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ERCO

heat management also ensures 
long service life. High-power 
LEDs in either warm white 
or daylight white provide 
luminous flux up to 10601m 
- comparable to that of a BOW 
low-voltage halogen lamp - 
yet present a connected load 
of just MW. The extremely effi­
cient LED lighting technology, 
consisting of collimators and

Spherolit lenses, is exclusive 
to ERCO and offers a choice of 
six light distribution patterns 
ranging from narrow spot to 
wide flood, and from oval flood 
to wallwash - for creative 
lighting concepts combined 
with efficient visual comfort.

Announcing the launch of 
the Logotec LED spotlight: 
ERCO's first range of spotlights 
uniquely designed and built 
around the LED, the light source 
of the future. With a design 
that is a visible expression of 
the use of Innovative technol­
ogy, the flat, cast-aluminium 
housing not only encloses the 
control gear but its refined

Logotec LED

www.erco.com/led

ERCO
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29 Editorial view
All introduction to the new AR and a call for your letters ‘It is too easy to use 

our frustration wit h 
Parauietricisiii to liark 
back to nostalgic and 
provincial Modtunisni’ 
Farshid Moussavi, p39

30 Overview
Conjecture from the .Uvar Aalto architecture (conference: 
the oi>cning of the AA'orld Trade Center memorial; 
Townscape reappraised; and a Corbusian anniversary

34 Broader view
The economic and environmental case for dens<‘r cities

‘Tlic school doesn’t 
solve major ])rol)loiiis 
by applying ])olitical 
tlieories and utopian 
design concepts 
it aims to meet the 
needs of the inoiueiit' 
Jonathan Glancey, p40

37 View from...
Sendai; Mark Dytham’s rei>ort from post-disaster Japan

39 Viewpoints
Farshid Moussavi on the nec^d for parametric thinking

40 Marla Craxia Cutuli School
A compound solution for education in Afghanistan

48 Ring Around a Tree School
A delightful addition to a Japanese kindergarten

‘Sustainability 
empluusises the iu*ed 
to rt'integi’ate an 
emironnnmt fragmented

Kinetic and contemplative ideals of public space in Mf-rida by modoril i ty’
Peter Buchanan, p94

54 Cite de L'Oeean et du Surf
On the beachfront in Biarril/ with Stei en Hull

62 Perimeter Building and Youth Factory

74 BIGyard project
Three housing model iterations in Berlin

‘Digitally driven
83 Revisit

Bark Hill in Shellield, in disrepair and disrepute for 
many years, has now been reinvented for modern needs

design makes creative
j)rocesses much more 
oj)en to tedinoeratie 
interference’94 Essay

Peter Buchanan introdvices the All’s new Revisit series, 
making the case for an urgent examination of the past Pier Vittorio Aureli, pll2

96 Exploring Eye
Tlie sectarian rituals of th<* Loyalist bonlii-es of Belfast

die refuted Maiihain, 
calling him the “curator
of refrigerators102 Theory

In the first of three essays, Antliony Vidler aims to 
recentralise architectural theory, starting with 1145 2000

Anthony Vidler, pl02

‘Nevei' in tht^ history of 
humanity has so much 
bad and meaningless 
geometry been produced 
by so few andiitocts’ 
William JR Curtis, pll6

108 Reviews
Socialist Modernism in the Eastern Bloc; in search of the 
idea! city in Sabbioncta; revitalising Hollo in New York; 
AlIxTti’s scripting of space; the secret life of libraries

114 Pedagogy
CEPT in India f(x:uses on obsenation and hand-drawing

116 Reputations
William JR Curtis tracks the uneven trajectory of Daniel 
Libeskind’s career, from early su(X'ess to later derailments

Co¥er: Park HHI. Sheffietd. 
See the Revisit on page 83. 
Photograph by Keith Collie

122 Folio
The imaginative Avorld of architect Beniamino Servino
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Ed Cla«ser is a professor of economics at Harvard. 
He lias publisheil scores of books on the economics 
of cities, most recently the highly n*garded 
Triumph of the City in February. He shares his 
ciionomist’s perspective in our first Broatlor View
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I AR Assistant Editor, he is the Ouardian'\i architecture critic. His latest book is Nagaland:
\ .-I Journey to India's Forgotten Frontier

