon would have absorbed
with his Edinburgh education. It is
especially indebted to the so-called
‘Common Sense’ school, derived
from Hume and Hutcheson, and
developed by Dugald Stewart and
Thomas Reid.? Its prineipal source
is a boock by one of Stewart's
disciples: Archibald Alison’s Essays
on the Nature and Principles of
Taste, first published in 1790. The
philosophy of common sense held
that the truth of a given proposition
had to be established by reference
to the common experience of the
ordinary man.* With Alison the
same was true of beauty, both
picturesque and sublime.* Almost
every step in his argument accord-
ingly ends with refrains like ‘Of the
truth of this, every man must judge
from his own experience.’® With
other Scottish rationalists, Alison
held that beauty is not intrinsic in
objeets but exists only in the mind
of the beholder. He alone deter-
mines whether an object is beauti-
ful.® On seeing, for example, a work
of art, a simple emotion, say
admiration or cheerfulness, grips
him. Urged on by it, associations
come into his mind. If the associa-
tions are sufficiently numerous,
well related and novel, the object he
sees 1s beautiful; but if such
associations do not appear, the
object is not beautiful, at least for
that beholder.” Imagination is the
power of a given mind to call up
these associations,® and expression
is the power of a given object to
evoke them.* The purpose of educa-
tion is to equip the minds of men
with many potential associations.
The artist in turn must strive to
create works that are as ‘expressive’
as possible.

Alison provesall this with dazzlingly

simple examples. Take, he says, an
ordinary common scene. In itself,
as a collection of forms, it may be
‘little beautiful.” But if we know it
as ‘the residence of any person,
whose memory we admire’ we are
instantly seized with an emotion,
for example, admiration. A train of
related associations comes into the
mind. Then, ‘the delight with which
we recollect the traces of their lives,
blends itself insensibly with the
emotions which the scenery excites;
and the admiration which these
recollections afford, seems to give
a kind of sanctity to the place where
they dwelt, and converts everything
into beauty which appears to have
been connected with them.™*?
Similarly, Runnymede is beautiful
not so much because of its physical
character as because of its history."
Even the loveliness of the valley
of the Vaucluse really impresses us
mainly because Petrarch once lived
there!*; and the very Alps, no
matter how sublime they may seem
to the eye alone, are made more so
by the knowledge that Hannibal
marched across them.'?

‘And what iz it that constitutes that
emotion of sublime delight, which
every man of common sensibility
feels upon the first prospect of
Rome?! It is not the scene of
destruction. which is before him. It
is not. the Tiber, diminished in his
imagination to a paltry stream,
flowing amid the ruins of that
magnificence which it onee adorned.
It is not the triumph of superstition
over the wreck of human greatness,
and its monuments ereeted upon
the very spot where the first honours
of humanity have been gained. It is
ancient Rome which fills his imagi-
nation. It is the country of Caesar,
and Cicero, and Virgil, which is
before him. It is the mistress of the
world which he sees, and who seems
to him to rise again from her tomb,
to give laws to the universe. All
that the labours of his youth, or the
studies of his maturer age have
acquired, with regard to the history
of this great people, open at once
before his imagination, and present
him with a field of high and solemn
imagery, which can never be ex-
hausted. Take from him these
associations, conceal from him that
it i8 Rome that he sees, and how
different would be his emotion!™
Alison anticipates Loudon most
directly when he comes to ‘the
beauty of forms.’” Alison himself
seems to have had an unexception-
ably neo-classical taste, but his
grounds for criticism are rigorously
funectional. For example in archi-
tecture, beauty of proportion, he
says, is not a visual question at all.
When we talk of this, or of related
things such asscale and composition,

what we really do is ask whether
the building is fit for its purpose,
and whether it properly expresses
that fitness. Without knowing the
funection of any objeet, therefore, a
rational acsthetic judgement is not
possible: °. . . we never discover the
Proportion, until we previously
discover the prineiple of the Mach-
ine, or the Means by which the End
is produced.’® With a proper
knowledge of function, on the other
hand, any man—any commonsense
man—is able to formulate a valid
eriticism.?

Loudon’s theory is based directly
on Alison.'® It too supposes that
objects evoke emotions in the
beholder, that these emotions n
turn bring trains of associations into
the mind, and that the longer and
more inter-related these trains are,
the more beautiful the object will
be.’® Like Alison also, Loudon
believes that ‘fitness for the end in
view," and ‘the expression of fitness
for the end in view’ are the two
supreme criteria for architectural
criticism, and that all aesthetic
judgements must really be about
them.*"

What Loudon does is to apply
Alison’s prineiples directly to the
problems of architectural design.
He invents a programme of specific
meanings for architectural elements,
and makes associational symbols
out of windows, doors, chimneys,
etc., saying that these express
certain truths about the building’s
interior, about its purpose, the
nature of its occupants, its relation
to the surrounding landscape, even
about its role in local and national
life.?* Other kinds of information
are communicated by ornament;
i.e. by the ‘expression of architec-
tural style’; but this is a much less
important mode of expression than
that of fitness or use.**

Loudon gives many examples of
what he means. ‘In dwelling-
houses,” he says, ‘the expression of
use isindicated, in a decided manner,
in all cold countries, by their having
a number of chimney tops or other
outlets, for permitting the escape of
smoke from separate fires.” Windows
and entrances are other functional
symbols associated with domestic
life. A cottage, for example, with
one bedroom, a living room and a
closet, ought to express these three
facts about ite interior by using
windows of three appropriately
different sizes. Windows can also
express regularity or irregularity of
floor level, the presence of stairs,
and other aspects of the plan.*
Large sculptural forms are meaning-
ful on a more exalted level: turrets
and projections, for example, ex-
press ‘commodiousness and con-
venience; it being supposed that

their objeet, in modern houses, is
to supply closets . . .' Similarly
‘Porticoes, colonnades, verandas,
and balconics are all expressive,
more or less, of comfort and elegant
enjoyment on the part of the
occupant . . . Comfort and
elegant enjoyment may exist in a
cubical, unarticulated building, says
Loudon. But there is no beauty
until these truths are expressed by
irregular masses, variety of mat-
erial, and irregular openings.* Thus
do the purely formal effects of the
Picturesque come to denote matters
of specific fact.

Loudon illustrates fitness and its
expression throughout the Eneyelo-
paedia. The concept works as well
for the small building as for the
palace—better in fact. One sees it
clearly, for example, in a one-room
cottage with an entry on the left
and a wash-house on the right, 1.
Here ‘fitness for the end in view’ is
perfeetly proclaimed by the win-
dows, door, and roof. By varying
these the associations can be
changed and the building made to
express fitness for other purposes:
‘Remove the windows and chimney
top, leaving the entrance opening
without a door, 2, and it might be
taken for a cattle-shed and yard.
Remove the roof, and replace the
door, 3, and it might pass for a
place of burial. Restore the glass
windows, increase the height of the
principal one, and replace the roof
with a little alteration, adding on
its summit & turret and bell, 4, and
this structure might be mistaken
for a chapel.’*

These symbols must always be used
truthfully. ‘A barn disguised as a
church would afford satisfaction to
none but those who considered it as
a trick. The beauty of truth is so
essential to every other kind of
beauty, that it can neither be
dispensed with in art nor in
morals.”*” Loudon hereby runs
directly counter to earlier Pie-
turesque praectice, in which build-
ings were frequently disguised, for
example, as ruins. Both his func-
tionalism and his moralism are
strikingly Vietorian, pointing for-
ward to Pugin as well as to
Ruskin and the Ecelesiologists.

In the design of farms and farm
buildings a considerably greater
range of funetional expression is
required than for cottages. Loudon
lays it down that in such groups the
purpose of each building should be
absolutely clear to the knowing
eye.®? He seldom provides a com-
plete ‘reading’ for the farm com-
plexes as he does for the cottages;
but remembering the general
principles of his theory, we ocan
make our own ‘commonsense’
associations.
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Let us take the bailiff’s house
designed for a farm owned by
Charles Barclay at Bury Hill, near
Dorking, 5-11. This was designed by
John Perry, architect, of Godal-
ming.** It was to be of sandstone
with brick trim. In the perspective
a tall two-storey block is shifted

1, *A Duwelling for @ Man and hia Wife, forward from the wider, squatter
without Children' from Lovdon's Eneyclopaedia cube which forms the rest of the
which, with simple changes, can be aeen as a P . s " = y
valtle shed. 2 . ., 08 @ mowsolewn, 3 . . . asa bwldmg With I_LS crosn-gnblefi roof,
chapel, 4. its wide, three-light Tudor windows

on the ground floor and relatively
generous two-light windows above,
we can easily believe that this part
of the house contains the important
ground-floor chamber. Looking at
the plan we see that this is true: it
contains the parlour (6, ¢) and one
of the four main bedrooms (7, p).
The porch (6, a) is equally expressive
of interior space, since it continues
the deep slot of the hall and stairs
(b), while the upper hall and a small
bedroom (7, q. m) are appropriately
lighted —and truthfully made known
on the exterior—by their less
important windows, without labels.
There are more general symbolisms
as well. The parts of the house
containing reception and living
spaces are high-walled and shallow-
roofed. They have big windows and
a certain amount of ornament.
Work and storage spaces, on the
other hand, are low-walled and
deep-roofed, with small windows or
no windows, and without ornament.
The storeroom (e), the pantry (d)
and the sealding-room (g) are on the
north side of the house. On the east,
at the back, are the dairy proper (f),
the drying room (k), and the oven
(i). These latter, the most workaday
of the rooms, are in their own
separate lower mass with its sepa-
rate, lower roof, in which relatively
rustic detailing prevails; i.e., the
half-timbered frame and the quaint
twisted columns on the drying-
porch, 9. The roof of this wing
sweeps down to the ground in an
unequivoeal gesture of humility, 10.
The layout, and the functional
hierarchy of the interior, are clearly
expressed, therefore, on the exterior
of the house. Jogs, wall-to-roof
relationships, window size and
shape, ornament, degree of finish—
all these things, in the common-
sense mind, can call up associations
of leisure or of different kinds of
work, of sleeping or of entertaining.
If one were to move around the
house, the variety of forms, the
different elevations and views
would move from one to the other
in a manner as visually exciting as
anything Payne Knight or his
colleagues could wish. The transi-
tion from 8 to 9 gives us one large
and one very small gabled form,
close together, jumping to the out-
side of the composition; from 9 to
10 we get the sliding of roofs over
the masses, transforming them with
diagonals; from 10 to 11 a return
to two gables, but now of the same
size, set together, and with one of
them ‘blind.” However this excited
movement of form and texture is
not created for its own sake as it
was in the case of the earlier sort of
Picturesque cottages. It is dictated
by the need for ‘expression of the
end in view.,’

The same principles are applied by
Loudon to model ‘farmeries.’ i.e.
the whole complex of farm buildings

5, ‘A Bailifl"s Cottage, in the Old English Style, intended for the Manager
of a Farm in the Neighbovurhood of London' from Loudon’s Encyclopaedia.
6, growad floor plan. 7, first floor plan. 8, west elevation. B, south elevation.
10, east eferation. 11, north elevation.
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arranged round one or more court-
yards. These indeed call for an even
greater range of expression; for
according to Loudon, here too we
must be able to tell instantly what
every part is for. The model
farmery is thus itself a kind of
treatise on farmeries, or, as Loudon
says, is designed to ‘embody
pringiples in tangible shape.’?

If farms express varieties of purely
utilitarian  fitness, schools must
attain something rather more diffi-
cult. moral fitness. ‘In the choice of
the Situation for an infant school,’
says Loudon, ‘the first consideration
is, the physical health of the
children; aud the next, their moral
health.”! A design—incidentally a
proto-Frank Lloyd Wright one—by
E. B. Lamb displays these two
factors clearly, 12 and 13. The plan
is intended, with its two imposing,
rather Richardsonian, low apses
lighted by quasi-strip windows, to
provide all-day sunlight for both
the boys’ (13f), and the girls’ (13d).
classrooms. The sexes are physically
segregated by being at opposite
ends of the building, and each
classroom has its own separate
entrance porch with separate roof
(e, g). We can even read—Loudon
does not say this—a special appro-
priateness in the part of the building
that performs this separation; the
tall, contrasting mass of the master’s
and mistress’s quarters (h) and
infant school (¢). The fagade of the
former, with its gable and baleonied
first-floor window, being at once
domestic and yet watchful; while
the infant school is embraced, as it
were, by the master’s and mistress’s
block. The building as a whole
might be said to symbolize vigilance
and innocence standing between
instinet and temptation: ‘a theme
that could have been set a
Victorian painter.” The detailing
throughout, as is often the case with
Lamb, is massive, simple, blocky,
and harsh: it, too, is expressive of
school life. It is however in the
massing and composition that the
design's chief qualities reside: and
these may be traced directly to ‘the
expression of fitness.” I admit that
this is my own reading, not
Loudon's. But I have not been more
fanciful than Loudon himself can
be, as we shall see.

Another significant building-type
for Loudon is the inn. Inns require
an intricate set of symbols since
their funetions are more complex
tthan those of the other buildings he
diseusses, Inns have both public and
private rooms, rooms for entertain-
ment, storage, meetings, and
domestic uses, Inns, moreover, are
the symbols of high civilization, and
of ‘the consequent intercourse of
society by public roads, rivers, or
canals.*® In primitive countries
there are no inns, or the inns ave
mere hovels, In advanced countries
‘the inn is frequently a place where
greater Juxuries are to be obtained
than in the private houses of most
of the eitizens.”®* The inn of the
future, indeed, will be to democracy
what the palace and the monastery
have been to privilege: it will
provide gardens, pleasure grounds,
parks, forests, sports, and ‘all the
games and exercises that have been
known to contribute to human
gratification.’™ Loudon places a
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12, *A Country Sehool, in the Italian Style, including @ Dwelling for the
Master and Mistress’ from Lowdon's Encyclopaedin, 18, plan,

13

heavy expressive burden on inns;
but he is not far off in his predictions
about them.

I shall not illustrate the one
exarmple he gives of such a palatial
hostelry, but a smaller inn by
Lamb, 14 and 15, which is more the
type of establishment known to
Loudon’s readers.? T read this inn
—a ‘ecountry public house'—as
follows: it symbolizes travel clearly
enough. It actually straddles the
road, or at any rate a drive. The
design is moreover appropriately
dominated by the eirculation space.
This flows through the archway and
splits off to left and right at the
entrances flanking it. After the
carriage entrance (L5, a) is a
passage (b) which splits-again to go
to the pedestrian entrance (¢) and
to the stairs (h). These take one to
the first floor and another, open air,
passage which leads across the top
of the arch to the round tower with
its arcaded loggia above. Around
the tower is an exterior helical stair
that curves down to the square
‘small parlour’ (i) which forms the
base of the tower. This also leads to
another loggia, (k). In a sense the
actual rooms—bar (d), bar-room (e),
parlour (f), kitchen (g)—are mere
appendages to this active swerving
armature of circulation space, an
armature that is at times intrinsic
to the building masses. But nonethe-
less all these rooms have their
proper ‘expression.’ The snug, do-
mestic part of the building, on the
right, with its bay window for the
formal parlor, could hardly be
more expressively distinet from the
tower, which is for observation
rather than snugness, and for
summer rather than winter. Even
the interconnected character of the
bar and the bar-room is expressed,

on the exterior, by their common
window which butts against the
partition between them. It is hard
to think of any justification for this
awkward device except an exterior
symbol of an interior fact. The
country public house not only obeys
Loudon’s precepts, it rejoices in
them. The resulting complex of
associations must have been grati-
fying to the author of the Encyclo-
paedia who in any case was one of
Lamb's champions.

The last part of Loudon's book
deals with the villa. Here, it seems
to me, the implications of his
theory reveal themselves quite
differently than hitherto, Loudon's
attempt to deal with this dominant
nineteenth-century building-type in
terms of associationism is a mani-
fest failure. The reasons are interest.-
ing. First of all, more than the
other types discussed. the wvilla is
fairly rural. It stands on a large,
presumably controllable. site and
problems of landscape design there-
fore arise. Loudon begins with a
long essay on landscape and garden
lay-out.®? It is & competent but not
particularly original reflection of
Picturesque teaching. There is no
discussion of the ‘meaning’ of
landseape—we must wait for Ruskin
for that—but only of the purely
visual delights to be gained from
dramatic siting, intelligent and
novel planting, surprising vistas and
the like. Perhaps because the earlier
theory eoncentrated so much on this
sort of thing Loudon is here content
merely to repeat. He makes no
attempt to apply the principles of
Alison.

Nor does his treatment of the villa
itself recall Alison more than
occasionally; for example, when he
insists that the best styles for villas

are the styles that will summon the
richest train of associations into the
mind of the average Briton, i.e.,
Cothic and Elizabethan; *. . . the
styles of architecture which have
been most familiar to those who
inhabit the edifices to be erected . . .
But there is hope for classicism. The
longer a style is in use, the more
associations it callzs up. In the
future, says Loudon, Grecian,
Roman and above all Italian villas
will become as besutiful as Gothic
and Elizabethan villas are now.
But, of course, by then the beauty
of the latter will have inereased. For
the Englishman, Loudon implies.
classicism will never quite catch up
with Gothicism.?*

The real reason that large. elaborate
villas illustrate Loudon's theory so
poorly is, in my opinion, that they
are too grand for its democratic
implications. Villas, in their very
function, represent everything
Loudon despised. The whole temor
of his eriticism rejects large private
buildings and the world of
leisure. Loudon, as we have seen,
suggested that the palace would be
replaced by the luxurious public
inn, and one feels he has the same
attitude towards the villa. Another
reason why Loudon shies away from
villas is that they require the serious
and extensive use of ornament,
what Loudon ealls ‘architectural
style.” We have already seen that
‘the expression of architectural
style’ is the least mmportant of
Loudon’s three principles of eriti-
cism. In fact he denies that there is
any need for style at all. All
questions of design are really a
matter of fitness and its expression.
‘the beauties of use and truth.'
For Loudon style is a kind of
temporary tutor, employed in almost

paedia. 15, grownd floor plan.
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14, “A Country Public House, in the [tatian Style’ from Lowdon's Encyelo-
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16, ‘A Dwelling for a Man and his Wife,
without Children’ from Loudon's Encyelo-
paedia . . .

. A8, with ceranda and terrace . . .

A

oo 19, with trellis ... .

..tmrnmnml

v e o 22 woith Elizabethan jacket.
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17, plan of the house in 16.

a buffo role, until the spread of mass
education on commonsense prin-
ciples makes it unnecessary.
Loudon illustrates such wuses for
style in a series of diagrams, 16-22
showing how a utilitarian cottage
may be dressed imn a variety of
ornamental jackets.** In its normal
form the cottage consists of a cube
with a hipped roof and central
chimney. Its occupant is a shoe-
maker or some other kind of crafts-
man who works in one room (17a)
while his wife keeps house in the
other (b). The other rooms, (¢ and
d), are respectively a bedroom and a
storage room. Loudon snggests mud
or pisé for the walls and thatch for
the roof. The building is sufficiently,
but not very eloquently, expressive
of fitness for its purpose. In order
to enliven this modest object
Loudon suggests as one possibility
that a false second storey and false
roof be built out of trellis-work,
19. This would be designed
to resemble masonry joints. Fruit
vines would then be grown over it.
Eventually the cottage would be-
come a kind of habitable hedge.
Loudon suggests that in warm
climates the false wall could extend
further out from the cottage, making
a veranda. Other alternatives are
medieval, 20-22. Here a real second
story is added and a more solidly
constructed veranda—a kind of
cloister—is built. These designs are
still in the spirit of Rococo Gothie,
especially with their finial-like
chimney pots, and in 21 the gable
topped with a eross. Loudon illus-
trates a similar cottage, 23 and 24,
which also gets stylistic treatments,
one Italian and the other Indian.®
This attitude is directly inherited
from the age of Nash, Wyatt, and
Beckford. But to their minds such
things were a sort; of serious fun. To
Loudon they were, one feels, fatu-
ous, like that ageing Regency belle,
Lady Tippins, in Ouwr Mutual
Friend.

When architectural style is serious,
with Loudon, it is purely temporary.
‘It may appear singular to a resident
in Britain,” he says, ‘that a British
emigrant in Van Diemen’s land
should wish to build his dwelling in
the form of an English church
tower; but, duly considered, the
feeling will be found to be quite
natural. The associations which an
object so characteristic of British
scenery and civilization is (sic)
caleulated to raise up i the minds
of Britons, resident in far distant,
and, as yet, scarcely peopled coun-
tries, surrounded by primeval
forests or wastes, can hardly be
conceived by those who have never
experienced them.*® Similarly we

might look at the Hindu variant of
the second cottage as suitable for a
non-commissioned offieer who had
retired from the Indian service. But
neither the Gothie cottage in Van
Diemen’s land nor the Hindu one in
England will be needed in the
universal commonsense civilization
of the future.