IwanBaan aims to ‘challenge a lung-standing 
tradition of depicting buildings as static’ 
more so than in rapturing the skateboarders using 
the new youth centre in Merida, Spain.
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Mark Lamster - who visited the World Trade Center 
memorial for this issue - is a New York-based 
architectural historian, journalist and critic who is 
currently writing a biography of Philip Johnson
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Andrew Mead gave up his job as reviews editor of 
The Architects’ Journal to travel more widely, 
particularly in England and Italy. Here he takes a 
look at the unique urban sett ing of Sabbioncta

Peter Blundell Jones is profe.ssor of architecture 
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ideal local correspondent to revisit the city's 
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distance to explore his relationship with the 
political and cnltural landscape of his homeland'

KaHhCallw traintHl at the Royal College of Art and 
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reconstruction lK*gan

' The Architectural Renew 
I (I88N0003-861x)is 
I published monthi) for 

$199 [leryearbyEmap, 
Royal Mail Internationa)

. c/oRiriartinail, 140 53th 
I Stret'L, Suite 2b, Brooklyn 

NY 11220-2631 USA 
Periodicals postage paid 
at Brooklyn NY and 
additional mailing olRces. 
Postmaster:
8i>nd address changes to 

I The Architectural Review, 
' GO FSUJ Resources 
I PO Box 96120, Newton 

MA 0249S USA

Oriel Prizeman is a practising architect Ihing and 
working in Cambridge, whose fortlicoming book 
Philanthropy and Light: Carnegie Libraries 
and the Advent of Trans^lantic Standards 
for Public Space will he. published in April.
She writes in this and the next issue on libraries

PeterCeek is known as a eolumntsi to our readers, 
and around the w'orltl for -Archigr.un, the Bartlett, 
and now his studio. Crab. He ndurns from Japan 
with an appraisal of a delightful schtml addition

William JR Curtis is a regular contributor to thes<‘ 
pages. He is the author of (lie stMninal texts 
Modem Architecture Since 1900 and Le Corbueier: 
Ideas and Forms and this month writes two piec<‘s: 
celebrating Corb and deconstructing Libeskind

Deborah Saunt trained in the office of Tony Fretton. 
Bhe is co-foumler of tlie London-based practice 
DRDHA and a diploma unit master at Ix>ndon 
Metropolitan University. She recently took 
her students to study SoHo in New Y'ork, the 
subjec't of her book review

ABC average circolatioD for 
July 2010 June 2011 12,078 
C Emap Inform 2011Peter Oavey has an OBE and a Finnish knighthood,

I but his greatest distinction is surviving as editor of 
I The Architectural Hevietc for a quarter of a century'. 

Here he reflects on the AR’s Townwape campaign
The ArcbHectwal Review 

' Greater LendenHeuae 
Hampstead Read 

' London NWI7CJ.uk 
arcMtecturai-revlew.ceiii

Anthony VMIer studied architecture at Cambridge 
(with Colin Rowe and Sandy Wilson). He is now 
Dean of tlie Irwin S Ohaiiin School of Architecture, 
at New York’s Coojter Union. A prolific author on 
architecture from the 18th century to the present, 
he is currently working on a history of architecture 
since 1046. He writes Fart I of liis trilogy on The 
Tnmble with Theory in this month’s essay section

James Dumett was born in Bulgaria, studied 
architecture in Cambridge, and now resides 
in Islington, north London. .An export on 
Erno Goldflnger (lie used to work for him), 
he HTites in these pages on socialist mixleruLsm

Mark Dytham co-founded Tokyo-bused practice 
Klein Dytham. This year he missed judging the 
AR House Awards so he could meet and update the 
UK’s Business Secretary Vince Cable on his visit to 
.lapan to see the progn*ss of the rebuilding effort. 
Mark cables his report from Sendai
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BEGA
BEGA - Light outdoors.

Distribution in the U.K.:
ZUMTOBEL
Lighting limited
Unit 4 The Argent Centre
Pump Lane, Hayes
Middlesex. UB3 3BL
Tel. 0044 (0) 20 8589 1833
Fax 0044 (0) 20 8756 4833
www.bega.com

BEGA light design elements 
Protection class IP 65 
Discharge lamps 
HIT-CE 35W • 3600 Lumen

Software.
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flow. Like built-in. But better.



Stylish stainless steel lock 
and lock-plates are available in 
either polished or satin finish.

tDoor thickness has been 
increased to a substantial 
42mm.