There are other temporary tasks for
style. It can awaken a love of
history in the unlettered mind. A
town or estreet which displays
different styles of building will be an
architectural museum. It will be
possible to compare one national
mode with another. When the
inhabitants of that town travel
abroad they will be able to tell
where they are from the style of
architecture. But with the arrival
of universal literaey, presumably,
even this use for ornamental archi-
tecture will cease. Another reason
for style is “. . . to tempt the higher
classes to erect comfortable cottages,
for the sake of their ornamental
effect.” This would apply, e.g. to 23
and 24. The aristocracy have been
unfitted, by their lack of sympathy
to the working class, to appreciate
the higher beauties of fitness, and
they must be gratified with orna-
ment.4? But here again, of course,
the need for style will fade away as
the importance of the aristocracy
dies.

Loudon’s ideas, to sum up, ean help
us understand something of the

23, ‘A Dwelling of Two Rooms for a Man and

his Wife, without Children’ from Loudon's
Encyclopaedia, with ‘a veranda and a common
Iakian parapet. 24, with Indian Gothic jacket.
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Victorian attitude towards archi-
tecture. By positing literal meanings
for architectural forms, Loudon
introduced the question of truth,
thus anticipating an important
Vietorian artistic cult. More gen-
erally Loudon was guided by that
same moralism, that same love of a
strongly emotional reaction, that
same desire to please the common
man, that we have later in so much
Vietorian criticism. And Loudon's
influence may go further. The
typical Victorian matter-of-factness
of programme, combined with vio-
lent picturesqueness of form, the

typical Victorian bigness, precision,
and tumult of detail, strongly recall
Lamb’s embodiments of Loudon’s
principles. There is the solid separa-
tion of exterior masses, often
obsessively agreemg with interior
funetion, and the love of intricate
plans and multiple roofs. Above all
there is the constant use of historical
ornament in an unserious, sometimes
even ironic way (e.g. Burges).
Finally, by reducing style to a
minor role, and by celebrating ‘the
expression of fitness for the end in
view’ as a superior principle for the
future, Loudon sounded a note that
echoed well beyond the Victorian era.
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While the adherents of plug-in cities mentally
encapsulate the masses, and the system
builders wistfully dream of populating serried
ranks of their factory-produced machinery for
living, young architects are cutting their
teeth fulfilling the life dream of the growing
army of people who want and can afford to be
different. And established architects are
similarly busy fashioning one-off houses to
suit their own maturing and fastidious tastes
and enjoying the heady and unreal experience
of working for themselves untrammelled by
clients and committees.

The twelve examples illustrated on the pages
that follow may not mark watersheds in
house design, but collectively they are
representative of the design situations which
an architect in this country can expect to
meet—urban mews and terraces, arcadian,
suburban and village infill, house in a park
and cliff hanger. What most of them can be
said not to represent is the ritualized, com-
partmentalized living in immutable bedroom
and living-room pigeon holes. Richard
Gibson’s necessarily infrospective mews
house has only two rooms completely parti-
tioned off —the bathroom and the children’s
bedroom. Donald Ball’s is conceived as one
large living-space where the sleeping level
becomes an extension of the living space
upwards. The bathroom is cocooned in a
central core and only one room, a study cum
visitor’s bedroom, is formally delineated and
enclosed. The Foster Rogers house at Radlett
is designed simply as a series of zones which
can be enlarged at will.

And those that do pigeon-hole activities
manage to break the stranglehold of the two
set-pieces of recent house planning—what
Reyner Banham has described as the corridor-
coach and the dumb-bell plan. The bursting
sun of Stout and Lichfield’s radiating walls,
the rich labyrinthine complexity of the
Foster Rogers Cornwall house, the introspec-
tive courtyard of Peter Aldington’s, the
flowing terraces of Julian Sofaer’s and John
Meunier’s that fuse interior and exterior, the
high life of the town houses by Tom Kay and
John Wright and the medieval throwback of
Lionel Brett’s house in a park—all must
express interesting clients if nothing else.
And having satisfied their clients needs, a
number of them have civic roles to play which
they carry off with distinction—Peter Alding-
ton’s group is the first real contribution to
village character since Haddenham expanded
tenfold in the last ten years. Tom Kay,
designing a replacement for a Victorian
terrace house in the heart of what will be a
Conservation Area, does so with distinction.
The Foster Rogers Cornish cliff hanger is
welded to its landscape. Those that have a
94

view to enjoy unrepentantly enjoy it, whether
it be Blackheath Hill or a Cornish cove, or a
Kentish orchard, or a modest Cheshire pond.
And those that are themselves overlooked
contrive to give their clients privacy.

Half the houses have been designed by
architects for themselves. Nine are by archi-
tects in their early thirties, some are even
still in their twenties. It is therefore something

2, Cove Vean, Cormweall, by Richard Rogers, Norman and
Wendy Foster, (also illustrated in 1, preceding page).

0, Bromborough, Cheshire, by
Nelson & Parker,

R, Chelsea, London, by
John Wright.

12, Worcester Park, Surrey, by Stout & Lichfield.

of a surprise to find that all twelve houses are
traditional in construction. Only the Foster
Rogers house at Radlett is designed as an
extendible, flexible system (Richard and Su
Rogers—part of the original Team 4 partner-
ship—are now building their first extendible
steel houses).

For twelve examples of houses abroad, see
World, pages 141-144.

3, Radlett, Hertfordshire, by Norman and Wendy Foster,
Richard Rogers,

11, Camden Town, London,
by Richard Gibson,

10, Chislehurst, Kent, by
Donald Ball.

e —e——_

13, Kensington, London, by Tom Kay.
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ARCHITECTS: RICHARD ROGERS,
NORMAN AND WENDY FOSTER

photographs by Richard Einzig

site plan

The house looks south towards the sea,
west towards a creek and north up a valley.
The rooms fan out towards these different
views. The house is built along two axes.
One is external and splits the house into
two, leading from the road across a bridge
to the front door, down a flight of steps to
the boat-house. The other is internal, in
the form of a top-lit picture and sculpture
gallery which at night is flood-lit from the
outside It connects all the rooms, starting
at the highest roof terrace and ending as a
path to the underground garage. T'o the road
the house presents an 18 ft. high blank wall
running the full 145 ft. length of the house
broken only by the pedestrian entrance
bridge. The two-storey living wing faces
south towards the sea, the master bedroom
west across the creek and the self-contained
flat up the valley. Every room can be con-
nected to the gallery by sliding away the
fourth wall. Materials are left in their
natural state. The walls are honey-coloured
concrete blocks. The floors are blue Welsh
slate. The windows are frameless and sliding
and have anodised or aluminium stainless
steel fittings. Heating isby meansofaducted
hot air system, flowing through the ceiling.
Landscape architects: Southard & Branch.

1, from the sea, showing the external axis which
divides the house into two.
2, the top-lit picture and sculpture gallery.




SEASIDE HOUSE IN CORNWALL

cross section through living room and kitchen

3, the roof is covered lead to the roof, and the
with earth and planted wvoid over the dining/
with creepers which kitchen leads off to

will eventually cover the right.

the whole house. b, looking down into

4, looking towards the the void and out

living room. The stairs through the entrance.

upper level plan entrance level plan
06




ARCHITECTS: NORMAN AND
WENDY FOSTER, RICHARD ROGERS

1, from the garden, with the living room on the
right, and a bedroom on the left.
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plan

The house stands in the midst of suburban
housing on a 1 in 8 slope with good views of
the green-belt to the north. A series of plat-
forms follow the slope, and single-storey
brick cross-walls divide the house spatially
into a series of top-lit zones and carry the
lightweight roof-deck. The crosswalls
extend externally to cut out side views.
BEach zone can be enlarged or compart-
mentalized by means of sliding screens.
Bedroom walls are non-structural to allow
for change. The house is designed to be
extendible within the structural and
spatial system down the garden. It has also
been conceived as a high density housing
system capable of repetition on this and
other sites. In this system, services will be
carried in a duct of precast concrete units
below floor level.

exploded view of the high
density system subsequently
developed by Foster Associates,
showing the service ducts

99
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ARCHITECTS: BRETT AND POLLEN

photographs by Eric de Mare

1, from the south-west.
y om the west, with the sloping roof of the
yroom on the left.

Built in a glade among old oaks and beeches
at Christmas Common on the crest of the
ChilternHills, the house takes the form of a
tower rising out of a half-moat, which is
used as a swimming pool. The pool is
warmed in summer by the oil-fired system
that heats the house in winter. It is for the
architect’s own occupation, and is de-
signed as a tower to overcome the oppres-
sion of living below immensely tall trees
and to capture all-day sun. Even so the top
windows are below tree top level; but
between the trees there are views over
lower woodlands to a wooded skyline.

To minimize excavation, the pool floor is
only 2 ft. 3 in. below ground, and its walls
rise 2 ft. 3 in. above, giving swimming
depth only. The fill was spread to create a
gentle artificial mound on which the tower
appears to stand. Woodland bracken is
allowed to come up to the edge of the
water. The garage is also sunk below ground
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3, the pool terrace,
with the living room
balcony above. 4, the
living room. 5, the
kitchen. 6, the service
lift tower on the east
side.

cross section

level to reduce its visibility. The living-
room is at first floor level with a deep canti-
levered balcony. Below this balcony is a
dining terrace with tiled concrete table and
teak benches on the edge of the moat.

The house is of load-bearing brick con-
struction with the large windows double-
glazed. Heating is by ducted warm air. The
bricks are dark purple-brown, the roofs
slated and the windows painted charcoal
grey with Venetian red sub-frames. The
turret on the east side houses a passenger
1ift serving two half-landings only.
Internally the house is almost entirely
lined with natural materials: deal boarding,
hessian or grasspaper on walls and ceilings,
blue quarries or Dundee string carpet on
floors. Plastered ceilings are left un-
painted. The living-room hearth slab is in
Cornish de Lank granite concrete and is
cantilevered 1 ft. 3 in. above floor level so
that it can be sat on. Batik window blinds,
designed and made by Olivia Brett, take the
place of curtains in the bedrooms.

oo o

third floor plan
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second floor plan

"'L{—l
5T

PLAY }

first floor plan (lift shaft continues at broken line)
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ground floor plan

basement plan




ARCHITECT: PETER ALDINGTON

1 (above), the group seen from the village street.

2(opposite), inside the courtyard looking
towards the kitchen/dining area.

axonometric: the architect's house is built on three sides round

a courtyard: the other two houses have small enclosed paved areas

alongside their entrances and large gardens to the rear

102

This small group of three houses stands in
the heart of the village of Haddenham,
Buckinghamshire, which has been expanded
100 per cent in the last ten years. Much of
the expansion has been low-grade specula-
tive housing, and the architect of these
houses was determined to break away from
the general run of ‘detached’ houses so
alien to the village's intrinsic character.
The earliest houses in Haddenham are
clay-built, as are the garden walls, and the
consistent use of one material succeeds in
binding the houses together, different
though each of them is. The design has been

influenced by this indigenous character.
The site’s only access lay at the south-west
corner. To obtain south and west sunlight
and privacy the houses were planned round
courtyards. This pattern was also made
necessary by the existence of a large walnut
tree right in the middle of the site, which it
was possible to retain by means of the
interlocking courtyard arrangement of the
three houses. The architect’'s own house,
illustrated here, is built round three acacia
trees. It has two bedrooms and, unlike the
others, an additional studio wing. The main
bedroom is divided to provide a separate







VILLAGE GROUP

photographs by Richard Einzig

dressing-room used in conjunction with a
built-in bed in the living room.

The kitchen is conceived as a farmhouse
type of open kitchen-cum-dining room
looking south on to the courtyard. It sits at
the core of the house with all the other
rooms opening off it. The living room has a
high-level east window and a movable glass
wall on to the courtyard, facing west.
Thewalls arerendered asthe indigenousclay
walls elsewhere in the village are. Most of
the walls are of 9 in. foamed concrete blocks
which in any case needed rendering for
protection. Internally they are left exposed
and painted white, and the roof timbers
are also exposed and clear-lacquered. The
living area floors are of 1 ft. square red
quarry tiles with electric under-floor heat-
ing. The bedroom floors, at a different level,
are sealed softwood boarding and heating is
by means of a fan-assisted electric storage
heater ducted into each bedroom. The roofs
are clad with terra cotta delta tiles.

section through the kitchen/dining area, a bedroom and the bathroom plan of the architect’s house

3, the courtyard seen 4, from the living room
from over the garden looking past the dining
wall, with the studioon area. 5, the living room,
the left, the kitchen witha ladder to a
ahead and the living/ sewing room above.
sleeping area right.

typical plan of the
4 other two houses
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ARCHITECTS: NELSON AND PARKER

photograph by H de Burgh Galwey

This house at Bromborough stands in front
of a large pond which the living room over-
looks. The entrance, cloakroom and stairs
are on the north side. Above the living room
the main bedroom also looks on to the pond;
the other large bedroom is at the east end
with two cabins between. The construction
is load-bearing brick piers with timber
beams. These are British Columbian
pine with joists spanning between.

1, the house seen across from floor to floor.
the pond. 3, the open staircase,
2, the pergola-covered with a corbelled
entrance way with, internal recess.

right, a structural 4, the cantilevered
corbelling device used shower room, left, and
toalternate a reces the curved entrance
inwards and outwards hall, right.

first floor plan

ground floor plan




ARCHITECT: JOHN MEUNIER

roof plan

This house stands in an old orchard at
Caldecote and is for the architect’s own
occupation. It consists of a 40 ft. square
platform on which are built two volumes,
one in brick, predominantly closed, con-
taining two bedrooms, a study bedroom
and a bathroom; and the other a virtually
open glass volume, 10 ft. high internally,
containing the entrance hall, kitchen,
dining and living areas. These two volumes
interlock at the service core which con-
tains the storage water-tanks. The rest of

11

floor plan

the platform is used as two terraces, one
as the entrance to the house and the other
as an outdoor extension of the living area.
The facades follow a sequence from the
completely blank north face to the totally
open south face of the higher block. The
opening windows are 3 ft. square and are at
the same height in both volumes. The walls
are flettons inside and out, except above
working and washing surfaces where they
are either white faced tiles or mirrors. Buff
quarry tiles match the tone of the bricks




and the floors are covered with rush matting
and sisal carpets. Exposed timber is un-
treated pine or beech. The heating is
electric underfloor. Most of the furniture
was designed by the architect.

photographs by Her

1 (opposite page), a bedrooms d.
corner of the open glass 2, from the orchard.
volume living area, 3, looking from the
with the closed brick living room out to the
volume containing the orchard.




ARCHITECTS : STOUT X LICHFIELD

photographs by Richard Einzig

The house stands on a triangular site at the
end of a cul-de-sac of newly built speculative
houses in Worcester Park. Its immediate
neighbour to the south is a convent with
a large garden. The clients had previously
lived in a Connell, Ward and Lucas house
of 1935, designed as two identical flats
one above the other, an arrangement
which allowed parents and their guests
to live and sleep over the children, with
the dining room and kitchen on the
children’s level. This arrangement worked
so well that the present architects were
given the same brief. Bedrooms are over
bedrooms to avoid disturbing the children.
The roofs are clad externally with natural
slate and internally with Columbian pine
boarding. The slope of the roof is revealed
internally. The walls are of white sandlime
bricks with white pointing. Cavity and
light-weight concrete insulating blocks are
used internally, plastered and white painted
throughout, and the floors are covered with
grey haircord carpet. The open riser stair-
case is of Columbian pine. Heating is by
gas-fired ducted warm air.

1, the garden front, with
the entrance hall
separating thesleeping
from the living areas.

2, inside the entrance
hall.

3, the road front.

4, the radiating cross-
walls.

first floor plan

ground floor plan
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7R conceived as one large
> living space—showing

the sleeping area over

the living room.

2, the exterior from

the south-west.

axonometric from the south-west
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This house at Chislehurst, Kent, for its
architect’s occupation, stands at the top
of a long sloping site 50 ft. wide and 200 ft.
deep, running from east to west. To allow
the maximum amount of sun into the house,
it is set well back from the south boundary.
The interior is conceived as one large living
space, parts of which are clearly defined,
others wholly flexible. The entrance to the
house, kitchen, dining room and study are
all at the same level. The half level over
the living room is the sleeping area. The
dining room gives on to the living room on
the north and the kitchen, study and cloak-
room on the east. From the kitchen most of
the interior of the house is immediately vis-
ible as well as the gite and the entrance. The
study can also be used as a visitor’s hedroom.
The living room rises through to the roof so
that the sleeping level can act as an exten-
gsion to the living room or, with the aid of
sliding partitions, can be turned into one or
two bedrooms. The main bedroom has sliding
screens separating it from the living room
and has a direct link to the bathroom. Water
storage tanks and pipes feeding the kitchen
at the lower level and the bathroom at the
upper level are all contained in a central
core. External walls are Stamford mixed
grey facing bricks. The lower level and
living room floors are solid concrete; the
others timber. Lighting is either indirect
in ceiling slots or incorporated with cup-
boards, or direct movable spot lights.

T
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first floor plan
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ARCHITECT: JULIAN SOFAER

nhotographs by Colin Westwood

The house stands on the northern slopes of
Blackheath Hill and commands a fine view
of London to the west. The site, running
south-north, has a fall of 15 ft. with a flat
platform for the house half way up the
slope. Conceptually the aim was to avoid
the standard solution of a simple block
with two main fagades and two subsidiary
flanks by enclosing a space which would
flow freely outwards and inwards. Thus the
house pivots round an L-shaped terrace, part
enclosed, part open, which welds the garden
and the house into an indivisible whole.
This unity is achieved despite the fact that
the house itself is in two parts—one L-
shaped, the other rectangular—which are
linked by a glazed bridge. The house pre-
sents a blank fagade to the north and is
entered from this side under the bridge and
then up an external staircase positioned
between it and the terrace. On the upper
level, concrete floor beams are fairfaced.
Brickwork and timber are left in their
natural state. The brick walls stop 7 ft. 9in.
above the floor and, above this, pine beams
run over openings and cantilever to support
the overhanging roof. The beams also form
a pergola over the terrace. Internally the
roof is lined with clear varnished boarding
and externally on the fascia with graphite-
stained cedar boards. Windows are of Utile,
contrasting with the golden-buff bricks.
Asgistant: Miss D. C. Loader.
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ARCHITECT: JOHN WRIGHT

The house stands on the bombed corner site
of an Edwardian terrace house. Designed in
1958 for the architect’s own occupation, the
ceiling heights are minimal to get as much
floor space as possible on the site. The plan
gives maximum length to the living-room.
It is fully air conditioned.

The interior is simple—glass fibre panels,
varnished concrete and stained timber. All
the furniture was designed by the architect.
The structure is loadbearing brick with
reinforced concrete floors and window
panels. A future extension in the form of a
small studio on the top of the building will,
it is hoped, be built in 1969 with large
circular windows lighting the studio floor.
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1, from Draycott Place,
looking towards
Sloane Avenue.

2, the integral

concrete light fittings.
3, the conservatory

4, detail of the
entrance,

ground floor plan
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‘ The house stands on a corner site replacing The brick and timber structure is stiffened
a small Victorian terrace house in Kensing- by a reinforced concrete slab at first floor

ton Place. It is entered from Hillgate Street level. As in the demolished house, the
by means of a diagonal ramp up to the party wall carries only the roof. The floors
ground floor or down an external stair aresupported on piersvia trimmers parallel
through the kitchen garden. It is directly to the party wall, except the gallery which
opposite a primary school and bounded by bears directly on to the piers. The bricks
narrow streets, and the problem of gaining are Staffordshire Blues used fairface intern-
privacy and good natural lighting led to the ally in the living room and on the staircase.
decision to put the double-height living Partitions are faced with beech ply except
room at first floor level. The roof of the in the bathroom which is tiled. Ceilings are
garage serves as a walled terrace leading plastered. The lower ground floor slab and
out of the living room. Another terrace on the Kkitchen walls are clad in blue-black
the main roof is reached from the top flight quarry tiles. The built-in light fittings,
AHcHITEcT. TIJM KAY of an internal spiral staircase. This ‘sta-.ir- storage unit supports and the spiral .st.ai-r-
' case was pushed out beyond the building case are all precast concrete. The staircase
line to gain planning freedom and additional handrails are polythene water piping. A

1, from the south, with the staircase tower left. floor space. hoist serves all floors except the gallery.

)

—
-

\
|

\\
1“_

\\
\
A

h

\

\
\

\
\

O
o
i

A\
W
i

ALY
\\
M

\
\

\

X
N
W

\\
\

3
{H
iy

3

$s‘i‘\\l“\
LA

Ly
o\
L\

R
&
X
\ Y

\

\

“\‘

\

A




P

IFE

above, longl

114

2, the double-height e
first floor living room,
with the terrace beyond [ ===
gnt}l the ga.lllery above. =
, the spiral staircase. — |5
4, the gallery study. JHH] a [0
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ARCHITECT: RICHARD GIBSON

The site of this house is in an existing mews
in Camden Town and has been carved from
the end of a 25 ft. wide garden. Because of
its enclosed nature, and the fact that the
site was overlooked on all sides, the house
has been designed to be inward looking
although the interior is as open as possible.
The only complete partitioning off is for the
bathroom and the children’s bedroom. The
ground floor is for the children and dining;
the upper floor for the adults. Both areas
are linked by a central double-height space
with a large clear-glass roof light. Internal
doors are full height to minimize the feeling
of the space being sub-divided. The main
services are run on the external walls of the
bathroom lobby and, on the roof, is the cold
water storage-tank. Heating is solid fuel
on the first floor and underfloor elsewhere.
Access from the mews is through a brick
paved court which acts a8 a hard standing
for the car, and a second and smaller court
can be used for meals outside. The first floor
projects over the entrance to form a porch.
London stocks are used externally and white
emulsioned bricks internally. The exposed
main beam is fairfaced concrete and so are
the hearth and surround to the stove on the
first floor. Windows and fascias are of soft-
wood, and the ceilings are boarded. The
lower floor is cork; the wupper floors
boarding.

1, the blank entrance MURRAY MEWS
front, off Murray Mews,
2, the living room on

the first floor.

ST AUGUSTINES RD

site pl_ln
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first floor plan

ground floor plan
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3, looking up;to the
living room from the
dining room.

4, lookingidown to the
dining room.

longitudinal section

cross section
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The distinction between the learned and the
unmodifiable visual response is not ordinarily
made. Designers and the entrepreneurs who
pay for their services have become so used
to the high adaptability of the human
organism that when things go wrong they are
apt to attribute perceptual difficulties and
discomfort to neurotic tendencies in those
who complain. I am thinking now of women
made acutely uncomfortable (in fact, at
times, nauseated) while walking through
narrow aisles in dry goods stores. Their dis-
comfort was traced to a combination of the
glare from fluorescent lights coupled with
intense stimulation of the peripheral field by
stacks of eye-level goods. Eye-level lights that
flash by in the American underground
comparable with the flicker from helicopter
rotor blades mentioned later is an example
of a design decision made in the absence of the
knowledge of the basic limits of stimulation
of the human perceptual apparatus. Such
decisions would not have been made, one
hopes, if the data given in R. L. Gregory’'s
recently published book, Eye and Brain: the
Psychology of seeing,' had been common
Enowledge among designers.

The section on colour, while short, throws
light on the important role of experience in
perception. While discussing the work of Ed-
win Land, the creative genius who developed
the Land camera, Gregory states, ‘Indeed his
work serves to remind us of the dangers of

"Weidenfeld & Nicholson. (paperback 14s.)

losing phenomena through simplifying situ-
ations in order to get neat experiments.’ This
single sentence should be permanently dis-
played on the walls of all perception labora-
tories. Continuing, he states . . . “‘What is true
for colour mixture for simple patches of light
is not the whole story of perception of colour.
Odd things happen when the patches are
more complicated, and represent objects . .’
Colour films provide, physically, only three
colours. Land simplified it to two, and found
that a surprising wealth of colour is given by
only two actual colours. The technique is to
take photographic negatives of the same
scene, each through different colour filters.
The negatives are converted into positive
transparencies, and projected through their
original filters, to give superimposed pictures
on the screen. Quite good results are obtained
simply with a red filter for one projector and
no filter for the other.

‘... Any simple account of colour vision is
doomed to failure: colour depends not only
upon the stimulus wave lengths and intensi-
ties, but also on whether the patterns are
accepted as representing objects, and this
involves high-level processes in the brain
which are extremely difficult to investigate
. . . Expectation, or previous knowledge, of
the normal colour of the object is important.
It is probable that objects such as oranges
and lemons take on a richer and more natural
colour when they are recognized as such, but

this is certainly not the whole story. Land

was careful to use objects whose colour could
not be known to the observers—objects such
as reels of plastic-covered wire, and materials
having woven patterns in coloured wool. He
still got his surprising results.’
Gregory is preoccupied, as have been many
psychologists (they are three to four hundred
years behind the artists), with ‘eye foolers.”
The review of explanations of illusions in art
(a good third of the book) adds little to the
clarity of the text; on the contrary, it gives
the reader the false impression that they are
important. Because illusions derive their
effects from an absence or distortion of con-
text, one can’t help being puzzled. One of the
most basic of all contexts is feedback from the
other senses that act as correctives. What is
more Gregory is fully aware of this, for he
goes to some length to describe crucial ex-
periments by Held and Heim demonstrating
this very relationship. For the benefit of
those who may not be familiar with this work;
Held and Heim constructed a special appara-
tus consisting of an oval track from which
they suspended a sling and a basket. Two
kittens with eyes just beginning to open were
used. One kitten was placed in the sling so
that it could walk and move freely, the other
in the basket with only its head sticking out.
As the first kitten moved about it carried the
passive kitten with it. Only the active kitten
learned to see!
The corrective factor of action on vision
cannot be better illustrated than it was by
117




the transactional psychologists some years
ago. Although Gregory does not bring this
out, subjects were shown a distorted room
(illustrated in his book). They saw the figure
on the right as giant size and the one on the
left as a dwarf. They maintained this dis-
tortion in spite of full knowledge that the
entire experiment was an eye-fooling trick,
until they were asked to hit a target on one
of the walls with a stick. The first attempts
naturally went wide of the mark. But as the
subjects learned to perform in the visually
altered environment, they became able to see
distortions as distortions and not as illusions.
For, as David Rioch (the neurophysiologist)
once said: ‘What you perceive is what you
intend to do about it.”

These points are relevant for the architect,
for what Gregory is addressing himself to is
nothing more nor less than the spatial ex-
perience. I should add however, that that
part of mankind that was brought up in the
north European cultural tradition is more
vulnerable to distortions in the visual
modality than in the auditory. For those of
us who share this cultural heritage, a lie is a
lie if it is in the spoken or written media.
And it is unlikely that one will, except among
the visually sophisticated, hear architects’
renderings referred to as out and out lies.
One can sue for slander but it is difficult
except in the most extreme cases (such as
Mr. Wilson’s recent court case) to bring
charges because of a caricature, a deceptive
or misleading rendering, or a package that
deceives the eye by seeming to contain more
than it does. My point is, without going into
too much detail, that man lies in all of his
sense modalities, but we Europeans have
chosen to call verbal distortions lies and
virtually everything else tricks.

As one observes behaviour in detail on in-
creasingly complex levels, it is possible to see
that information and information processing
mechanisms control all life. Information is a
basic process in the electrical, chemical, and
mechanical systems that keep the body
functioning. The senses organize information
received from the so-called outside world and
process it in such a way that it is possible for
the central nervous system to fit this informa-
tion into already programmed contexts in the
brain.

Beadle and Dobzansky and others have
accustomed us to thinking in information
terms (particularly as regarding evolution).
In a recent article Beadle states, ‘Man is the
product of two kinds of interdependent
evolution that, for convenience and simplicity,
we call biological and cultural. The latter is of
Jar greater significance in man than in any of
his fellow creatures on earth. In biological
inheritance and evolution, we are not basic-
ally different from other species, whether
these be sub-microscopic viruses, bacteria,
protozoa, or more complex plants and
animals; in cultural characteristics there is an
enormous gap between us.’ (Italics mine.)
The principal feature of culture is that it is
learned. It is also highly organized, otherwise
it could not be transmitted. While Gregory
views seeing as processing information, he is
hesitant to take the step suggested by Beadle
and come to grips with the fact that visual
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perception is an active, dynamic process
because man is primarily a culturally
conditioned animal, so that most of what
he perceives is deeply altered by learning.
In order to understand vision, however, one
must go beyond the simple pasts and futures
of Gregory’s objects. Objects are seen in
different ways, not only depending upon
what one knows about them, but the culture of
one's birth. Vision is the most sophisticated
and highly evolved of all of the senses.
Gregory understands this, for he states that
vision evolved to meet the needs of a parti-
cular organism in a particular setting; yet
in order to know about vision, one needs to
know much more than we are told about: (a)
the relationship of the organism to the setting,
and (b) how the central nervous system
builds up meaningful patterns from incred-
ibly simple units of information. These points
are crucial.

From a fascinating article titled, “‘What the
Frog's Eye tells the Frog’s Brain’—Lettvin,
Maturana, McCulloch, and Pitts—we learn
that the frog’s eye sends only three kinds of
information to the frog’s brain: information
concerning edges, shading and a general
dimming of illumination. The frog’s eye is
‘limited to movement of certain kinds of
objects.’ In fact, McCulloch and his associates
demonstrated that the frog would starve to
death if surrounded by flies that did not
move. The frog is ‘turned on’ by any small,
dark, moving object that falls within the
general size-range of flies. Man, however, has
a different kind of eye, because in the past
man’s precursors had to move, and often very
fast, in order to survive. Unfortunately, most
experimental psychology has been concerned
with sensation rather than perceiving, and
with sense organs rather than perceptual
systems, and therefore, with few exceptions,
treats vision as though man were a frog.
Regardless of psychologists and their neat
experiments with stationary subjects, man’s
vision evolved as a funetion of movement,
including brachiating. Brachiating requires
that an initially stationary organism be able
to fix a stationary object (usually a branch)
and then take off without loosing its visual
hold on that object. Vision of this type stresses
the rather accurate separation of objects that
are not too far away. Once in motion, how-
ever, the perceptual system of both man and
apes shifts to other types of depth perception
that emphasize the ability to evaluate per-
ceived differences in motion, depending upon
how close objects are. The near ones move
faster. (See Gibson, Perception of the Visual
World.) Yet, Gregory says, “There is no fovia
until precise depth perception becomes really
important . . ." This is unproven and some-
what misleading. Cats’ eyes (as Gregory
states) work together even though the fovia
is not present, and it would be difficult to
demonstrate that catching a mouse requires
less precise depth perception than catching a
branch. Second, by over-stressing the role of
the fovia in depth perception some of its
other important functions may be over-
looked. The fovia is that portion of the retina
in which the colour-sensitive cones, each with
its own neuron, are so closely packed as to
enable man, and apes, to perceive textural

details of incredible fineness. The fovia is
important for man for a number of reasons.
It is not only necessary in grooming, but for
all fine work. Without the fovia, civilization
as we know it would not have evolved,
because even the crudest stone tools would
have been difficult, if not impossible, to make.
Man is constantly in search of certainty, and
Gregory’s book is a symptom of that search.
Yet there is no certainty, only congruence of
levels. Gregory is high on certainty of isolated
events and low on congruence. Light rays
and the various kinds of eyes, from the most
primitive to the most complex, are treated
extensively. The sections on brightness (light,
shade, and shadow, as well as colour) are
somewhat technical. But even though one
must disregard the author’s preoccupation
with ‘fooling’ the semses, the chapter on
Seeing Movement provides explanations for
events that have been puzzling for a long
time. It is well known that movies projected
too slowly will appear to flicker; hence the
sobriquet applied to the early cinema. Less
well known is that discomfort from fluores-
cent lighting is caused by flicker (a function
of fusion rate). Furthermore, flicker at certain
critical rates can be annoying or even danger-
ous, particularly to helicopter pilots, for;
Tow frequency flicker produces very odd
effects. . . Their origin is obscure, but they
probably arise from direct disturbance of the
visual system of the brain, the massive re-
peated bursts of retinal activity overloading
the system.” Eye and Brain contains many
unusual and important features to be appre-
ciated by architects, and is a must for all
thinking architects and planners. Much of the
important information is however tucked
away in obscure corners in the text, as well
as in the footnotes, where there are rare
nuggets of information that can be applied
directly to real-life situations. Every im-
portant concept is moreover illustrated as a
completely separate project independent of,
but parallel to, the text.

As J. Miller stated in an article entitled
‘Living Systems: Basic Concepts’®: ‘The
universe contains a hierarchy of systems,
each higher level of system being composed
of systems of lower levels. Atoms are com-
posed of particles; molecules of atoms;’ . . .
Miller sees these systems as sets and sub-sets.
One cannot help wishing that the levels of
the complex system that Gregory is concerned
with were made more explicit. In general a
defect of modern experimental psychology is
the failure to handle in an adequate way the
matter of differences in levels. In fact failure
to conceptualize the senses as perceptual
systems makes it virtually impossible to
distinguish between different levels of com-
plexity. Nevertheless Gregory’s book adum-
brates the time when the levels will be more
explicit. (Gibson has gone much further along
this road). However, until perceptual systems
are seen as systems and their many levels
have been properly ordered, the designer is
going to have to continue to do much of his
own integrating. Fortunately, a few gifted
architects seem to be able to do this.

*Gibson's new book: The Senses Considered as Perceptual Sys-
tems, Houghton Mifflin Company, Boston, 1966, is suggested as

an excellent adjunct to Gregory.
* Behavioral Seience, Vol. 10, No. 3, July 1965.
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In AD 1193 Delhi was captured by the pa—
Ghorid general Qutb-ud-din Aibak e
(from Afghanistan). He at once began S
the construction of an Islamic mosque,
called the Quwat-ul-Islam, using exist- . = p—

ing Hindu masonry, and in AD 1199 - ol & j 4 c JRE 2y L g < IR e - S —— -
decided to expand the group of buildings - , ' ) ' 5

by getting Hindu crafismen to make

screens of Islamic design to go in front

of the Hindu-style mosque. At the

same date the Qutb Minar, the world’s

highest minaret, was also started

within the mosque courtyard. The only : e, i 4 K . § :
other building Qutb-ud-din Aibak is §* \ ) N e 5 ! —— - A b v 15
known to have constructed is the 3 ' 2o
Ajmer Arhai-din-ka-JThompra mosque, :

between Jaipur and Udaipur, ' i IR , - Y. B T TR A s [o). | fhm b
In AD 1285 Altamish, Autb-ud-din’s g '

sonin law, who had ruled since AD 1210,

died after building his own tomb within

the precincts of the Quwat-ul-Islam

mosque at Delhi as well as extending

NEW WALK Above: The Oval, looking south, Below: left, De Montfort Square; right, New Walk, where it curves round The Oval, Bottom left, renovation; right, decay.
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the fagade screens. He also constructed

a screen facade to the mosque at

Ajmer, In AD 1206 Ala-ud-din Khalji,

the third ruler of the next dynasty to

rule Delhi (coming from near Ghazni)

came to the throne and in AD 1305

built the Alai Darwaza (or gateway of

Ala-ud-din) as an entrance fto the

Quwat-ul-Islam mosque. These build-

ings around the Qutb Minar form the

most important group of early Islamic SR, ; ;

architecture in India. e ey Y- : S e o ) = e S
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CITY CENTRE

NEW WALK

TOWNSCAPE

LEICESTER CONSERVATION SCHEME IN PROGRESS

Even the most unattractive town contains some space or group of

buildings essential to its character. The worse the place, the more important
they become. Often dingy and uncared for, they only require sympathetic
renovation to bloom again. Instead, they are all too often ignored and then
erased by ruthless redevelopment. Yet, if trouble is taken, valuable
environment can be regained: New Walk at Leicester is a good example.

Leicester is a prosperous city. It is also as shabby

a place as you will find anywhere, seeming to relish
its down-at-heel scruffiness. Only out at the
university is there any evidence of civic pride and
it seems time that Leicester reflected some of its
affluence in a concern for its appearance as a city.
At first sight it looks past redemption, only

fit for wholesale redevelopment; yet a closer look
reveals a number of things which, with care—and
care is the operative word—could become

excellent environment.

Quite the best of these is New Walk (see facing
page), an attractive example of a Georgian
promenade, three-quarters of a mile long and
linking the city centre with the large open space

of Victoria Park. Treelined the whole way, it is
bounded on either side by terraced houses which
hold a consistent scale and contain the space.
Punctuation and interest are given by churches and
other public buildings, notably the colonnaded
Museum and Art Gallery; also by three squares

of differing size and shape. Interest is also
maintained by the way the route serpentines, and
though the buildings themselves are not outstanding
the environment is.

Yet this unique piece of civic design—particularly
valuable in a place like Leicester—has been allowed
over the years to fall into a dreadful state of
disrepair, 5. Fortunately, however, its importance
was recognized and publicized by Konrad Smigielski

when he was appointed City Planning Officer in
1962 and he immediately began to take steps to
preserve and enhance it. The first and most
important step was to prevent a proposed ring road
from cutting it in half, which would have been the
final straw. The road was diverted and a
conservation scheme prepared.*

This scheme contained short- and long-term
proposals. The former, now under way, consist of a
co-ordinated repainting scheme, removal of clutter
(for instance superflous signs), repairs to paving,
additional tree planting, proper landscaping and the
replacement of unsightly lamps, fences and seats.
Long-term proposals include pedestrian
underpasses beneath all roads crossing

New Walk, an underground car park with
landscaped roof at De Montfort Square and the
redevelopment of certain buildings while maintaini
the overall scale and character.

Part of this enterprise falls on the City Council,

as the planning authority and as owner of a
considerable number of properties (25 per cent), and
part on private owners who have allowed their
properties to get into the present state of neglect
and disrepair. The first part, complicated and
difficult enough since so many council committees
were involved, is now under control. The second

*New Walk Scheme: City Planning Officer, W. K. Smigielski;
Design Group Leader, H. Blachnicki.

Typical before and after views by the Leicester Planning Department showing, top left, New Walk by the
museum and art gallery as it is and, top right, as it might be. Bottom, contrasting views by The Oval.
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Plan showing the eity
planning officer's
proposed rehabilitation
of New Walk, Leicester.
Existing buildings
tinted.

KEY
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2, proposed residential
tower
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residential
development
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9, railway cutting
10, De Montfort Square
11, St, Stephens Church
12, The Oval

L

S

Tl e




requiring the co-operation of the various

private owners, is even more difficult. Individual
letters have been sent to all the owners of private
properties by the Planning Officer, offering
professional help free of charge for external
painting, landscaping ete., but so far the response
has been disappointing.

However, three private houses redecorated in
accordance with colour schemes designed by the
Planning Department, have received a Civic Trust
award, which is encouraging, and an exhibition
aimed at increasing public interest was held in

the Art Gallery last November.

One of Smigielski’s early moves, in preparation
for his Traffic Plan of 1964, was to commission
Kenneth Browne to do a townscape survey of the
central area of the city, including of course New
Walk. Some of his sketches are shown on this page;
studies in this case related the the problem of
making a satisfactory termination to New Walk at
the city centre end. At present this is completely
unresolved, the walk petering out indecisively at a
busy traffic route. The sketches indicate how design
possibilities can be brought out in the course of

a townscape survey.
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A Swiss architect with an
international practice, Dr.
Dahinden is also a specialist in
churches (see World, AR July
1968), restaurants and hotels.

At the Swiss Centre in London,
propaganda was bound to play a
large part, and, judged by that,
both the restaurants and shops
must be deemed an unqualified
success. The main interest lies in
the open planning, especially on
the restaurant floor where four
restaurants, each representing a
different region, are grouped
round a raised central platform by
which one must enter and leave.
The clients, who at first wanted
separate restaurants, can rest
assured that, while there is an
immeasurable gain in spatial
quality, intimacy and cosiness
have not been sacrificed, and the
differences between the
restaurants have even been
enhanced by their being seen
together. Dr. Dahinden’s
fondness for symbolism (the open
plan stands for confederation, the
central platform for a forum
where the four regions meet)
leads him perhaps too easily into
over-estimating the literary values
of decoration. In his use of
shutters (from an hotel in
Switzerland which burnt down)
for the walls in the Rendez-Vous,
a vernacular detail is transformep.
Both the shuiters and the

Staurant
s Ing o
spended bottles and concealed

lights. The cellar, refrigerated and
behind glass, is in the background
The flower box’ of railways sleepers
and pebbles acts as a parapet between
rm and the lower

round

£

suspended bottles (in the ceiling
of the Taverne) are used as
decoration, but in an
architectonic manner. On the
other hand, the wall panels of
peppers and tree roots framed by
railway sleepers in the Locanda,
seem quite superfluous as design.
The least successful of the
restaurants is the Chesa, imitating
old Engadine houses, where the
architect had the greatest
difficulty in resisting what he
hamself calls folkloristic trash
such as clogs and cow-bells.
Railway sleepers, heavily
sculptured rough walls and the
antique door (nicely exhibited as
a free-standing object) would
surely have been enough.

The main entrance from Leicester
Sguare has steps leading down to
the restaurants and a ramp
leading up to the shops, which
also have side entrances from
Leicester Street and Wardour
Street. The entrance is both simple
and rich with its quarry tile floor,
its show cases and mirrors, and
its ceiling of colourful heraldic
signs representing the Swiss
communes.

Predictably there is a clock, but
the obvious has here paid off.

It is a marvellous object, seen to.
its best advantage against a plain
background and placed, for once,
at eye-level and within reach
from the top of the ramp.