^1With its substantial build 
quality, featuring 42mm thick 
flush fitting doors, available in 
either laminate or veneer and 

with matching 27mm dividers, 
flow gives every indication of 
being a fully built-in cubicle.

But with none of the hassles. 
Discreet and elegant locks, 

cleverly concealed automatic 
closing mechanisms and 
robust, inset pivoting hinges 
enhance safety and add weight 
to the overall impression of 
built-in strength.

Flush fitting pivot hinges, fixed to 
aluminiuTT^ frame and available in 
a choice of anodised finishes.

* + thrislington cubicles
Product; flow Contact: t +44 (0)1244 520 677

w www.thrislingtonctijicles.com 
e info®thrislingtor>cubicles.comScala: nts
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Lasting growth is a question of ongoing renewal 
rather than the resources available.
FSB is a global pioneer with its cross-range Environmental Product Declarations <EPOs) to ISO 14025 for “Public Project"
and electronic hardware and for barrier-free handle systems.
www.fsb.de/LEEO
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Since creating the first IPS system, Venesta has continued to advance the 
design to make installation faster and more efficient with the highest quality 
finish. Contact us to order our new brochure.
Call 01474 353333. www.venesta.co.uk 
10-year guarantee.



i*;

wh
'W, , .

iV

1» •

v"*

m.i>.

\w

m

I

We know washrooms.

Venesta



A la Mode
by Maxwood

Infuse with
inspired design
touches. (

L
Throw a new idea at us and we'll try it; 
ask for something specific and we'll do it. 
Our collection of washroom systems is a 
base point - a slab on which you can build. 
Explore beyond with Maxwood.

Individual rooms with full-height flush front; 
bookmatched wood veneer; aluminium edged 
panels to rear of cubicles; stone vanity tops 
with colour matching glass splashback.
Another unique A la Mode washroom.

perfecting the washroom environment
call 024 7662 1122 www.maxwoodwashrooms.com





We know washrooms.

Since creating the first IPS system, Venesta has continued to advance the 
design to make installation faster and more efficient with the highest quality
finish. Contact us to order our new brochure.
Call 01474 353333. www.venesta.co.uk
10-year guarantee.
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0-0 , Gives you a ground-breaking 
^ pre-plumbed sy^em that ticks 

all the boxes. It's simple, it’s 
flexible, and it’s compatible with 
all ppducts. Plug, it’s adaptable

)-0-c

cross any

We know washrooms.

Venesta



WE ADD PERSPECTIVES PRIME LOCATIONS.

FREIRAUME GENtESSEN 
EMBRACE THE OUTDOORS

SONNENSCHUTZSrSTEMEN 
PROTECTION SYSTEMSARCHITEtCTUR VON 

ARCHITECTURE OF SUN
THE

MDT-tex
Membranes & Structures

MDT Sonnenschutzsysteme GmbH 1 IndustriestraBe 4 I D-74736 Hardheim 1 +49-6283 -221701 info.tle@mdt-'ex.com 
MDT Sonnenschutzsysteme AG I Rheinblickstrasse 6 i CH-8274 Tdgerwilen 1 +41-71 -66682 821

www.mdt-tex.com



Emirates Glass
Emirates Glass NOW in the UK

Full advice on ESTIDAMA and LEED



VOLA Round Series.
Discreetly efficient. Visibly VOLA.
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VOLA Studio
32-36 Great Portland Street
London W1
Tel: 020 7580 7722

'..i

VOLA UK Ltd.
Unit 12. Ampthill Business Park 
Station Road, Ampthill 
Bedfordshire MK45 2QW 
Tel: 01625 84 11 55

ui V-

sales®vola.co.uk
www.vola.co
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Strata SEl
Dada kitchens play an integral 
part in each apartment at London’s 
tallest residential tower.
Designed by BFLS and developed 
by Brookfield Europe the scheme 
is now a distinctive landmark 
on London’s unique skyline.

Molteni&(i
Dada
Flagship Store 
199 Shaftesbury Avenue 
Lorx1ooWC2H 8JR 
T +44 (0) 20 763T 2345 
F +44 (oj 20 7836 9345 

info@rrx)iten idada.co.uk 
www.t7V3ttsrnidada.co.uk

ERGONOM
A iMtern Greup Corrpany



MIPIM ARCHITECTURAL REVIEW Y///////////////////////////////////////^////A^/A^ , r^ .