4, the ceiling of suspended bottles
inthe Taverne

5, the Locanda restaurant, with its
bright yellow awnings repre
southern Switzerland. In the back-
ground can be seen a wall panel of tree
roots. Other par of dried
corn cobs and peppers.

ground floor plan of Swiss Centre

hey

a, entrance

b, Information
c, cash desk
e, exhibition h,

f, restaurant Locanda

@, restaurant Taverne and
wine cellar

restaurant Chesa

I, bars

K, restaurant Rendez-Vous
m, cloakroom

n, kitchen area

o, perlume

p, shoe shop

q, watches

r. gourmel comer

basement plan
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1, the canvas store. 2, the studio, lit by
a narrow but continuous roof light.

3, the worktop. The built-in containers
are aluminium baking tins and
polythene beakers.

section

Artist's studio,
Charlotte Street,
London

Architect:
Charlotte Baden-Powell

As a contrast to the fairly richly
embellished restawrant interior on
the preceding pages, this interior
and the one overleaf are examples
of design quality arising wholly
from the structure of the building
and from the use of basic
materials and strictly functional
fittings.

The Charlotte Street studio has
been built inside the shell of an
existing two-storey workshop at
the back of an eighteenth century
terrace house, which was once
famous as a brothel specializing
in flagellation. The interest lies in
the section—steel joists spanning
between existing brick party walls
with alternate planes of double-
glazed sloping roof lights and flat
roofs. The special quality of light
is due to the concealed source
provided by the roof light,

which emphasizes the highest
part of the volume. The store for
paintings is neatly tucked under
the lowest part of the ceiling, and
is designed like book-shelves with
the canvases stacked at
right-angles to the wall. The bold
profile of the worktop is
appropriate in scale, while the
whole fitting is impeccably
Sfunctional with its high-level
surface in oiled teak for preparing
canvases, and its low-level surface
for painting from a palette—a

gt G,

removable panel of white vitrolite
next to a sink. Behind are
containers for brushes and paints,
and above are shelves for sketch
books. Underneath the worktop
there is a plan chest for drawings,
drawers for rags, and an open
shelf for cans and bottles.

The finishes are all of a kind—
white painted brickwork for walls,
russet brown quarry tiles for
floors, and industrial cork for the
ceiling and the pin-up board
behind the worktop. The stainless
steel stove and the pendant light
fittings seem a little too refined
against this background, and in
the company of the industrial
type fan convectors and spotlights.

sk i R TR . e

129




Printworkshop,
Kelso Place, London

Architect: James Madge

Editions Alecto are publishers

and distributors of graphic art.
Their intention was to set up a
place where artists could work
with the aid of equipment and

1. the old winch and pulley against the
new patent-glazed front.

2, the etching room with its old
gueen-post roof trusses.

3. one of the old printing presses in the
etching room. These have

been collected from different parts of
the country.

130

*—

master printers capable of making
top quality original lithographs,
etchings and screen prints which
would otherwise have to be done
abroad. An old builder’s yard
(formerly a factory for
non-alcoholic communion wine)
was found in a residential part of
Kensington, and a sympathetic
GLC Planning Department (at a
time when the embargo on offices
had just come into force) made it
possible for the first two parts of
a three-stage conversion to be
carried out, and for accommodation
to be provided for administration
and production. A third stage will
provide a flat for artists to stay in
while working on the premises.
The major part of the work,

Stage 2 (Stage 1 was a small
services block) consisted of
inserting a reinforced concrete
structure to pick up the existing
timber roof trusses and to support
the first floor with its heavy
printing presses. A gallery was
also inserted over the lithography
room, new skylights were
provided and the brick front was
replaced with patent glazing.

It is these structural elements
which determine the character of
the interior. What the architect
has called ‘a refined factory
atmosphere’ is enhanced by the
old printing presses and by the
queen-post roof trusses where
these have not had to be encased
to comply with fire regulations.

first oor plan of print workshop

key

a, office

b, etching room

¢, screen printing and litho
e, flat




Modern British
table silver

The international modern ‘
movement got its first European
boost at the Stockholm exhibition |
in 1930. Ever since then, aesthetes
have cajoled the British silver
factories to catch up with
Scandinavia, but in vain: most of
our mass-produced cutlery

| remains heavy, our ornament
stays thick and deep, our designs
tend to be florid and our designers |
unknown. [
Today the biggest demand is still

for replicas of the antique,
sometimes made with the original
Georgian dies, sometimes
bowdlerised, always decorative,

and here is the crux: people want
decoration. The plainer owr
surroundings become, the more we
yearn for richness. This is precisely
the quality which silver can
provide, which indeed it always

has provided in the past, but

which one does not normally
associate with modern

Scandinavia. It is in England in
recent years that some young
silversmiths have thrown off their
inhibitions and succeeded in
creating a new style of personal
expression, at once flamboyant

and assured, controversial and
confident. They are not only
satisfying a small luzury market
from the craft workshops: they

are beginning to challenge the

Cked at Heals. Most
| departmentstores find hand-made

lesigner- [

lver too expensive
craftsmen, like architects, usually wait
fortheirwork to be commissioned, and
sell it direct to their private customers.
2, large heavy silver cutlery with

gold handle tips, specially made by
Gerald Benney for the lonian Bank.

3, silver teapot ‘Embassy’ by David
Mellor, for use in British embassies
overseas and first installed at Warsaw. 3

1
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stuffy factory habits, becoming
best sellers in world markets,
outstripping such old favourites
as the eighteenth century Fiddle,
or the Regency King’'s Pattern.
We are coming to realize what is
the real appeal of ancient silver
in the museums: not the perfect
shape, because many of the pieces
are eccentric or unbalanced, not
the absolute ease in use—many

of the most treasured antiques are
impossible to use, like the huge
dish and jug of 1740 at Goldsmiths’
Hall, London, one of which won’t
hold water, the other of which
won’t pour. The lure of silver is
not even its rarity or snob appeal:
the metal is comparatively
common. Its secret is simply its
beauty. The main purpose of silver
has always been to show off and
to look gorgeous, not simply to
use. Large, specially
commissioned pieces show the
present trends bests, and will be
dealt with in a later article.
Meanwhile, domestic plate here
introduces this powerful

national revival.

Gerald Benney, best known as

a brilliantly fertile artist
craftsman, making his own pieces
by hand, works for our biggest
cutlers, Viners of Sheffield, and
has scored for them an unbroken
run of magnificently saleable
designs. He is criticized as vulgar
by some, and praised as brilliant
by others; his Viners work

has really helped Sheffield and
earned us useful exports too.
Robert Welch, more austere than
Benney, inherited the mantle of
Harold Stabler, one of our pre-war
industrial design pioneers,
becoming an influential partner
in the first British firm ever to
make stainless steel tableware—
J. & J. Wiggin of Walsall. If
Benney has changed the face of
our new knives and forks, Welch
has transformed our cup of tea.
His teapots and coffee pots are
now isswing from several factories
in the Wiggin group, and they are
the toughest on the market.

A third famous name is David
Mellor, winner of many awards
at the Design Centre, and a
designer with the simplest, most
dignified taste. His start was with
Walker & Hall, now part of
Charles Clore’s British Silverware
group; recently he has used
various factories, instead of
factories using him—most
distinguished is the range of
sterling silver for British
embassies abroad.

GRAHAM HUGHES
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4, stainless steel is a hard metal,
difficult to make in complicated
shapes. This semi mass-produced tea
set by Robert Welch for J. & J. Wiggin
(Olde Hall) has simple forged forms,
and a sensitive handle made possible
by modern casting.

5, ‘Embassy’ silver cutlery by David
Mellor to gowith 3 ; longer and heavier
than Scandinavian designs, and
reminiscent of Georgian patterns.

8. ‘Studio’, designed by Gerald Benney
for Viners of Sheffield — the world's
first stainless steel cutlery with high
relief ornament stamped on and so a
technical break-through. This has
become a best-seller and is one of the
few original cutlery designs produced
by British factories. |t was rejected by
the Design Centre.

7. silver partly gilt, specially
commissioned by a New York family.
Designer and maker : Stuart Devlin.

8, silver beakers by Stuart Devlin
showing his characteristic use of gilt
filigree tracery.

9, Gerald Benney was probably the
first modern silversmith to

texture his surfaces, inventing a
personal stippled technique. Coffee
setfor St. John's College, Cambridge.
10, candlesticks by Stuart Devlin, who
has scored an important success with
the retail trade — Collingwood of
Conduit Street gave him a one-man
showin 1968 ; sodid Cartier, New
York. He also sells to Hennels and
Aspreys.
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AN EXHIBITOR AT THE ACADEMY

Robert Melville

It was the enterprise of the Walker Art Gallery
that enabled the Royal Academy to put on a
carefully selected and brilliantly catalogued
exhibition of Millais early in 1967. The second
in the Walker series on the Pre-Raphaelites, it
would not have been seen in London if the
Academy’s plans for a Rembrandt show hadn’t
fallen through, and one would like to think that
it might lead to further collaboration between
the big provincial galleries and the Academy
without the stop-gap element coming into it.
An admirable example of collaboration between
two North American galleries, which resulted

this year in a first-rate exhibition of the work of

James Tissot, has reminded me of the faet that
the Sheffield Art Gallery put a lot of time and
effort into organizing an exhibition of the same
artist in 1955 and that it would have been seen
and appreciated by many more people if there
had been a second showing in London.

The two galleries which joined forces to make
the Tissot show in America were the Art Gallery
of Ontario, whose chief curator has made a

special study of the artist, and the museum of

the Rhode Island School of Design. which has ¢
number of works by Tissot in its permanent
collection. It was a particularly valuable aspect
of the enterprise that no-one connected with it
attempted to inflate Tissot’s reputation. Even
the foreword to the catalogue, signed by the two
directors, contained the refreshingly cool state-

ment that ‘no amount of re-evaluation will
malke a really good painter out of Bouguereau,
nor a great painter even out of Tissot’, and in the
imtroduetion Henri Zerner of Brown University
points out that Tissot’s draughtsmanship was
not exceptional and that the quality of his
execution was inferior to that of Alfred Stevens.
But he evidently feels that Tissot's ‘period
charm and documentary interest’ are not
entirely adequate excuses for an ambitious
display of his work in two important galleries.
A good deal of his essay is devoted to an
ingenious search for signs of alienation in the
artist’s treatment of his subject matter, and he
comes to the econclusion that today Tissot
‘commands some further respect since we have
been shocked by so many artists into a new
awareness of the importance of approaching
painting through its subject matter as well as its
form; and therefore we are able to see the subtle
and disturbing interest of Tissot's troubled
psyvchology.’

One appreciates Zerner's attempt to raise the
entertainment value of Tissot to the level of the
pleasure-pain experience, but our appetite for
the aberrational and content of
painting finds much more rewarding material
elsewhere, and our interest in him would be
practically non-existent if it depended on the
pictorial evidence of his ‘troubled psychology.’
He is sometimes guite brilliant at representing

obsessive

Tissot: 1, *Le Cercle de la rue Royale.” 2, portrait of Frederick Barnaby.

T

psychological situations, but that's another
thing, and there is no sign in his work of
disequilibrium before his love affair with Mrs.
Newton, which had the damaging effect of
reducing his sophistication. Before she went to
live with him, he was a sophisticated extrovert
who had made a place for himself in the world of
privilege and fashion, and his virtues as a
painter were inseparable from his approval of
the Society he depicted. His work preserves
the smooth and elegant exterior of the haute
volée better than that of any other artist of the
period, and at its best it has a cool, suave
quality not to be despised.

This quality is perfectly illustrated in his large
group portrait, ‘Le Cercle de la rue Royale’, 1,
(commissioned in 1868 by twelve members of
the most exclusive club in Paris) which is a
sparkling contribution to a difficult genre. In
spite of the natural pose of each of the sitters
there is no communiecation between them, and
an almost eerie silence reigns; and I suppose this
could be used as evidence of a lack of correlation.
But there is always an element of extreme
artifice in this kind of composition, in which no
figure should be more important than another,
and Tissot's spacing makes a much more
satisfying composition than Fantin-Latour’s
famous ‘Studio in the Batignolles Quarter’,
where Monet's face is squeezed into the right-
hand corner like an afterthought. The figure far
right in the Tissot has all the space it needs and
brings the composition to a peculiarly brilliant
termination. It's a portrait of Charles Haas, and
since he served as a model for Proust’s character,
Swann, his presence turns the picture into a
magical document. He is wearing one of the
grey top hats which Proust, when giving a clue
to the original of Swann, said was of a shape
which Delion made only for Swann and Haas.
Haas once described himself as the only Jew
ever accepted by Parisian society without being
immensely rich, and it may not be too fanciful
to suggest that his situation in the composition
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a faintly intrusive
presence. Tissot may have isolated him—and
even elevated him a little above the others—to
draw attention not only to his studied elegance,
but to the hint of defiance in his arrogant stance.
The man next to Haas is General Marquis de
Galliffet, who later took part in the brutal
suppression of the Commune. Tissot was in a
battalion of the National Guard during the
siege of Paris. Afterwards he was involved with
the Commune, and fled to England when the
troops of the Versailles government began their
blood-bath. He made a number of studies of the
defence of Paris and later used some of them for
prints, but otherwise his work was totally
unaffected by the experience. The portrait of the
English cavalry officer, Frederick Burnaby, 2,
believed to have been painted when Tissot was
on a flying visit to London early in 1870, is a

gives the impression of

foretaste of his English period, and captures
marvellously the elegance and
assurance of an officer and a gentleman.

In the early 'seventies his paintings of English
social life, which inelude the enchanting ‘Ball
on Shipboard’ in the Tate, and the equally
delightful ‘“Too Early’ in the Guildhall collection,
are the best of their time and he was a popular
exhibitor at the Academy. His
beautiful women dressed in the latest fashion is
like that of a sharp-eyed transvestite. The
women are only superficially differentiated and
his response is primarily to the panache with
which they wear their fantastic finery and to the
finery itself. No one has given a more accurate
account of the style of the period.

‘The Picnic’, 3, was painted in 1877, soon after
Kathleen Newton went to live with him at his
house in Grove End Road, St. John’s Wood, but

well casual

response to

before they went into seclusion in the romantic
conviction that the world was well lost for love.
‘The Pienic’ is the last treatment of a favourite
theme which he usually treated ambiguously but
which he brought clumsily into the open, in the
manner of the English narrative painters of the
period, in the picture of a soldier between two
young women which is known sometimes as
‘My Heart is Poised between the Two,” and
sometimes as ‘How Happy could he be with
Either." ‘The Picnic,” on the other hand,
pretends to be an impression of an open-air
scene without an anecdotal intention, and the
fact that the artist is not directing our attention
to the psychological situation gives it an air of
greater authenticity. The gaiety of the girl

Tssot: 3, ‘“The Picnic.’
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pouring the tea is not echoed by the man, and
it’s evident that he is highly conscious of the
presence of the girl sitting with her back towards
him. It treats an aspect of human affairs that
has been effectively taken over by the cinema.
I don’t suppose that this kind of picture will
ever be painted again, and for that reason will
always have some interest for us. The back-

ground is the colonnade of Tissot's house.

The theme of the charming picture called ‘“The
Letter,” 4, with the fragments of the torn-up
letter fluttering down to mingle with the fallen
chestnut-leaves, suggesting a broken relation-
ship, belongs to the time when Tissot was
making his own romantic break with society,
but the picture called ‘Quiet,’ 5, which portrays

Tissot: 4, ‘The Letter." 5, ‘Quiet.” 6, ‘Croguet.’

Kathleen Newton with her niece, was painted
the year before she died at the age of twenty-
eight, and poignantly reflects the melancholy
which descended on the household as it became
evident that she was unlikely to regain her
health. Mrs. Newton is the model, again, for the
foreground figure in ‘Croquet,’” 6, wrapped in a
protective shawl, and in Tissot’s treatment of
this figure a flash of his old response to feminine
stylishness and poise mingles with his passionate
regard for the woman herself to create an
unforgettable presence. The background gives a
vivid impression of the loveliness of the St.
John's Wood garden.

After the death of his mistress, Tissot returned
to France and took up social themes again in a
series called ‘Pictures of Parisian Life,’ and
Zerner, in his introduction to the Ontario
catalogue, makes a very dramatic appraisal of
them. ‘Now,’ he says, ‘the show is not contained
within the frame and, as in Pirandello’s plays,
the actors speak directly to the public in a way
that demands a reaction. With their violent
perspective, their frozen atmosphere, their sharp
decorative patterns, their artificial animation
linked to a now radical typification and lack of
expressiveness in the faces, these paintings
project something insane.” Although a nice
piece of writing in itself, this draws a vastly
exaggerated conclusion. Certainly a change has
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occurred, and it’s a change for the worse, but the
paintings betray a blunting of the artist’s
than signs of incipient
insanity. He had used the trick of having one of
the figures in a composition catch the eye of the
spectator many times before, presumably with
the idea of conveying the impression that he was
painting direct from life, and if it’s become
glaringly obvious in ‘Femmes d’Artistes,’” 7,
it’s because of the hard, unimaginative treat-
ment. His sophistication and his feeling for style
have evaporated, and he has become a common-
place academic realist. ‘La Demoiselle de
Magasin,’ 8, which belongs to the same series, is
rather better. The staring girl is looking at the
unseen customer for whom she has opened the
shop-door, and although the picture is heavy-
handed it contains interesting details, and the
open door is an invitation to step out into
nineteenth-century Paris. I can find no grounds
whatsoever for Zerner's doubts about the
painter’s sanity. In a sense, I wish I could;
better perhaps to go off one’s head than become
a run-of-the-mill academician.

The paintings which Tissot contributed to the
Royal Academy in the 'seventies are infinitely
preferable to anything in its latest summer
ghow, and it's one of the nastiest little ironies of
our time that the walls of the Academy’s
galleries have now been painted white in
preparation for the Bauhaus show.

sensibilities rather

Tissot: 7, ¢

RAILWAY DOCUMENTS

C. Hamilton Ellis haunted the Great Western
Railway at Oxford when he should have been
reading Classics, and ever since he has thought
about, written about and painted trains—
especially the steam trains that are now largely
part of history.

Hamilton Ellis: 9, ‘The Giant Crampton.’
10, ‘Above Burnmouth Brae.’

His scholarly books on railway subjects are well
known; less so his paintings, a group of which
(including the two reproduced here) were
exhibited last month at the Portal Gallery,
Grafton Street, London. They depict the
railways as he knew them in boyhood—he just

remembers them in the hot summer of 1911,
when he was two vears old—and in a meticu-
lously representational style somewhat re-
sembling that of a Sunday painter. though not
for the same naive reasons; presumably because
precise documentation is more the aim than
conformity with modern styles of painting.

The two Hamilton Ellis paintings illustrated
here show: 9, ‘The Giant Crampton’—T. R.

Crampton’s patent locomotive Liverpool, built
by Bury, Curtis and Kennedy in 1848 and
shown at the Great Exhibition of 1851, passing
Coventry on the London and North Western
Railway; 10, ‘Above Burnmouth Brae'—an East
Coast express just north of the Scottish horder
in the early 1900s: North Eastern Railway
engine and train (probably Leeds-Edinburgh)
on the North British Railway.
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For a city in which almost all recent building of

any architectural significance 1s restricted to its
university, Hull still retains, in the Old Town.,
many fine examples of an architecture with real
civie style and seale. At first glance, the Market-
Place public convenience to the east of Holy
Trinity Church and at the northern end of
Queen Street follows the conventional Vietorian
pattern: centrally positioned, slightly aloof from




neighbouring buildings with 1ts entrance dis-
creetly down a flight of steps, 1, the whole con-
trived against a convenient piece of statuary.

[t has, however, its own individuality and suf-
ficient facets to its character to guarantee its
unigueness. It was built in 1902 forapproximately
£900, but no evidence remains to identify the
architect. The style follows the elassical pattern
set. by its neighbour, an equestran statue of

William of Orange erected in 1743, This fine

monument, regularly re-gilded, has long been |

known affectionately as the *Brass Oss” or “King
Billy’, an identity which has sinee been assumed
by the convenience itself.

Externally this simall building is a distinguished
composition m stone, with a boldly detailed
lead-roll roof and lllui||_\' decorated faience tiles
and masonry. Internally, it is more exotically
clothed in marble and mosaic, 2 and 4, with
falence columns and capitals and heavily
detailed mahogany. The plate-glass cistern, 3,

adds to the spectacle and carries out its regular

CIIRE

hydraulic ritual with a display of old fashioned
Amidst
hardly surprising that the attendants
acquired the interest of ‘curators’ to a real

reliability. such surroundings 1t s

have

shrine, they are indeed ‘Gentlemen’s’ Gentle-
men. Like the majority of old people, the
building 12 not without its perverse habits: the
drainage being very near river level, the building
is put out of order at every spring high tide and
is far too staid to change this habit now,

PETER BUSH, JOHN MARTIN

Peter Behrens will be known to readers of the
AR as one of the most significant and original
German architeets at the turn of the century.
who mmvented a style for the new
‘a style for the

materials
coming into use machine
age'—who was painter, modeller, decorator.
book and type designer as well as architeet of
elegant private houses of new aspeet, and who
eventually became artistic consultant to the
areat AEG eleetrical combine i Berlin, What
perhaps is less known is that he ranks with
Georg Fuchs, author of The Stage of the Future,
and Fritz Erler the scenie designer, as one of
the pioneers in the reform of the German
theatre.

1900 that Behrens
manifesto at |41-||)£i:_": Feste des Lebens und der
Kunst. FEine Betrachtung  des  Theaters  als
hochsten Kultursymbols (Diederichs). In it he

[t was in published «

envisaged a Festival Theatre with the audience
seated as in an amphitheatre, but with a wide
stage jutting out towards them. giving liberty
of movement to the actors, with steps and
terraces and three dimensional decor far
removed from the painted seenery then in use.
The actors were to appear in reliel against a
architectural
features, an idea later exploited at Munich
by the Kitnstler-Theater, the so-called *Relief-
Biihne.’

The same year he
Deutsche
stage decor. This was reprinted on the occasion
of the Modern Theatrical Art

neutral background with

contributed an article to

Kunst und Dekoration (vol. vi) on

Exhibition at




the electric love affair

1t’s gratifying how many
letters we get these days saying
Frederick Thomas we love you

we have certainly tried to woo
electricians and architects

we’ve designed our latest
range of ceiling fittings to be
extremely easy to assemble and

quicl;lto insflall-rye}ii without '
sacrificing the aesthetics © 2 0
we expected to be popular- %/M %ﬁ?ﬂﬂ’

but this...! commercial lighting division
of course it could be our new
receptionist

Write for our new ceiling fitting brochure: Frederick Thomas & Co. Ltd. Everton Buildings, Stanhope Street, London, N.W.1. Tel: 01-387 0111.
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windows & curtain walling

were used throughout the

Arts Building and the Library of the
University College of Swansea.
Architects: Sir Percy Thomas & Son.

Henry Hope & Sons Ltd.,
Smethwick, Birmingham, 40
& 928 High Road, Finchley,
London, N.12.
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Mannheimm thirteen years later., by which time
many of Behrens's ideas had been adopted
and carried out in Munich,
where. After publishing his manifesto, he
passed from theory to practice, and in May
1901 staged an open-air performance on these

Berlin and else-

lines of his friend Georg Fuchs’s poetic drama
Das Zeichen before the facade of the Ernst-
Ludwighaus at Darmstadt. An illustration of
this was included by Fuchs in his celebrated
book on stagecraft The Stage of the Future
(Die Schaubiihne der Zukunft) of 1904,

Fuchs had Appia’s first
translated mto German. Die Musik und die
Inszenierung (1899); for reference is made to

read book to be

it by the author in a footnote, and it may well
have been Behrens who first drew his attention
to it. Behrens was a musician, as well as being
concerned with the decorative arts and archi-
tecture, i“Nl lll' Illl‘l ‘li‘h'if.zhl"i an art nouveaun
Darmstadt
in 1901, That was the yvear the Prinzregenten
Theater was built hy Max Littmann. inspired

P AN

We are familiar with Japanese house and temple
construction as a form of architecture that is

music-room for his own house at

highly refined and shows a preoccupation with
the quality of timber and its junections. In
Britain too a tradition was developed between
the fourteenth and sixteenth centuries that had
a similar understanding of material and accept-
ance of stark naked strueture. This tradition
was obscured in the sixteenth eentury by the
new Tudor fashion for the Renaissance and by
the loss of its raw material when the oak forests
were cut back. Builders gave up the half-timber

by Wagner's Festspielhaus at Bayreuth—but
lacking the astonishing acoustic properties of
the latter.

It was not till February 1909, however, that
Behrens was again able to test his theories in
practice. In that year he staged a performance
of the fragment Diogenes by E. 0. Hartleben
at the new Parkhaus at Hagen in Westphalia.
This is shown in 1. It was lit
with a closed background, figures of actors

from in front,

like a frieze, pillars at the sides, with simpli-
fied, stylized décor: a ‘classical’ setting we
recognize today. Behrens designed headdresses,
costumes and all properties and was in charge of
the produetion. The rhythmic movement of the
players was lateral, with wide exits and entrances
or down the steps which, as at Hellerau later,
joined the actors to the audience. A picture of
the performance in action appears in the Karl
Ernst Osthaus Museum'’s illustrated booklet
Peter Behrens and K. E. Osthaus, issued in 1966
by the Museum at Hagen. in which we see the
feast with reclining guests, the flute player and

construction and reserted to brick and plaster
in imitation of an alien classicism,

The popular concept of the half-timbered house
is of a twisted affair lacking regularity, with a
mass of adzed and battered beams. This concept
is far from the truth; it results from the
subsidence of foundations, the warping of
timber, wet rot and the work of grubs. The
constructions and plans were standardized to a
degree unthought of today. A dimensional code
must have been in the mind of every house-

wright, since the lengths of the interlocking

I

_

the dancers, all harmoniously attired. When
Littmann built the Munich Kinstler Theater in
1907-8, he was animated by the same ideas
as Fuchs and Behrens, and it was Reinhardt
the produeer, Fuchs the writer and Erler the
painter-decorator who were the exponents of
the new style which made theatrical history
from 1908 onwards.

It is easy to see now how well prepared was the
ground in Germany, seething with new ideas.
for the success of Gordon Craig's inspired
hooklet The Art of the Theatre. This was written
in Berlin, and immediately put into German and
published in May 1905, a second edition being
called for in June before the book appeared in
English. Thereafter editions followed in many
languages in quick succession. The time was
ripe for reform, and the Zeilgeist had arranged
that Appia, a French-speaking
Craig, an English-speaking Man of the Theatre

Swiss, and

born in the theatrical purple, unknown to each
other, should be the means of reforming the
JANTT LEETER

D

timbers required a tolerance of less than an
eighth of an inch. The only thing that held these
buildings together were dowels and aceuraey of

theatre in Germany.

junetions.

That many of the components were prefabri-
cated can be demonstrated by an analysis of the
method of fitting the building together. The
minor timbers were tenoned at each end and
interlocked with the main members and could
not be inserted at a late stage; while the main
members had, of necessity. to be assembled
together to stop the building falling over while
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sectional elevation and plan showing timber framing

| S |
it was being built. This meant that at least one
structural bay would have had all 1ts members
fabricated before the building began. The
presence of numbers on main components was
necessary only if timbers were prefabricated in
quantity or transported*.

Tyrrells End Farm in Bedfordshire, illustrated
here, 2, is a good example of this kind of con-
struetion but it was improved in the eighteenth
century by Henry Holland according to the
canons of contemporary i.e. it was
covered over entirely with rendering on lath,
and classical casements were inserted. Beneath
this rendering was a pattern of timber uprights
64 in. wide, alternating with wattle and daub

panels 7 in. wide, 1. These timber posts are 6 ft.
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4 in. high in both storeys on the front and back
into the
ground-beam that rests on a 12 in. wide strip of
sandstone tile. The first storey-height
perimeter-beam was dropped on to the tenons,
drilled for dowells and secured. The main 11 in.
square uprights were pushed on to the perimeter
heam and the next storey-height
commenced. The eaves beam was lowered on to
the tenons of these uprights and braced to the
main posts with 14 in. by 12 in. wide curved
collars to stop the frame racking. Meanwhile the
internal similar
manner and the roof trusses built on top of these
with tenoned uprights. morticed beams and
braces tenoned and dowelled into these beams.
6 ft. 4in., 10 ft., 12 ft. and 14 ft. are the recurrent
dimensions in the structure. The total frame-
work is remarkably similar to present-day farm
building constructions. During a recent restora-

of the house. They were plugged

and

tenons

walls were constructed in a

tion some damaged studs were replaced. The
operation took a few mmutes, proving that the
framework of such a house could have been
completed in a matter of days.

Five medieval windows were blocked up by
Henry Holland with lath and plaster. The
narrower 3 in. by 3 in. uprights were inexplicable
until the restorers realized that they were the
windows. The slots below the sill-member show
that this was in place prior to the side uprights
and was the window
penetrating the wall. According
contemporary tradesmen’s invoices the vertical

wider than to prevent

water to

slots were left open in the summer and either
oiled vellum or leaded glass was inserted in the
winter. (The origin of the word ‘window’

\\'Illll.

eye—is appropriate to this type of window and
John Lennon’s ‘windys’.) So valuable were the
actual glazing panels that men took them from
house to house when moving home, the 4 in.
width being a constant dimension. The glass
may have been coloured. Shakespeare refers to
the window-posts as painted red. In reglazing
these windows after two centuries it was
realized that a sophisticated technical form was
being dealt with, and it is humbling to think that
the men who had designed according to De
Stijl principles were Plantagenet vassals, and
that men would have passed by with helmets,
surcotes and long bows in the thick of a civil war.

NICHOLAS WOOD

* At Tyrrells End the rear main uprights are numbered I-1X
and 6 ft, 4 in, studs 1-X X on upper and lower floors,
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Bison meets the sound regulations

Noise travels in two different ways ;
by air—and by impact. Bison take
care of both types with seven dif-
ferent kinds of floor and roof. Bison
know all about the problems of
meeting sound regulations and can
advise architects on the type of floor
that will provide the required degree
of sound insulation—whatever the
complications. When it's a case of
keeping the peace between floaors,
Bison have the quietest answers
imaginable.

in seven different ways

Whether it's a question of fire regu-
lations, sound or heat insulation,
load-bearing, wide column-free
spans or economical roofs—Bison
can provide a ready-macde answer,
ready to be put into operation
rapidly and economically anywhere
in the United Kingdom.

There are Bison floor and roof
experts ready to advise at planning
stage on the most economical
methods ; there are Bison erection
teams ready to apply their exper-

The largest structural precast concrete specialists in the world.

tise to cut timing schedules; there
are nine Bison factories strategically
situated to ensure prompt and
economical delivery to  sites
throughout the country.

If you have a question of floors or
roofs, Bison have an answer . . .
ready-made.

- 4
First-call Bison
Concrete Limited,

399 The Strand,
London, W.C.2.
01-836 7171/8
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Forticrete Concrete
Masonry;

widens the
possibilities
of creative
designin
architecture. ez

It illustrates the interesting surface textures and
excellent finish that can be obtained with this material.
For full details of the Forticrete range of

Concrete Masonry products and technical advisory

FORTIGERETE service please write to
Aschitacts: ichasd ik S Roasw, %anTE FORTICRETE LIMITED, PARK LANE WEST,
MASONRY AINTREE, LIVERPOOL, 10. Telephone: AlNtree 2371

Contractors: Percy Williams & Sons,
74
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MARTHA’S VINEYARD

As a supplement to the twelve English
houses illustrated pp- 93-116,
World this month is given over to

on

twelve houses abroad.

Despite all the sound arguments which
have been brought to bear against the

their house at Martha's

Vineyard, Mass., 1 (* no 16th century

designed

concept of the individual family house, anatomical drawings . . . ’) so that
architects continue to be fascinated by the builder could exercise his own
a problem which brings them into talents as he went along. The plan, 2,
| close contact with people. Sometimes, | a concoetion which has not quite
as in Christian Hunziker's follies, there gelled (take three Euclidian boxes,

i85 active . ), is character-
istic of a trend which must at any cost
break away from the right-angle and
substitute violent forms for gentle
ones. There is delight in eomplication
for its own sake, in whimsical spaces
and in the exposure of

equipment, 3

[&le i I] aeration Il.\ 4'\'!']'.\ one
involved, and the process of designing
and building seems to become more
important than the finished product.
Hugh Hardy and his associates {known
for their prize-winning project for the
Performing Arts Centre, University of
Toledo, Ohio) deliberately under-

*“Hi—h]l t]ll'l"ll 1 lg"llll‘l' e

mechanical

PRICKLY
MOUNTAIN
TIMBER

Under-designing may be a reasonable
procedure when money is short. For
Mackall, student-architect-
contractor-owner, the
sketches for his timber-boarded balloon
frame structure in Prickly Mountain,
Vermont, were only aids to a self-
evolving pre The ecollision of
Euclidian forms is fully resolved, 4, and
the angular and open character of the

Louis

model and

PeSS,

tree house, enhanced by the projecting
walls, with the
smooth rounded form of the fuel tank,

floors and contrasts
which lies unashamedly exposed by

the entrance,

FISHER’S
ISLAND
PITCH

A rational departure from rectilinear
geometry is Ed Barnes’ house on
Fisher's Island, New York State, 7.
Also of timber construction, it has a
single-pitch roof which combines with
a splayed wall to provide a low wide
living room end with a panoramic view
north, and a two-storey narrow end

with a kitchen and sleeping gallery other wall more, getting a deeply | = -
catching the sun on the south, 6. recessed entrance porch into the b — o —
Barnes started off with a symmetrical bargain, 8. An entrance court and a 4 B e -
trapezium, but found it necessary to fence, elad in the same shingles as the o )
have a rectangular frame of reference buildings, link the shed-like form of O |
against which angles can be measured. the main house to a separate low flat- | . ’ .
So he set one wall at right angles to the roofed block, containing a garage and j

end window walls and splayed the a guest room. 8
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TAMA
RIVER

The sociological approach, involving
the occupant in design, has been taken
a step further in a recent housing
project for Oslo (Casabella 324) where
the architects, Hultberg and Seablom,
have merely provided volumes to be
divided and equipped ‘by those who
are better qualified to do it, namely
the occupants.” BSuch a statement

i |

chooses to ignore the fact that the
organization of space is an expert’s job
which can turn a house into a work of
art. Kazuo Shinohara, who teaches
architecture and only designs houses,
actually puts such unfashionable ideas
into practice. In his house, on the upper
reaches of the Tama River, 10, he
achieves the sobriety and restraint

characterstic of Japanese architecture,
by means of a sguare plan subtly
divided (the smaller half has bedrooms
on two floors), 9, traditional features
such as shoji sereens, and an all-white
background, 11. Despite the high
ceiling of the living room, the emphasis
is horizontal and the mood cool and
restful,

IRAQI
NICHE
COMPLEX

The powerful spell cast by ancient
cultures may be a healthier alternative
to the caleulated search for originality.
R. K. Chadirji’s house in Baghdad was
inspired by the early Moslem palace
of Ukhaidir, 13, but its semicircular
towers provide niches for the owner's
art collection. They are merely ex-
erescences that belie a simple rectangu-
lar layout around the traditional open
court, 12.

SEVEN
JUST
SQUARE

The fact is that the Modern Movement,
whether in the form of the homely
Scandinavian version or the more
abstract International Style, produced
a large mumber of superb houses.
Richard Meier's white house on the
beach at Darien, Connecticut, 16, is
Corbusian in its organization of double-
height volumes and in its interrelation
of interior and exterior spaces through
terraces, stairs and ramps, 15. Although
the back is a eonventional load-bearing
timber structure, the front is supported
on steel columns with the familiar
‘free fagade’ on a separate plane, 14.

142




The Architectural Review August 1968

4 |
What's
Read all about the scheme that makes superb
use of Redland V bricks and Calculons
for calculated loadbearing brickwork. A SPECIAL
STUDY gives details of the structural
calculations involved in the design of the
thirteen storey block, one of the U.K.'s tallest
buildings constructed in loadbearing brickwork.
Write for publication Nos. LB8 and LB8/1.

Client: The London Borough of Southwark. Architect: Ronald Hardy MBE, B.Arch., ARIBA, Hardy, Cochrane & Partners, London W.C.1. Quantity Surveyors: OS Department, London Borough of Southwark.
Consulting Engineers: Jonkins & Potter, London W.C.1. General Contractars: William Willett (Contractors) Limited, London S.W.4,

Redland Bricks Ltd.,

Graylands, Horsham, Sussex. Tel. Horsham 2341

London Showroom: Redland House, 42 Kingsway, W.C.2.

Northern Area Sales Office:

Elland Road, Leeds 11, Yorkshire, Tel: Leeds 75206 RB.39
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This paperback
will help you
improve your

breathing

Which is why Sisalkraft call it Breather Membrane. At pulp stage it is fully impregnated
with special non-bituminous water repellent chemicals.
As a result, it has 20 times the breathing qualities demanded by B.S.4016 1966.
How’s that for improved breathing!

It’s stronger, too—209, stronger. And five times more waterproof. That makes it ideal
for use in industrialised building in timber framed construction (whether over open studs
or ply sheathing), particularly when edge-lapping, welting and tight sandwiching.
These jobs call for a breather membrane passing the optimum of moisture vapour.
And the more moisture vapour, the better, provided the breather is waterproof.

As a barrier, it will prevent staining from asphalt or screed—
particularly in flat roof construction.

It’s durable, clean to handle and just one building paper out of the most comprehensive,
highest quality range on the market. Sisalkraft’s. All of them (to simplify specifying)
available from a single source. If you’re thinking of taking a breather, send the coupon.

We’ll send you a paperback. About all our paperbacks.

British Sisalkraft Limited
Knight Road, Strood,
Rochester, Kent. 0634-77777
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I wish to improve my breathing.
: Send details.
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| SEVEN JUST SQUARE

‘ A more rigid version of the same idea—
the plan is quartered by four structural
service towers built of local stone, 20—
is William Morgan's cypress-clad house
at Jacksonville, Florida, 17. The double
height of the dining and living rooms
(situated on different floors) contrasts
in each case with adjoining lower
spaces (kitchen and hearth), 18, 19.
Unlike Meier's house, these rooms are
suspended above ground unrelated to
the garden, and give the building an
urban character which is ecarried
through into the somewhat over-refined

o} noo Il

interiors. Paradoxically the upstairs
living room is not, favoured by Liibben
and Gandke in their town house at
Rheydt, where a finely planted court-
yard and a fair amount of privacy
suggested a living room on the ground
floor with a fully glazed wall, 21. The
fagade, 22, is about as plain as it could
be. It may all look too much like text
book stuff—dull—but urbane too.

John Dalton’s prize-winning passage-
down-the-middle house near Brisbane,
25, is much more interesting than the
plan suggests, Perched on the edge of a
sharp drop, it is brick where it rests on
solid ground, and timber where it is
suspended in the air, 23. The problem
of joining one with the other is resolved
by a kink in the roof, providing essential
ventilation, 24. There are entrances at
both levels, the lower level also con-
taining a playroom and a garage.

An imaginative remodelling of a flat
and restricted suburban site has been
achieved by Zenetos (famous for his
demountable theatre in a disused

Athens quarry) in his villa at Glyphada.
Cut and fill have produced a lower
ground floor (for garage, servants and
services), as well as a raised garden at

living room level, which euts out from
view undesirable foreground, 26. Like
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the Australian house, the silhouette
reflects climatic needs, each level over-
hanging the one below, 27. An interest-
ing detail is the continuous bench which
acts as a balustrade along the short
ends of the bedroom floor baleony,

At Kinsale in Ireland, Michael Scott is
content with the now classic—by some
diseredited—open plan, 28. Like others
before him, he has had to build a
separate guest house. The supporting
structure of concrete stilts, boldly
modelled for the seale of the landscape,
stands forward so that the floor
structure looks suspended, 30. The
absence of internal supports and the
F‘mphll.-ii.-i on horizontal |Jl|1nl"- (es-
pecially the raised cill), help to ereate
a dignified interior in which one ecan
appreciate the magnificent views with-
out feeling exposed, 29.

The last house, 32, is one of the
‘originals’, the Villa Savoye by Le
Corbusier. There has been much
concern ever since the local couneil

28

ae— —

announced, about ten years ago, that
they would demolish the house (see AR
April 1959 and October 1966). Hopes
were raised three years ago when
Malraux clamped a preservation order
on to the building. Now it is restored
and back to something very near its
original condition, as can be seen by
comparing the first photographs, 31,
32, with the last, 33, 34, Jean
Dubuisson, the architeet responsible for
the work, seems to have done anequally
impressive job inside, even restoring
many of Corb’s built-in fittings. One
must now hope that this marvellous
house will be furnished and used
sympathetically.
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MANUFACTURERS OF HERMETICALLY SEALED DOUBLE GLAZING UNITS

HYDE, CHESHIRE. Telephone: HYDE 1234/5 and 34167
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The natural partner
to central heating...

DOUBVENGIAZING,

WITH THERMOVITRINE UNITS

Houses, offices, hospitals, schools. More and more architects are specifying
hermetically sealed double glazing—and that makes sense. After all, double glazing
is the natural partner to central heating, and that's as much a part of modern building
as pre-stressed concrete.

High rise or low level, Thermovitrine provides the
answer for window insulation.

This artist's impression of Stockport Corporation’s
Lancashire Hill Development currently under
construction includes two 22 storey blocks of
flats with lower level buildings, all to be
double-glazed.