FUTURE
PROJECT
AWARDS

§ GAIN INTERNATIONAL'The AR Future Project A ward for the 
project 'Town Office Tower'helped us 
a tot to take the next step towards 
realising this project Without the 
international attention which the award 
generated, it would have been far more 
difficult to convince the client of the 
importance of an energy producing 
fapade."

WolfD.Prix
Design Principal and CEO
COOPHIMMELBILIAU

§
§ RECOGNITION & REALISE 
I YOUR UNBUILT PROJECTS
§
I ENTER ONLINE NOW
§

See your work exhibited at MIPIM 2012

All projects are featured in the Awards 
catalogue made available to all MIPIM 
delegates S published online for our 
international subscriptions network

• Gain international recognition

Increase the viability of your concept

5^ Unbuilt projects and concepts still on the 
^ drawing board are eligible.

§
§
§
§
§
§
§
§
§
§
§

§§
§ Entry deadline 23 November 2011 

I www.mipimarfutureprojects.com
§
§

Priority code; ARFPl

ENTRY DEADLINE 23 NOVEMBER 2011



CreativeWEAVE
form function solution

Mesh Med§amesh Photography: C David Joseph Photography

PORT AUTHORITY BUS TERMINAL, NEW YORK / USA
MetallweberstraSe 46
52353 Duren Germany

Media facade fon; +49 (0) 2421-803-0
fax: +49 (0) 2421-803-227
e-mail: creativeweave@gkd.de

of tomorrow www.crea1iveweave.com

552 of Medlamesh* give the most famous and most frequented bus terminal in the world 
an unmistakable profile: on the inside an unobstructed view and naturally vented, on the 
outside attractive and attention-receiving. More than 1.3 million LEDs display ads and videos 
around the clock. The transparent media faqade made of stainless steel mesh opens up new
perspectives for investors, commuters and passers-by.

WORLD WIDE WEAVE



LG Hausys
HI-MACS® - THE NEW GENERATION. Inspired by Architecture.

YOU HAVE 
THE IDEA. WE HAVE 

THE MATERIAL.
I
1

i
HI-MACS*-Alpine White

i

! Hl-MACS® is the material 
of the latest generation: 
the natural acrylic stone is 
visually seamless, h^tenic, 
therriKiformable, comes in a 
range of over 100 colours 
and offers a unique 10 + 5 
year guarantee.

Information and samples 
can be obtained from; 
Alex Gray,
phone 01732 424 240 
e-mail
ukoffice(S>himacs.eu

5

www.himacs.eu/arc ■ V

More projects and new ecological colours here.

HI'MACS
Natural Acrylic Slone



OKACOiOff LED | Colour gradient in digital printing and 
routed engraving lines in combination with LEDs form 
brilliant graphic patterns

Spot on!

Bright ideas with OKALUX functional glass; coloured LEDs in the cavity create 
fascinating light effects and atmospheric colour moods, turning spaces into 
works of art. The application of LEDs is very versatile: they can be used in 
room dividers, partitions, as signage, advertising or directly as an illuminating 
element. In combination with further products from OKALUX. there are virtu­
ally limitless options for architects and interior designers. We turn your ideas 

into glass. Give us a call.

OKfILUK
We take orchifecfi/ro/ glass a step ahead.

OKALUX GmbH | D-97828 Marktheidenfeld | Tel.: +49 (0) 9391 900-0 | Fax: +49 (0) 9391 900-100 ] info@okalux.de | www.okalux.com



Order your free sun shading catalogue
at www.warema.com/sunshading

Sun shading systems do more than just block sunlight. They integrate a 
number of different advantages - glare protection, visual privacy, daylight 
utilisation and solar heat collection. Intelligent sun shading systems bring 
about considerable gains in solar energy during the winter and optimal 
sun protection in the summer. This significantly reduces primary energy 
consumption for heating, cooling and lighting needs. More information 
is available at www.warema.com/energysavings

warema

Quality of Life - WAREMA.
i.<a
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We invile you to take part

A10 in the International Design Competition
NEW VISION OF THE LOFTnew European 

architecture more details • www.fakro.com

WE CHANGE YOUR VIEWPIONT

We safely cater for all Customers rieeds, 
more Information about FAKRO roof windows ■ www.fokro.com