With Thermovitrine’s history of reliability and
efficiency in fourteen earlier blocks of flats,
Stockport confidently specify THERMOVITRINE
throughout this impressive project.

Your project too, whether big or small, will
benefit by reliable window insulation.

We will be pleased to submit quotation, supply
literature or assist with technical advice.

Architect: John S. Rank A.R.I.B.A. Borough Architect,
Stockport

Main Contractor: John Laing Construction Limited.

Glazing: Safety Glass Replacements Ltd. Newcastle-U-
Lyme, Staffs.
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THERMOVITRINE LTD.

]
Members of Insulation Glazing Association )

BAWDEN HOUSE, EROMBOROUGH

One of the twelve private houses reviewed in this issue had Thermovitrine double glazing units specified

Architects:

Nelson & Parker
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'marginalia

ANOTHER PICCADILLY

Still another plan for rebuilding
Piccadilly Circus has mow been pub-
lished—the model is shown below, 1. It
has a brighter chance of realization
than the earlier plans because, instead
of being a mere academic exercise in

civic design, commissioned by the
planning authority, it represents a
scheme that the wvarious property

owners actually want to build. The
initiative was taken by the owners of
the buildings on the north and south
side of the Circus, employing the same
architect, Mr. Dennis Lennon, as well
as by Westminster city council. The
architeets for the rebuilding project on
the east, Fitzroy Robinson and Sidney
Kaye, then adapted their scheme to
fit in with Mr. Lennon's, and the
city council (architect, Frank West)
coordinated the whole project.

The plan also has the advantage of
being coordinated with redevelopment
schemes over a wider area. The upper-
level pedestrian decks and walkways,
for example, are designed l'\'Pmnﬂl]_\'
to extend in all directions and link up
with the walkways proposed for the
redesigned Regent Street by the
Crown Estate's consultants, Sir Hugh
Wilson and J. L. Womersley. The
Regent Street quadrant, with the
glass roof over the whole street also
proposed by them, can be seen at the
bottom of the picture.

Other features in the picture, all part
of Dennis
scheme, are: centre, the main ]lt*(ilu-l-
trian deck covering the castern part of
the Circus, beneath which traffic
passes to reach Shaftesbury Avenue,
Coventry Street and Haymarket and
which connects with pedestrian walk-
ways continuing to the east, towards
Leicester Square and eventually Covent
Garden; beyond this deck,
building with external galleries and

Lennon's coordinated

a low

illuminated advertisements, replacing
the London Pavilion (owned by the
GLC); beyond that again a large
building on the Trocadero site in the
form of an inverted pyramid, mostly
occupied by a hotel (architects,
Fitzroy Robinson and Sidney Kaye); to
the left of the central deck, a square
courtyarded building on the Monico
site (architect Dennis Lennon), with a
fagade facing the Circus designed to
carry illuminated advertisements); fac-
ing it across the deck, on the Criterion
site, a 435-ft. tower (architect, Dennis
Lennon) which allows ground to be
freed round it, especially on the near
side where new public open space steps
gradually up to the level of the
Circus.

This project again raises the issue of

146G
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the siting of high buildings, but a tower
in this position should not be un-
acceptable from the point of view of its
effect on the skyline. A
objection to it is that, being on the
south side of the Circus, it will cast a
shadow over the pedestrian deck for
much of the day. Other questions that

more serious

will have to be studied concern wind
currents (the eity couneil is already
imvestigating this) and the traffic that
will be generated. But it should be
noted that the proposed buildings add
very little to the office accommodation
already existing, and a 50 per cent.
increase in traffic since 1960 is allowed
for.

The project, together with plans for
the surrounding area as at present
conceived by Westminster city couneil,
was put on publie exhibition in July
so that Westminster council (the
planning authority) and the GLC
(who are statutorily responsible for
permission for office development, for
height of buildings and for the major
road problem and traffic management,
and who have declared themselves
willing to accept responsibility for the
pedestrian deck) can estimate the
reaction of the public and obtain the
views of bodies like the Royal Fine
Art Commission before they them-
selves officially pronounce on it.

GIEDION UP-TO-DATE

E. Maxwell Fry's obituary (July AR)
of Sigfried Giedion mentioned that the
day before he died last April he had
completed the final volume of his
trilogy, Constancy and Change. Only a

fortnight before that his English
publishers (Oxford University Press)
had issued a fifth edition of his most
celebrated book, Space, Time and
Architecture, which first appeared in
1941.

The new material in this edition
includes perceptive appreciations of
several buildings completed since the
fourth edition was published in 1962,
including Le Corbusier’s priory at La
Tourette and his Carpenter Centre at
Harvard and others by Gropius, Mies
van der Rohe and Aalto. There is a
whole new chapter on the Danish
architect Utzon, whom Giedion seems
to have admired more unreservedly
than might have been expected. He
accepts the mon-functional formalism
of the Sydney opera house with a
readiness that would have been un-
thinkable when the first edition of the
book was published. The new edition
also contains extensions of the section
on town-planning in the light of recent
work by Japanese architects.

HIGH WIRE INTELLIGENCE

The Central Electricity Generating
Board has issued a well produced guide
for the layman entitled Overhead or
Underground—the Facts. Dealing with
complex technical problems such as
overheating, insulation and ‘charging
current,’ it manages to explain them in
down-to-earth terms. Not down to
earth enough, however, is likely to be
the reaction of the more experienced
civic and amenity societies who have
had to fight battles with this doughty
adversary. What the societies will want

to know more about is why we use
alternating current if it causes such
considerable technical problems, what
research the CEGB is doing on fuel
cells and even more fundamentally,
after the New York blackout, whether
we are right to pin our faith to a grid
system at all.
This is a leaflet which the CEGB are
right to have produced. One can only
regret that it was not produced earlier
and hope that it will be sent to all
amenity societies so that they have a
better understanding of these complex
problems. To date neither the Civic
Trust nor the Council for the Preserva-
tion of Rural England have received
copies. Still less have they been asked
to distribute them through their own
wide network of societies. This should
speedily be done, and the next bulletin
more facts on the
programme if the

should produce
CEGB’s research
groundswell of public discontent with
the Board's plans for a 30-square-mile
grid for the entire country is to be
contained and some degree of mutual
understanding cooperation en-
gendered.

and

TRAFFIC SIGNALS REDESIGNED

It is interesting and encouraging to see
one of our best industrial designers
entrusted with a problem important to
the look of the urban environment. As
a result of recommendations in the
1963 report of the Warboys committee
on traffic signs, Mr. David Mellor was
given the task by the Ministry of Trans-
port of producing a new design for
traffic signals; in fact he was asked to
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Bo O K s from the Architecturail Press
9-13 Queen Anne’s Gate, Westminster, London, S.W.1

GROUP PRACTICE IN DESIGN
by Michael Middieton

Design work is now so large in scale that it demands a multi-
disciplinary team—today’s problem is how to assist such teams to
show genuine creativity. Michael Middleton discusses the history
of design, and the course of the creative process, and presents
six case studies. Professor Misha Black contributes a note on how
teams stay alive, creative and efficient. 10 X 7% in. 304 pages
including 96 of illustrations. 84s. net, post 4s. 6d.

NEW FRENCH ARCHITECTURE
by Maurice Besset

Modern architecture in France still has to battle against official
reaction and public ignorance, but the tide is at last beginning to
turn and younger architects, committed to "humanisme total,”
are beginning to show their abilities. Names such as Josic,
Candilis and Woods, and Jean Prouve, will already be known to
British readers, and will soon be better known. The influence of
Le Corbusier is dealt with in a special section of the introduction.
10 x 8%in. 240 pages, illustrated throughout. 90s. net, post 4s. 6d.

NEW ITALIAN ARCHITECTURE
by Alberto Galardi

The influence of Italian architecture and engineering is universal
and perennial. This book is devoted to the decade 1955-65,
and traces the line—or lines—of recent development from the
older generation such as Nervi, Ponti or Gardella to younger
architects like Vigano, Morandi or Fiocchi. 10 x 8+ in. 208 pages.
illustrated throughout. 90s. net, post 4s. 6d.

MODERN AGRICULTURE AND
RURAL PLANNING

by John Weller

Under the heads of Population pressures, Land resources, and
Farming and marketing revolution, Mr. Weller presents a working
document for the future of British agriculture and rural planning,
illustrated and statistically substantiated. Without a national plan
there will be a bleak future for Britain and her matchless landscape.
9 X 6in. 442 pages, including 60 of illustrations. 63s. net, post
3s. 6d.
Reminders
The New Brutalism by Reyner Banham. 80s.
New Single-Storey Houses by Penelope Whiting. 30s.
Town Design by Frederick Gibberd. 5th revised edition. 84s.
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‘reconsider the design of the system as
a whole, to reconcile the various traffic
light attachments, to examine new
materials and techniques and to mini-
mize the costs of production and main-
tenance.’

He has now completed his task and
the result, 2, is illustrated here—in spite
of the required addition of backing
boards, a less fussy and better co-
ordinated object. It is designed to be
entirely maintenance-free, since all
components are plastic or plastic-
coated. Backing-boards and hoods are
of flexible plastic, to inerease their
resistance to impact.

Re-equipment of the present 4,000
signal junctions with signals of the new
type will take place over ten years.

BRITANNIC HOUSE
British Petroleum’s London head-
quarters in Moor Lane, Britannic

House, was designed by Joseph F.
Milton Cashmore & Partners, Design
Research Unit were co-opted by them
for the interior design of certain special
areas only, including those illustrated
in the June 1968 AR.

‘ obituary

OLIVER HILL: 1888-1968

Oliver Hill, who died recently at the
age of 80, was one of those personalities
who have helped to give breadth and
meaning to the architectural profession.
His life spanned the period of commo-
tion in the arts that lies between the
end of the Vietorian era and the present
day. The Victorians, as was proper to
their way of thought, regarded the
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historic styles as man’s highest achieve-
ment and therefore to be resuscitated,
the choice of style not in the least
depending upon the subject: Glothic for
St. Pancras, Roman for King's Cross,
Greek for Euston, and so forth. Only
the best would do. The present day
(equally properly according to its way
of thought) pin-points the present in
the style of ‘immediacy’. In the
whirlpool of these opposing ways of
thought, architects floundered and
only a few survived to lay any impress
at all upon their age. Oliver Hill was
one of these, his main contribution
being made between the two wars.

Although Hill’'s most important works
were the British Pavilion at the 1937
Paris Exhibition, and the Midland
Hotel at Morecombe about the same
time, his real nature can best be
studied through his domestic archi-
tecture. This ranged from the eccentric
thatched house at Holmbury St. Mary
to Jolwynds, a forerunner of the
modern world. The contribution lies
not in what the eye sees, but in the
range of the mind. For Hill was not
only a true artist who merely used style
as a medium of expression, as a linguist
might use the most convenient lan-
guage, but was also a man of wide
understanding, genial and generous to
his fellow men as well as to his own art,
and comprehensive of environment
conceived as a whole, from furniture to
landseape. He was a founder member in
1929 of the Institute of Landscape
Architects. Although not in the same
design class as Lutyens, it has always
seemed to me that Hill's vision was
itself far wider and prophetic, enough
at any rate to ensure him a place in
architectural history. . A. JELLICOE

correspondence

WRIGHT’S AESTHETIC
To the Hditors.
sirs: In the February 1968 AR, Mr.
Richard MacCormac states that ‘. . . T-
square and set-square were the obvious
tools of Wright's aesthetic. It is
characteristic of his sketch plans that
they are matted with exploratory lines
—a mesh refined and tightened to cor-
relate appropriate parts,” and illustra-
tion 1 on p.143 repeats the comment
by way of a caption.
On my inspection of this plan T would
submit that it is ‘matted’ with lines
radiating from a single point some-
where off the plate to lower right; there
is also evidence of a single oblique line
cutting or terminating these radiating
lines at the top left. To me this is clear
evidence of some plotting for a pers-
pective drawing to be set up from the
plan, with the picture plane placed
back and beyond the controlling eleva-
tions. If the author agrees with this
then perhaps other drawings by Wright
should be inspected to see whether the
‘characteristic’ is really what the
article purports it to be, or whether
very many other plans bear witness to
the process of geometric perspective
construction lines.
Y ours, ete.

DEREK S. BOTTOMLEY

Leeds.

Mr, MacCormac replies: Mr. Bottomley
has rightly drawn attention to the
perspective lines which overlay, and
perhaps confuse, the sketch plan for the

Ullman house. A number of Wright's
sketch plans have perspectives set up
with them, while others, such as that
for the Harold MeCormick house,
illustrated in I'n the Nature of Materials,
are projected into elevation. Such con-
struetion lines are distinet from the
rectilinear grids comnsidered in my
article, which a perusal of published
material will show to be usual in
Wright’s planning, whether or not per-
spective plotting is evident.

SIMON FRASER UNIVERSITY
To the Editors,
sirs: Having just returned from a visit
to Vancouver, I was glad to read such
a good account of the new Simon
Fraser University in your April issue.
Abraham Rogatnick did not exaggerate
the importance of this great work by
Arthur Erickson and Geoffrey Massey.
‘The sense of high euphoria,” which he
described as pervading the air among
students and faculty alike, is im-
mediately evident to the visitor. Pro-
fessor Rogatnick was right, however,
to end on a cautionary note, for I am
convinced that the distinetion of the
university stems very largely from the
coherence of the whole architectural
complex, and this may be in jeopardy
if the original architects are not given
continuing authority to control the
buildings still to be erected. Already
one block in an inferior handwriting
has been added, and other departures
from the original character are threat-
ened. It would be a great pity if what
Professor Rogatnick rightly describes
as the architects’ ‘elegant expansion
scheme’ along the Burnaby Mountain
ridge were to become frayed at the
edges, for the greater the distinction of
an original architectural conception
the greater the meed for continuous
policing of all details, even down to
lettering and signposting. This is not
always understood by lay committees,
Yours, etc.

PAUL REILLY

London SW7.

ILLUMINATED SIGNS

To the Editors.

sirs: As a wisitor to Britain from
America during a period of six months,
I am especially mterested in the article
by Kenneth Browne in the June AR
which proposes the greater use of
illuminated signs in British towns.

I agree that illuminated signs have a
good potential for enlivening the
atmosphere of cities at night. But as a
usual resident of Los Angeles, Cali-
fornia, which is both a very lit-up and
very ugly city, and an inhabitant of
the American scene generally, also
much lit-up and frequently poorer for
it, my feelings toward illuminated
signs are most of all an awareness of
their pitfalls.

Kenneth Browne's qualifications on the
use of electric signs in English cities
and towns are most important, and
I heartily second them; but the desir-
ability of illumiated signs should not
become the standard of action, with
the avoidance of their ill-use only
secondary. For instance, the Town and
Country Planning Act regulation,
which Browne mentions, that illumin-
ated signs on buildings be subject to a
three-year planning consent, is an
excellent law whatever the defects of
its administration—and it is the sort of
regulation which places like Los
Angeles must surely lack and sorely

need—and neither its repeal nor

dilution should be considered. Also,
the regulation that illuminated signs
are not permitted above fascia height
on buildings, while perhaps in need of
liberalization for some towns, is quite
appropriate to, and necessary for, the
continued pleasant character of any
town of predominantly old buildings,
whether or not these are buildings of
outright historical significance.
Mr. Browne does not mention the
countryside. I'm sure that I don’t have
to convince many Englishmen that the
addition of illuminated signs to the
English landscape would be a disaster.
This is the phenomenon which has
already terribly defaced many sub-
urban and country areas of the United
States. Large freestanding neon and
other illuminated signs, in America
primarily business-identifieation signs
for motels, petrol stations, shopping
contres and the like (not to mention
the ubiquitous billboards, which come
both illuminated and non-illuminated)
are especially noxious, and must by all
means be avoided.
Yours, ete.

GREGORY WRIGHT

Grantham, Lines.

OFFICE LANDSCAPING
T'o the Editors.
sirs: In your May issue you discuss
bitrolandschaft, office landscaping, and
remark that in the case of the German
example illustrated regimentation of
desk arrangement is creeping back and
this you attribute to human desire for
‘order.” If I may say 8o, I think the
wrong conclusion is drawn, probably
because the word ‘landscaping’ is so
widely misused—and abused. It is of
the essence of good office pre-planning
that function should precede all else.
The seemingly irregular disposition of
work-places is an effect, not a cause,
and ‘landscaping’ does not connote this.
It was not ‘human desire for order’ that
led to the layout which caught your
attention, it was the functional re-
quirement of the particular office and
any other arrangement would have
impeded the very purpose for which the
office was built. Interest and activity
in functional office pre-planning is now
so widespread that I would stress to
your readers the dangers of forming
opinions on ‘landscaping’ by reference
to any one example. Each case is a
subject for special study and this,
which precedes all design, is absolutely
essential to satisfactory result.
Yours, ete.

w. J.

South Harrow, Middlesex.

ADAMS

ST. MARK’S CHURCH, PORTSMOUTH
To the Editors.

sirs: I was interested to read the letter
from your correspondent in Portsmouth
(AR May 1968) concerning the future
of Blomfield’s church of St. Mark, North
End. Having been entrusted both with
the design of the proposed commercial
buildings on the site and with the
replacement church opposite, I can
throw some light on the situation which
is not as depressing as your corres-
pondent believes,

In negotiations (which are still pro-
ceeding) between the developers, the
City of Portsmouth and the local
Church authorities, it is agreed that it
would be desirable to retain the tower
of the old church and re-design the
surrounding area to form part of the
permanent setting for the new pro-
posals. Although the present Order in

;ﬁ
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The Redland Delta Tile

was specified for
the three houses in the
development at Haddenham
described in this issue.

Architect Peter Aldington ARIBA

A lot of Architects are finding that
the Delta tile is functionally efficient
and aesthetically pleasing.

Wiite for publication no. AR|R6

Redland Tiles Ltd., R d| d
Redland House, Reigate, Surrey. Tel. Reigate 42488 (20 lines) e an #

R.T.49,
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Couneil refers to the total demolition of
the church, steps are being considered |
which could permit partial retention of
the structure, namely the tower, around
which the developers could plan their
new scheme to the satisfaction of the |
city and the Church locally.
As discussions are still continuing it
would be premature to say more, but
I hope from what has been said your
readers will appreciate that strenuous
efforts are being made to retain at least
the dominant feature of Blomfield's
original design.
7 Yours ete.
J. A. WELLS-THORPE

(GOTCH AND PARTNERS)

Brighton.

MORRIS & WESTMINSTER
To the Editors,
sirs: John Nelson Tarn (AR May) is
glightly in error when he claims that
Morris envisaged ‘the site of the Houses
of Parliament used as a dung hill.’ In
fact, the building was to be used as a
‘sort of subsidiary market, and a
storage-place for manure.’
I venture to mention it only because it
allows me to quote further: ‘I believe it
was intended to pull them down quite
at the beginning of our days; but there
was, I am told, a queer antiquarian
society, which had done some service in
past times, and which straightway set
up its pipe against their destruction, as
it has done with many other buildings,
which most people looked upon as
worthless, and public nuisances; and it
was so energetic, and had such good
reasons to give, that it generally gained
its point; and I must say that when all
is said I am glad of it: because you know
at the worst these silly old buildings
serve as a kind of foil to the beautiful
ones which we build now’ (News from
Nowhere, ch.V.).
Yours, ete.
L. A.

BURMAN
Salford.

{book reviews

CAMPEBELL QUESTIONS

THE ARCHITECTURE OF COLEN CAMP-
BELL. By Howard E. Stutchbury. Manchester
University Press, 70s,

Colen Campbell’s designs are less inter-
esting in themselves than as critical
interpretations or paraphrases of some-
thing else. He was surely the least
inventive, the least imaginative of all
the major English architects of the
eighteenth century, and the fact that
he was a major architect in the sense
that he exercised enormous and lasting
influence, sets the historian a curious
problem. Who was this man and how
didd he arrive at a position enabling
him to switeh, within a decade, the
course of English architecture?
Biographically, we know almost no-

thing. A discovery reported by Mr.
G. L. M. Goodfellow in THE ARCHI-
TECTURAL REVIEW for August 1966

gives the date of his birth as 1676 and

makes him possibly an Edinburgh

graduate and probably a lawyer. Mr.
Stutchbury does not mention this,
though he concedes that an item in the
colleetion of Campbell drawings re-
cently bought for the RIBA by the
Wates Foundation tends to support the
identification of Campbell with the
lawyer in question. The Wates draw-
show that the architect

ings also
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Campbell had at some time an asso-
ciation with a Scottish architect of an
older generation, James Smith, des-
cribed by him as ‘the most experienced’
in Scotland. In 1697, a ‘Colinus
Campbell’ appears in a visitors’
book at Padua. Then, in 1708, there is
a somewhat shady political intrigue
between a certain Daniel Campbell of
Glasgow and a ‘Collin’ Campbell who
is very probably the architect because
Daniel was certainly employing the
architect to design Shawfield Mansion
in 1712 or a little earlier. The devastat-
ing frequency of Colin and its variants
in genealogies of the clan Campbell
puts all conclusions at risk, but if all
the Colins here are the right Colin we
begin to have a picture of a Scottish
gentleman of modest estate, a lawyer
with some political commitments and
a strong predilection for architecture,
which, stimulated by an Ttalian visit,
led him to total dedication to its prac-
tice.

It would be very nice indeed to have
the assurance that Campbell was a
lawyer because his whole performance
is 80 exceedingly lawyer-like. Vitruvius
Britannicus may not have much liter-
ary merit but it is, for its purpose, very
shrewdly organized. Furthermore,
Campbell’'s whole attitude to architec-
ture is thoroughly legalistic. He has his
established precedents and makes
judgments—and designs—in the light
of them. The mechanical adroitness
with which he discomposes, expands or
contracts a design by Palladio to make
it more or less his own is quite remark-
able. And this ‘more or less’ raises
another question: was there, inside the
ironclad authoritarian of Vitruvius
Britannicus, another Campbell, sensi-
tive and creative, trying to get out?
Marginal originalities are not hard to
find but when found amount to very
little. One of his most popular inven-
tions was a Venetian window with not
only the architraves but the archivolt
block-rusticated in the manner of the
Palazzo Thiene—an but
really rather trivial device. When he
needs a cupola or an additional orna-
ment he gives us rather bleak versions
of familiar Baroque types. Clearly his
one over-riding interest was the coldly
judicial one of reducing all architecture
to terms extracted from his study of
Palladio and Jones.

ingenious

Mr. Stutchbury has brought together a
great deal of useful information about
Campbell, some of it new, but the
Wates drawings seem to have arrived
too late for him to give them more than
a summary (but valuable) notice in an
appendix. The book is in three parts
headed respectively ‘Ambition’, ‘In-
spiration” and ‘Achievement'—titles
which suggest, perhaps, a too romantic
biographical sweep and are not, in-
deed, quite the right labels for what the
parts contain. Mr. Stutchbury goes
carefully and methodically through his
material but never warms to the vital
question why England went Palladian
after 1714, How much was it Camp-
bell's doing, how much that of pressures
in the patronage net-work and the sheer
impatience of a new class of owner with
the high mysteries of the old Court
style? Exact answers are out of the
question, but more enquiry and expo-
sition would have been welcome, One
tends to think of Campbell as a sort of
architectural Addison without (because
we are ignorant) the personality. The
acceptable triteness of his designs is

rather like the acceptable triteness of

| 4

the Tatler and the Spectator—pertectly
refined common sense. Campbell, in
short, is a bit of a bore. He worked
cortainly with admirable taste and
precision. His enormous success, how-
ever, is probably due to his good fortune
in appearing on the architectural scene
at the precise moment when his limita.-
tions as well as his talents were just
what were needed. The success attach-
ing to the name of Colin Campbell is

much more interesting than Colen
Campbell. JOHN SUMMERSON
NOGUCHI'S SEARCH

A SCULPTOR’S WORLD. By Isamu Noguchi.
Thames & Hudson, 105s.

Versatility, an otherwise admirable
quality, often leads to the dilution of
creative energy. Isamu Noguchi, who is
half Japanese though born in the
United States and brought up there
from the age of thirteen, has made his
impact in half-a-dozen different fields
of endeavour; but he is, exceptionally,
never a dilettante. He calls himself a
sculptor (this pictorial survery of his
work, with an autobiographical text,
is subtitled ‘A Sculptor’s World’) and
perhaps sceulpture could be deseribed
as his central activity, but it is sculpture
in the widest sense, and however much
the sense is widened, the
Noguchi is tackling at that moment
assumes the nature of sculpture itself,
not a poor relation of it.

His sculpture, however, shows most
energy and vitality when it is related
to some other purpose—which is not to
say that it should be classified less as
art than as design. His splendidly
successful bridge at Hiroshima, his
paper lampshades, his contoured play-
grounds are art-objects on the highest
level, simply using a functional need
as a starting-point. What may
called his gallery sculptures, lacking
this functional inspiration, seem in
many cases to lack also much more
than decorative significance.

An exception is his outdoor pieces,
sited in relation to
buildings; notably those for the garden
of the Connecticut General Insurance
Company near Hartford, 3, (architects,
Skidmore, Owings and Merrill), the
marble garden for the same architects’
Rare Book Library at Yale and the
National Museum at Jerusalem, 4.
This book illustrates the wide range of
talents, which embrace

problem

be

designed or

Noguchi's

gardens, architecture and the theatre,
as well as any number of sculptural
inventions that again show his ability
to ereate significant images out of a
practical need. They are all beautifully
photographed and the text is far more
interesting than the text accompanying
most such surveys. It is a moving
personal chronicle, not only of an
artist’s struggle for success but of the
search for ii.h-.nti1‘\' by a man who had
roots in so many places that he felt
rejected by all of them. His discovery
of Japan, as part of his discovery of
himself, is indeed the key to the special
quality of his work as a sculptor. J.M.R.

CRAZE CONTRIBUTION
ART NOUVEAU. By S. T.
University Library, 14s.

The Art Nouveau craze of the last few
years has produced much literature of
an ephemeral nature, some excellent
exhibition catalogues and also a few
serious and valuable books—notably
Dr. Madsen's Sources of Art Nouveau
of 19566 and Robert Schmutzler’'s Art
Nouveau—JSugendstil of 1962. This new
book is simply called Art Nowveau, and
is more general than its predecessor, As
a paperback it will be available to those
who until to
Professor Pevsner's Pioneers in which
Art Nouveau 18 of course no more
than one episode. Dr. Madsen is a com-
petent guide though not one to rouse
passions and enthusiasms. But the

Madsen. World

now were confined

main trends, aspects, sources are there
and copiously illustrated.

8.T.8
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Sadia say it Seeing how
doesn't make sense efficiently they work
to pay half-price for (only 1/-aday running
space-heating electricity- for a four-strong family)
and full price for these heaters make
water-heating. So their pretty good sense in
off-peak models stoke any space-heating
up inthe wee small scheme.
cheap hours

SADIA "Off-Peak" Water Heaters
N-50—50-gallon capacity model
N-35—"space-saver" model
N-650—extra-output model

For full details of these and all
other super-efficient

SADIA water heaters, write to

Sadia Water Heaters Ltd., Northolt, Middx.
SADIA better planned —better made




The Industry

Prototype settee

Hille have produced a prototype settee
in Perspex which was shown on the
ICI stand at the International Decor
exhibition in June. Designed by Alan
Turville, Hille's staff designer, the
settee is made from an 8ft. by dft.
sheet of clear perspex acrylic sheet,
#in. thick which iz heated and formed
to a constant radius shape, 1. Up-
holstery is in orange fabric and the
Perspex is bolted to two chromium
plated steel legs. The perspex is
slightly flexible so that comfort is
improved and no elaborate tooling is
needed for manufacture. All that is
necessary is the polishing of the edges
of the sheet. Coloured perspex sheet
could also be used and the method of
upholstering made may also be changed
to make the sheet more visible from
the froni.

Hille of London Lid, 41
Street, London W1.

Albemarle

Tile verge system in plastic

Redland Tiles have introduced a tile
verge unit, 2, in an extruded p.v.c.
section for use with five of their con-
crete tile patterns. The unit is produced
in standard lengths of up to 20ft. and
there is a separate unit for ridge ends.
The verge is made with a longitudinal
flange which is tucked under the ends
of the tile battens until the verge is
flush with the brickwork, after which
the section is secured by eclips to
alternate battens. There are connector
pieces which snap over the extrusions
for roof slopes greater than 20ft. The
standard eolour is white.

Redland Tiles Lid, Reigate, Surrey.

Tubular steel chairs

Rank Audio Visual make a number of
tubular steel chairs for lecture theatres,
halls and similar buildings and are now
producing two Silvant models, both
moulded in anti-static polypropylene
and both made in stacking and non-
stacking versions. Type A is remi-
niscent of the Hille chair which has
inspired so many designers, but type
B, 3, is based on a single moulding,
two of which are used in each chair—
one forming the seat and the other the
back. The two mouldings are located
on a tubular leg/back structure and are
secured by a single screw, so that the
chair is very easy to assemble. The
mouldings are made in ten colours and
it is thus possible to make up a
hundred colour ecombinations which
can be changed when required. The
chairs are only 48s. 6d. each, and
clips are available for making the
chairs up into rows,

Rank Audio Visual Ltd, Woodger
Road, Shepherd’s Bush, London W12.

Lightweight aluminium doors
Heywood Helliwell have introduced an
inexpensive anodised aluminium door,
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verge connector clipped
over extrusions

clip fixed to
tile batten

1~ expansion gap between extrusions

4, in their Slimline range. It has
lightweight sections and is made in
sizes up to 3ft. by 7ft. for internal or
external use and can cost as little as
£50 when used inside buildings, a
price which is competitive with good
quality hardwood doors. The new
door is intended for small shops or
any building with light to medium
traffic conditions: it can also be used
as an ordinary office door or in con-
junction with internal partitioning.
The doors ean be fitted with toughened
glass or }in. plate, and the external
window beads are the sloping security
type which cannot be removed from
outside. Wool pile weatherstripping,
polypropylene backed and silicone
treatecd, is incorporated in all vertical
members and concealed stripping can
be fixed to heads and cills when
required.

Heywood Helliwell Ltd, Bayhall Works,
Huddersfield.

Glass blocks

Pilkingtons, who have been making
Insulight glass blocks for many years,
have now introduced a new range
which includes, for the first time,
coloured blocks. The colours are red,
amber, blue and green, and for the
clear blocks a new white glass is used
which eliminates the green tint of the
previous types. The new blocks, all to
metric dimensions, are made in three
sizes, 190 and 240mm square and 240
by 115mm, all 80mm thick. Patterns
for the two square types are Crossed
Rib and Large Flemish, and Large
Flemish only for the oblong block, 5.
Ventilator blocks are also made in
metric sizes. The blocks consist of two
moulded sections fixed to each other
by a direct glass to glass fusion joint
which gives a strong and permanent
gseal. The clear blocks have a light
transmission of about 55 per cent and
good heat and sound insulation
properties. They also have a half-hour
fire rating when used in panels up to
8ft. by 8ft. The blocks cost from Bbs.
to 30s, each and are supplied through
glass merchants. In addition John
Healey are marketing precast units
embodying the blocks. The latter have
issued a very useful catalogue giving
constructional details of the panels and
methods of fixing both precast and
in situ units as well as numerous
photographs of work carried out in
white and coloured blocks.
Pilkington Brothers Ltd, St.
Lancs.

John Healey (Vaculite) Ltd, 32 Shaftes-
bury Avenue, London W1.

Building panels

Mallinsons have recently introduced
Mallite building panels for dry wall

Helens,

[continued on page 154
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} your designs

V

BradSil=

adds
sales appeal to |

Prospective buyers are attracted by Bradstone's
dignified appearance, which is virtually
indistinguishable from matured natural stone.

You'll find that reputations are built in Bradstone as
readily as houses. Bradstone adds appreciably to the
selling value of a property without significantly
increasing material costs. Furthermore, your builder
will be certain of delivery on schedule.

Cast by a perfected moulding technique, Bradstone
offers a choice of finish—tooled or rough-hewn—
in a full range of sizes, profiles and stone colours.
In every random delivery there are subtle variations
in shade that lend authenticity to the completed
building.

Incorporate Bradstone in your future housing designs.
It is widely favoured as a feature for chimney stacks
and gable ends. Send the coupon for full details today.

t1EWstone

]
castsTone [}

Please send delivered prices
and a Bradstone
colour catalogue to

Name

Address

Site

Telephone No.

Bradstone Department 3/8/1
Edwin H. Bradley & Sons Limited, Swindon, Wilts.
Telephone 5551

------------,

~ Tnumph
in structural design

Royal Tuscan’s new range
of hotel tableware

Royal Tuscan’s new Grosvenor Suite’ was designed
by Russell and Hodgson after exhaustive tests for
toughness, durability, hygiene and resistance to chip-
ping. It's specially shaped for easy stacking. Specially
economical on storage space. And all the lids are
interchangeable. ‘Grosvenor Suite’ has been selected
for many new projects including The Tea Council.
It is in Design Index. It is endorsed by the British
Standards Institute (No.4034) forstrength and durability.
Our designers will adapt any existing pattern—or pro-
pose an original one. Please send for full details and
a brochure.

Roual Tuscan
Metallised Bone China

R.H. & S L. PLANT LIMITED, Longton, Stoke-on-Trent, Staffs.
also: 41 Wigmore St., London W.1.
Member of the Wedgwood Group




continued from page 152)

construction. The panels are made in
two types, SF and LR for high and
low rise buildings. Both types of panel
have a core of high density flaxboard,
the SF type being faced on both sides
with asbestos wood to meet Class O
requirements while the LR type is
faced with hardboard. The panels are
made in three thicknesses up to 2}in.
and the flaxboard core gives good
resistance to bending and buckling.
Standard sizes are 4ft. wide and 8ft.
or 10ft. long and the panels can be
supplied unfinished or with a variety
of p.v.c. coverings or decorative wood
veneers. The panels are edge grooved
to take a jointing tongue and provision
can be made for cable runs, 6. The
panels have been supplied for several
high rise blocks for the GLC, deliveries
being geared to the rate of building and
the panels cut to the required sizes.

William Mallinson & Sons, 130
Hackney Road, London E2.
Restaurant furniture

Burgess & Co. have a mew Midi

restaurant chair, 7, introduced at the
International Decor exhibition and
available with or without arms. The
steel frame can be chromium plated or
finished with a nylon coating in a
choice of eolours and the upholstery is
in expanded vinyl. Burgess also have a
range of steel chairs, settees, tables and
stools for outdoor use. All of them have
a white nylon coating which with-
stands the weather very well and
should prevent the usual corrosion

which seems to overtake most outdoor

metal furniture with conventional
finishes.
. N. Burgess & Co. Ltd, Hanworth

Trading Estate, Feltham, Middlesex.

Contractors

House in Cornwall, Archutects: Richard
Rogers, Norman and Wendy Foster.
General Contractor: Percy Williams &
Sons. Heating: Harry Wilhams, Build-
ing blocks internal and external: Forti-
crete Ltd.

House at Radlett. Architects: Norman
and Wendy Foster, Richard Rogers.
General contractor: George Wiggs.
Landscape: M. Branch. Sub-contractors:
Rattee & Kett Ltd., J. B. Mears Ltd.,
Deans Blinds Ltd., Hill Aldam & Co.,
Adamsez Ltd., Thomas Henry Hallettt
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Dawvid

Ltd., H. Williams., Kut &
Partners., Tubular Barriers Ltd., The
British Challenge Glazing Co., G. & 8
.-\]lgnml Ltd.

House at Christmas Common, Oxon.
Architects: Brett & Pollen. General
contractor; A. Brown & Sons (Nettle-
bed) Ltd. Sub-contractors: Heating
engineers (including heating of swim-
ming pool): Hillier Air-Con (Interna-
tional) Ltd. Electrical: Hammante
(Henley) Ltd. Bricks: The Woodside
Brick Works (Croydon) Ltd. Block
partitions: Thermalite Ytong Ltd.
Roof: G. R. Speaker & Co. Swimming
pool plant: The Diafilter Engineering
Co. Hearth slab and mantle shelf: Atlas
Stone Co. Lift: Hammond & Champ-
ness Ltd. Sanitary Fittings: Adamsez
Ltd. Ironmongery: Smith Widdowson
& Eadem Ltd. Special light fittings:
Conelight Ltd. Carpets: David Hicks
Ltd. Blue FPloor Quarries: The Spring.
field Tileries.

House at Caldecote, Cambridge: Archi-
tect: John Meunier. General contractor:
Aston Building Co. Sub-contractors:
Plumbing: D. Butler. Wiring: F.
Rumble. Roofing: Briggs. ‘Plyglass’
glazing.: Constables.

House at Blackbeath, London. Archi-
tect: Julian Sofaer. General contractor:
Frederick Smith & Co. (Builders) Ltd.
Heating: Burgess & Bennett. Lighting:
F. A, Gibson.

House at Bromborough, Cheshire.
Architects: Nelson & Parker. General
contractor: J. Royden. Sub-contractors:
Roofing: D. W. Shaw. Slaters: J.
O’Grady Ltd. Cork and asphalte flooring :
Limmer & Trinidad Co. Windows: Rea
Metal Windows Ltd. Marble, tiling,
mosaic: R, A. Davison & Co, Electrical:
J. H. Evans. Central heating: Frank
Howard & Partners. Timber: W.
Marchbank & Co. Sanitary fittings:
Armitage Ware Ltd. Shower control:
F. H. Bourner & Co. (Engineers) Ltd.
Door gear: P. C. Henderson Ltd. Double
glazing units: Thermovitrine Ltd.

House at Chislehurst, Kent. Architect:
Donald Ball. General contractor: F. H.
Beeching & Sons (Keston) Ltd. Sub-
contractors: Heating: P. G. Stevenson
Ltd. Electrical: Kent Electrics, Alum-
inium roofing and cladding: Roberts
Adlard & Co. Bathroom mosaic: Dennis
M. Williams Ltd. Cork flooring: Olivier
& Bleasby Ltd. Pilkington ‘Insulite’

double glazing units: Clarke & Co.
(Hoxton) Ltd. Bricks: Richard Parton.
Straight sliding windows: J. Honour &
Son (Joinery) Ltd. Side-hung windows:
J. Gerrard & Sons Ltd. Infernal sliding
door track: E. Hill Aldam & Co.
Sanitary fittings: Adamsez Ltd. Stain-
less steel sink unit: G. E. C. Anderson
Ltd. Kitchen fittings: Lea Valley
Jomery Ltd. Ironmongery: G. & 8.
Allgood Ltd. Carpeting: Heals Con-
tracts Ltd. Curtaining: H. G. Dunn &
Sons Ltd.

Artist’s Studio, Charlotte Street, London.
Avrchitect: Charlotte Baden-Powell.
General contractor: William Graver Litd.
Sub-contractors:  Electrical: Stewart
Electrical Services. (lazing: Rayner
Davies & Co. Tiling: Norland Serviees
Ltd.

House in Kensington Place, London,

WS8. Architect: Tom Kay. General
contractor: R. Mansell Ltd. Sub-
contractors: Heating and hot water:

R. Mansell (Heating) Ltd. Reoof paving:
Ruberoid Ltd. Electrical: S. Matthews
Ltd. Hoist: Hoisting Appliances Ltd.
Blinds: Adalon Industries Ltd. Bed
storage|/desk wunat: Hawkins (London)
Contractors Ltd. Double glazing: Ply-
glass Ltd. Patent glazing: Faulkner
Greene Ltd. Stiding door gear: P. C,
Henderson Ltd. Bricks, flooring and
tiling: Broads Ltd. Sanitary ware:
John Boldings Ltd. Ironmongery:
G. & 8. Allgood Ltd., A. G. Roberts
Ltd., Greenman Berger Ltd. Boiler:
International Ltd. Convectors: Cop-
perad Ltd. Ceramic tiling: Carter Ltd.
Light fittings: Rotaflex Ltd. Glass
dome: Greenwood Airvac Ltd. Ventila-
tion: Tack Industries Ltd. Glass
louvres: N. V. Appleton Ltd. Flush
doors: Leaderflush. Sink wnit: G. E. C.
Anderson Ltd. Cooker: Moffat Ltd.
Waste disposal unit; In-Sink-erator Ltd.
Kitchen fittings: Hygena Ltd. Circular
stair plastic tube handrail: Yorkshire
Imperial Plastics ©Ltd. Steel tube
railings and roof steps: Kee Klamp
(Gascoigne) Ltd. Paints and varnishes:
Vitretex Ltd., Sonneborn & Rieke Ltd.
Locks: Union Ltd., Chubb Ltd. Curtain
racks: Silent Gliss Ltd.

The Swiss Centre, Leicester Square,
London. Architect: Justus Dahinden.
General contractor: Holloway Brothers
Ltd. Sub-contractors: Windows, archi-
tectural metal work: J, Starkey Gardiner
Ltd. Joinery: Vietoria Joinery. Alarm
Equipment: M R Security Systems
(Ltd.). Shepfitting: Sycamore (Brent-
ford) Ltd. Automatic doors: Frederick
Sage & Co. Signwriting and lettering:
Design Engraving Ltd. News kiosk
shopfitting: Grafton, Magna Ltd.
Supply of hairdryers for beauty salon:
Osborne, Garrett Nagela Ltd. Steel
rolling shutters: Mather & Platt Ltd.
Cobbles: St. James Terrazzo Tile Co.
Compactus mobile storage system: J.
Glover & Sons Ltd. Steel shelving:
Norwood Steel Equipment Ltd. Steel
lockers: G. A. Harvey. Plumbing:
Richard Audrey Ltd. Electrical work:
Electrical Installations Ltd. Precast
w.c. partitions, floor and wall tiling:
Carter & Co. London Ltd. Mirrors and
glazing: T. & W. Ide Ltd. Shelving to
Bally shoe shop: Bruynzeel Wood
Produets Co. Mechanical services:
Sulzer Brothers (London) Ltd. Plumb-
ing services: Audreys Litd. Electric
ovens: Artofex Engineering Works Ltd.
Plastering and granolithic: Pollock
Bros. (London) Ltd. Tiling: Dunlop

Semtex Ltd., Rowan & Boden Ltd.
Suspended ceiling framework: Dexion
Ltd. Steelwork: Harry Neal Ltd. Paint-
ing and decorating, carpets: Holloway
Brothers (West End) Ltd. Asbestos
suspended cetling: Coronet Engineering
Ltd. Wall handrailing: Clark, Hunt &
Co. Ezpanded metal ceiling: Metal
Bracketing Ltd.

House at Worcester Park, Surrey.
Architects: Stout & Litehfield. General
contractor: A. J. Riggs Ltd. (now part
of Peploe and Partners). Sub-contrac-

tors: Heating: Pipso (Heating) Ltd.
Blectrical: 1. H. Carter (Electrical)
Ltd. Kitchen fittings, etc.: James

Joinery Ltd. Sanitary fittings : Adamsez
Ltd. Stiding windows: Leyland & Sons
L.

Print Workshop, Kelso Place, London.
Architeet: James Madge. General Con-
tractor: A. Bell (Paddington) Ltd. Sub-
contractor: Town & Country Heating
Ltd, Glazing: James Clark & Eaton
Ltd.
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lan Nairn

Townscape problems, outrages and
opportunities compiled by Ian Nairn, with
drawings by G. J. Nason,

TOBERMORY, ISLE OF MULL

Architecture as she is spoke, 1: ‘Ten new
superior bungalows with commanding
views over Tobermory Bay. Price 56830 ;

NOTTINGHAM
A choice selection photographed by Peter
Burton of old and new in what used to be
one of the most characterful of Midland
towns. Maijd Marion Way is now lined by
some notable additions to the townscape:
the Prudential, giving a kick up the
backside to the eighteenth-century house
in Castle Gate, 2. The subtle streetline and

S

careful elevations facing Maid M, 3. The
subways in full GLC-inspired
inconvenience, 4. The Prudential’s longer-
range assanlt on the Salutation Inn, 5.
And, in the Market Place, two




contributions to the problem of urban
design, 6: both were built in the 1960s.

MILFORD-ON-SEA, HANTS

An extraordinary way to treat an
Edwardian house—by Professor Prior—
that deserves a careful setting.

The juxtaposition and detailing, 7 and
8, are so crass that it's almost funny.

WARTER, YORKS E.R.

The Nunburnholme mausoleum, 9: A good
Edwardian design, demolished last year
because nobody thought it worth saving.

EASTINGTON, GLOS.

The shattering effect of just one over-
wolde cottage in a place which was
comgletaly unpretentious. This may well
be the first hood-mould in the village,
circa 1967. A pity that trying too hard
gshould have such sad consequences in the
building, 10, and the trim, 11. A double
pity if this was a reflection of planning
policy: far better to have produced a
simple box like the existing cottages.
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ThisisaGliksten
Mark 12 door
Youcan buydoors

that are cheaper...
and look it

The Gliksten Mark 12 flush door looks

beautiful in West African Cedar veneer.
You can find doors that cost just a little
less, but they don't have the Mark 12's
looks and lasting quality. Mark 12 doors
have built-in salesmanship. They create
an air of elegance that impresses the
prospective buyer and helps to sway a
sale. It makes that little extra cost a good
investment. When required, Mark 12
doors can be matched in pairs, or in sets.
The Gliksten Mark 12 Door and the
famous “Silkstone” door (the best door
in the world for painting) can also be
supplied as complete Glikfit door units,
with hardwood threshold, “Yale" latch
and rustproof butts.

Both these finishes are incorporated in
Glikfold—a space-saving system
providing the most economical and
efficient form of closure for built-in
cupboards and wardrobes. These doors
glide easily on spring-loaded pivots, and
run in an overhead track designed to
eliminate the need for a bottom track
without loss of rigidity.

GLIKSTEN

Fill in and send coupon below
for full details of the doors
in the Gliksten range:

GLIKSTEN DOORS LIMITED

LEEDS ROAD, HULL. Tel: HULL (OHU2) 71291/7 15

——— T — S S O R S S e
Please send full details of all the doors in the Gliksten range

NAME

ADDRESS
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You know what

you can do with
tructural
hollow sections?

Ask Stewarts and Lloyds. A piece of SHS makes a marvel-
lous pencil box. But if you talked to Stewarts and Lloyds
about these new shapes in steel, you might well need less
pencils in future. Take the problem of industrial buildings.
SHS can save you up to 25% on cost and 50%, on weight
here. Reason? Their high strength/weight ratio means
you use less, especially in lattice beams. You mneed
less intermediate supports. Prefabrication, easy welding and

Stewarts and Lloyds Limited Lloyd House 2

quick erection on site save labour costs, too.

Perhaps industrial building isn’t your pet subject? Then
how about space structures, balustrading, crash barriers,
staircases, road bridges, fencing, agricultural or mechanical
handling equipment? SHS is being used in greater than ever
quantities in these fields. Why not put one of those pencils to
work and write to Stewarts and Lloyds for details? Better
still, put down that pencil and pick up the phone.

Colmore Circus Ringway Birmingham 4 Telephone: 021-236 3300

Stocks of SHS are heldin § & L warchouses, by leading stockholders throughout the United Kingdom and in 87 countries overseas.

sHs-new shapes in steel from Stewarts and Lloyds

Northern and Tubes Group

39
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costs less..lasts longer..
goes on easily

New Polycell Cement Paint is the paint to order less of. Less often. Weight for weight, it gives
50% more coverage than other quality cement paints. It is extremely durable and virtually free
from cracking and flaking. And it is the only cement paint which is easy to spray. All these
virtues stem from the fact that it has vinyl polymer reinforcement. Patent applied for. And
granted.

Polycell Cement Paint cuts initial costs and maintenance costs, for it has a longer life than any
other cement paint, except some very, very expensive ones. So now you have low-cost and
long-lifein one exterior paint. Polycell Cement Paint. The paint you need less of. Less often.

NIENY Polycell cement paint
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PITCHMASTIC HAS THE
EDGE ON THE HILTO

- L d - 2 - -
’il'\;-._ — il ; .t' e 3.7"_7 r B

photograph by courtesy of the Hilton Hotel, Trinidad

PAPTRIM — the first (and still the finest)
extruded roof edging ——;

Paptrim - the first and still the finest extruded aluminium roof
edging, is to-day’s top idea in modern roofing techniques. It is
designed to withstand all possible hazards. It locks in waterproofing
and gives a clean, unbroken line on elevation. Its tough construction
provides a rigid, undamageable surface for ladders.

Paptrim is inexpensive and easy to fit and with the addition of rigid FASCIA
PVC facing strip - available in a wide range of colours - forms a
really attractive and lasting roofing finish.

ASPHALT
SECTION
10650

SECOND LAYER OF ASPHALT

FIRST LAYER OF ASITIALT

EXPANDING METAL

ON SHEATHING FELT
BLACK SHEATHING FELT
TIMBER CHECK CURB

ROOF BOARDING
JOIST

See how Paptrim fits in perfectly with your roofing plans.

extruded roof edging

Find out the facts, write for literature to: Patentees: PITCHMASTIC ASPHALT PAVING CO. LTD.
Excelsior Works, Sandiacre, Notts. Sandiacre 2681/2/3/4/5
ALSO SUPPLIERS OF “CHECKTRIM” ROOF EDGING
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Ente Autonomo
Fiere di Bologna
in co-operation with:
Associazione

Italiana
Prefabbricazione
Per I’Edilizia
Industrializzata
A.LP.

INTERNATIONAL
EXHIBITION OF
BUILDING INDUSTRIALISATION

BOLOGNA (ITALY) 5th—13th OCTOBER 1368

The best Italian production for the Building Industry

INDUSTRIALIZED BUILDING—
PREFABRICATION SYSTEMS—

MACHINES AND EQUIPMENT FOR BUILDING |
SITES—

DOOR AND WINDOW FRAMES AND KINDRED
ARTICLES—

BUILDING MATERIALS—
FIXTURES AND FITTINGS—
CERAMIC ARTICLES FOR BUILDING PURPOSES—

TECHNICAL APPARATUS AND INSTALLA- ;
TIONS— |

For information:
ENTE FIERE—SAIE—VIA CIAMICIAN, 4—40127

BOLOGNA (ITALY) Tel. 51.62.45.
Swiss Centre eI
AI’Ch |te Ctu ral weatherproofing .an attractive

Metalwork

J Starkie Gardner
Limited

Merton Road
London SW18
01:874 7601

% door...

with

" |
| ]
|

An attractive door needs a good looking all-weather

excit oth lgloo (two-piece ¢ ider in

alun alloy), and Eskimo (on ece in pure Vd

g E attractive and efte 3 ere are no et

moving parts to go wrong and nothing to warp or

decay. For leaflets and \[‘Lf‘l' ication, please write to

L.&A MiddletonLimited,Victoria Saw Mills,Glossop, Derbyshire. Tel: Glossop 2078,




1o |MGIR|O|UIP

E. Morgan, Bentley & Associates.

h of England and Arthur Wardle Group,
nown for their Worsall Hoese,

ilar high quality

clude; Art Galleries, 683 Chestor Road,
etc. Manchester 16.
d from Architects Tel: 061-872 1402,

ding and Shopfitting

General Shopfitting
Industrial Building Modular Shopfitting

Painting and Decorating Electrical Contracting
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BOOKS

from the Architectural Press

The Architect’'s Guide to Running a Job, by Ronald Green 16s.
The Architect's Guide to Site Management, by Ronald Green 16s.

Architect's Working Details, Volumes 1, 2, 3, 4, 5,6, 7, 8, 9, 10, 11,
and 12, edited by D. A. C. A. Boyne and Lance Wright, 30s, each volume.

Architect’s Working Details Revisited, by Michael Devereau 36s.
An Architectural Journey in Japan, by J. M. Richards 42s,
Architectural Scale by Heath Licklider 30s. net.

The Architecture of England, by Frederick Gibberd 15s.
Architecture USA, by lan McCallum 63s.

Building Elements, by R. Llewelyn Davies and D. J. Petty 37s. 6d.
Building Materials : Science and Practice, by Cecil C. Handisyde 36s.
The Canals of England, by Eric de Mare 25s.

Candela: the Shell Builder, by Colin Faber 126s.

The City of London: A Record of Destruction and Survival, with a
Report by Dr. C. H. Holden and Sir William Holford 25s.

Design and Detail of the Space between Buildings, by Elisabeth
Beazley 42s,

The Design and Practice of Joinery, by John Eastwick-Field and John
Stillman 42s.

Design for Good Acoustics, by J. E. Moore 16s.
Design for Noise Reduction, by J. E. Moore 21s.

The Design of Structural Members, by H. T. Jackson, Part | 50s.
Part 11 50s.

Elementary Principles of Reinforced Concrete Design, by W. H.
Elgar 18s. 6d.

English Furniture at a Glance, written and illustrated by Barbara Jones
8s. 6d.

English Panorama, by Thomas Sharp 12s. 6d.
The Englishness of English Art, by Nikolaus Pevsner 16s.

F tic Archi e, by Conrads and Sperlich 73s. 6d.

Antoni Gaudi, by Jose Luis Sert and J. J. Sweeney 73s. 6d.

Glass in Architecture and Decoration, by McGrath, Frost and Beckett
6 gns.

Group Practice in Design, by Michael Middleton 84s.
Guide to Modern Architecture, by Reyner Banham 25s.

Heating and Air-Conditioning of Buildings, by Oscar Faber and J. R.
Kell 73s. 6d.

A History of Modern Architecture, by Jurgen Joedicke 45s.
House Conversion and Improvements, by Felix Walter 42s.
Inscape: the Design of Interiors, edited by Sir Hugh Casson 63s.

The Italian Townscape, by Ivor de Wolfe 56s.

Landscape in Distress, by Lionel Brett 30s.

The Landscape of Power, by Sylvia Crowe 16s.

The Landscape of Roads, by Sylvia Crowe 18s. 6d.

Light Cladding of Buildings, by R. Michael Rostron 63s.

A Miniature History of the English House, by J. M. Richards 6s.
Modern Agriculture and Rural Planning, by John Weller 63s.
Modern Architectural Design, by Sir Howard Robertson 25s.
The Modern Church, by Edward D. Mills 30s.

Modern Flats, by F. R. S. Yorke and Frederick Gibberd 63s.
The Modern House, by F. R. S. Yorke 50s.

Multi-storey Car Parks and Garages, by Dietrich Klose 90s.
Multi-storey Housing, by K. W, Schmitt 84s.

My Work, by Le Corbusier 84s,

The New Brutalism, by Reyner Banham 80s.

New Buildings in the Commonwealth, edited by J. M. Richards 56s.
The New Churches of Europe, by G. E. Kidder Smith 73s. 6d.
New French Architecture, by Robert Besset 90s.

New Houses, by Penelope Whiting 30s.

New Italian Architecture, by Alberto Galardi 90s,

The New Museum, by Michael Brawne 105s.

New Single-storey Houses, by Penelope Whiting 30s.

Thos New Small Garden, by Lady Allen of Hurtwood and Susan Jellicoe
16s.

The Park and the Town, by G. F. Chadwick 70s.

Photography and Archi e, by Eric de Mare 50s.

The Principles of Architectural Composition, by Sir Howard
Robertson 16s.

Principles of Hospital Design, by Hugh and John Gainsborough 45s.
Specification (annually) 55s.

Structure in Building, by W. Fisher Cassie and J. H. Napper 36s.

A Testament, by Frank Lloyd Wright 70s.

Theory and Design in the First Machine Age, by Reyner Banham 45s.
Thermal Environment, by J. N. Chalkley and H. R. Cater 42s.
Tomorrow's Landscape, by Sylvia Crowe 21s,

Towards A Church Architecture, edited by Peter Hammond 30s.

Towards a New Architecture, by Le Corbusier, translated by Frederick
Etchells 21s.

Townscape, by Gordon Cullen 56s.

Town Design, by Frederick Gibberd B4s.

The Tropical Gardens of Roberto Burle Marx, by P. M. Bardi 105s.,
The Works of Sir Joseph Paxton, by G. F. Chadwick 36s.

A complete illustrated catalogue of books will be sent on
application to the publishers.

9 Queen Anne’s Gate, London, S.W.1
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After the
fighting’s
over.

Thousands of innocent civilians have
already died of starvation as a result
of the Nigeria/Biafra conflict. Oxfam,
together with the other relief agencies,
has done all it can to save lives by
helping with food and medical
supplies, relief teams, and transport
costs, as well as by bringing every
possible political pressure to
secure the necessary international
action,

But even a peace settlement cannot
be the end of the matter, A massive
programme of recovery and
reconstruction will be necessary.
Oxfam will continue to support in
all parts of Nigeria/Biafra the kind
of development projects which are 3
the only final answer to this developing
COUnNtry’s poverty.

For an operation like the present one in
Biafra is increasingly untypical of Oxfam’s
work. In 1967/68 only 8%, of Oxfam’s aid
went on feeding schemes, while the major
part was devoted to projects to provide
food for tomorrow.

But any donation to Oxfam means action in
the hungry half of the world ~ whether for
milk powder or for fertiliser. Please give
what you can - as quickly as you can.

ONFAM ...

¢/0 BARCLAYS BANK LTD, OXFORD™ —

Space donated by courtesy of Wyart Advertising and M arketing.

Photo: Sun
Newspapers
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INTERIOR DESIGN

CONSTRUCTION FURNISHING

TO ARCHITECTS' SPECIFICATIONS

ALLEN & RIDLEY

Contract Furnishing Linited

h

68—70 OLD CHRISTCHURCH ROAD

BOURNEMOUTH -

TEL: 24619 & 24610

Kinnear shutters,
doors, gates
and grilles

give maximum
access open,
maximum
protection closed.

Kinnear shutters, doors, ates
and grilles have been protecting
premises of all kinds, from
large factories to tobacco
kiosks, for nearly fifty years.
Every closure is individually
built to meet customers’ specific
needs.

KINNEAR Rolling Shutters

Fire Doors and Shutters- Side
Sliding Shutter Doors - Rubber
Doors - Collapsible Gates - Bar
Shutters - Lifts- Sliding Door Gear
KINYLON and KINROD

Rolling Grilles

Send for full details to Dept.10B
Arthur L. Gibson & Co. Ltd.
Twickenham, Middlesex.

Tel 01-892 2276 and
Birmingham: Highbury 2804
Glasgow: Halfway 2928

Cardiff; 21983

RIS
/ (f/ /
Qualily engineered closures by Jgd J\ E}/ 8
e e = = e &= == T4



Alberto Galardi

New Italian Architecture

This is the first book to be devoted to Italian architecture
in the 1955-65 decade. Recent ltalian work, highly
individual and talented, has influenced architects all over
the world, and is as notable for its engineering achieve-
ments as for its aesthetics. With a brief historical
introduction, this book traces the recent line of development
from the older generation—Albini, Ponti, Rogers, Figini,
Gardella, Polloni, Zavanella, Nizzoli—to such younger
architects as Mangiarotti, Castiglione, Morandi, Vigano,
Zanuso, Fiocchi, and Bernasconi.

10 x 8% ins., 208 pages, illustrated throughout, 90s. net.
post 4s. 6d.

The Architectural Press, 9-13 Queen Anne’s Gate,
London S.W.1.

——'——
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John Weller

Modern Agriculture and
Rural Planning

Since the war the English landscape has been subjected to
considerable change, often for the worse. Urban expansion
has so far taken place at the expense of rural land : this book
shows the urgent need for a national plan which takes into
account soil, terrain, climate and suitability for different
forms of agriculture, urban development or recreation.

In three sections—Population pressures, Land resources,
and Farming and the marketing revolution—Mr Weller
presents a document for the future of British agriculture,
illustrated and statistically substantiated. The information it
contains will interest planners, local authorities, civil
servants, industrialists and all who have the future of the
land at heart—a bleak future if proper action is not taken at
a national level.

9 x 6in., 442 pages, 80 illustrations, 63s. net, postage 4s. 6d.
The Architectural Press,

9 Queen Anne’s Gate, London S.W.1.
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CLASSIFIED ADVERTISEMENTS

Ok, per line, minimum 208, Box number, including
forwarding replies, 2s. extra, Single column inch
608, Advertisements should be addressed to the
Advertisement Manager, THE ARCHITECTURAL
REVIEW, 9 Queen Anne's Gate, London, 8.W.1,
and should reach there by the first post on the 14th
of the month for publieation on the 1st of the
month following, Replies to Box Numbers should
be addressed care of “The Architectural Review’ at
the address given above,

SUPER STEEL, the

Covers are

Aristoerat among Manhole
( completely Rustproofed by the New
Silver Hot Dip Galvanised Process,

Priced illustrated SfB Folder and Booklet from
FREDERICK JONES & SON, ELLESMERE
SHROPS. Tel. 101,

The busiest builders in the business
and main contractors for the house in
Kensington Place designed by Tom Kay,
A.R.I.B.A. and reviewed in this issue.

R. MANSELL LTD

)YDON * CITY * WES

TMINSTER * BECKENHAM - MERSTHAM

The architect’s guide to

SITE MANAGEMENT

BY RONALD GREEN
165, net, ];u.\'f s,
THE ARCHITECTUE

AL PRESS

Y QUEEN ANNE'S GATE, s.w.]1
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You know us as roofing

engineers |

Were
curtain
walling
specialists

Send for our brochure.
It contains full details of
Newsum Curtain Walling.

Newsum Curtain Walling is
a factory made, non modular
panel system which can be
load bearing or non load
bearing. ]

You can make your own choice -

of infill panels and windows.
We use kiln dried Grade 50
timber to BS.CP.112 (1967)
and all the joints are glued -
Newsum Timber Engineers
do ygur Curtain Walling job Limited (Dept.B)
quickly and efficiently and, Carr Lane, Gainsborough, Lincs
of course, alsoerect the roofing. Telephone Gainsborough 2391

a glued joint is the strongest
possible joint
Our Construction Teams can
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For general offices

Offices for Federated Homes Group of Companies, Dorking, Surrey

Executive suites
Showrooms

Hospital wards
and cubicles

Laboratories

Computer centres
or any space division
requirements

Module and elevational
Treatment to
Architect’s design

information from -

THE TRULY DEMOUNTABLE

PARTITION SYSTEM

a product of the Cubitt Group

Architects: Bowmer & Ransom

Ef
HOLLAND & HANNEN AND CUBITTS (Southern) LTD., 1-2 Castle Lane, Westminster, London SW1. Tel. 01-834 3866
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