GIRAGira Esprit
New frame variantsE

www.gira.com/esprit

.’.C .‘.c

Aluminium black
The natural ground structure of the material remains visible 
in the frames made of anodised aluminium. Thus, the feel of the surface 
does justice to its high-quality appearance. The new design variant in 
matt black is particularly suitable for modern interior design concepts. 
Fig Gira Esprit, aluminium - v..;.. ...dn' energy and

Gira Esprit
Gira Is expanding the materia! and colour diversity of the Esprit switch 
range. With the new aluminium black, aluminium brown and walnut-alu­
minium frame variants, the successful design concept is being pursued 
consistently: clear forms, carefully selected materials and perfect surfac­
es. More than 280 functions are available for Gira Esprit.
Fig from left to right aluminium black/anihracite, aluminium b 
cream white glossy, walnut-alumimum/colour aluminium

il:
n/I WTf

Walnut-aluminium
Walnut is one of the most popular woods for manufacturing furniture. The 
combination with a cover frame made of anodised aluminium gives the 
new walnut-aluminium design variant an organic and modern appearance 
Fig.. Gira Esprit, walnut-alumimum with Gira push button sensor 3 Plus, 
2-gany and Gira pusli button sensor 3 Comfort, 3-<jang

Aluminium brown
Various brown tones are a trend and part of modern colour concepts 
for sophisticated interior design. Gira adopts this trend in the Gira Esprit 
switch range with cover frames of anodised aluminium in matt brown. 
Fig.: Gira Esprit, aluminium brown/cream while glossy ==irf.n 
mounted home station video

D»>tgn awtrits
r*d dot •visid 2011 IGir* Ejpot Aluminaim Mack AIl——um bro^ 
mtanor nvravstion award 2011 (Giia Elpril walnut ahiffltrw —' Made <n Germany Inialbgant building lacbnotogy by Gira



Editorial view
Reconnecting 
architecture 
with its core 
purpose, the 
relaunched AR 
offers critical 
thinking for 
critical times

This issue of the AR marks a new 
chapter in its long and distinguished 
history. It is not a cosmetic redesign, 
but a considered and comprehensive 
editorial relaunch, intended to offer 
critical thinking for critical times. 
Paradoxically, despite the immense 
advances of technology, humankind 
still findvS itself confronting a series 
of potentially insurmountable crises. 
The prospect of ecological doomsday 
is well rehearsed, but heaped upon 
this are global economic meltdown, 
an alarming shortage of resources, 
the apparently unstoppable growth 
of cities and a wildly burgeoning 
population. By the end of this year 
there will be seven billion people 
on the planet. IIow can architects 
even begin to frame coherent 
responses to such issues?

Therein lies the problem. Xow 
more than ever, the profession is in 
danger of becoming a supine and 
marginalised freemasonry, with 
architects reduced to the status of 
obliging set dressers to politicians, 
potentates and carpetbaggers. The 
dolce vita excess of the Noughtics 
was a smirking triumph of style over 
content, a false featherbedding that 
has been abruptly stripp(>d away.
So what now?

In a media climate increasingly in 
thrall to the shallow and superlicial, 
there is a clear need for a renewed 
and serious engagement with 
architecture and all the issues that 
affect and sustain it. From the 
napkin sketch to revisiting key 
historical moments, the new AR will 
provide intellectual sustenance and 
stimulus across the full scope of 
architectural production, aimed at 
reconnecting architects with their

core purpose of transforming 
human life for the better.

Critiques of major new buildings 
are still at the heart of each issue, 
but new sections will enhance and 
expand the AR’s agenda. Theory will 
intelligibly reconnect the disparate 
currents of architectural discourse 
with professional concerns, 
inaugurated by a salvo from leading 
academic Anthony Vidler (pl03), 
who presents the first in a trilogy 
of articles analysing the quest for 
a unified theory of architecture. 
lievisit will look well beyond 
the cat walk moment of building 
completion to examine how notable 
projects have fared over the years. 
The fate of Park Hill in Sheffield 
(p83) is an especially instructive 
l^aradigm for today’s planners, 
sociologists and architects.

Pedagogy (pll4) is a unique 
new focus on how leading schools 
teach architecture, an issue of crucial 
importance to the profession’s 
future. Broader View (pB4) invites 
leading thinkers from other 
disciplines to share relevant insights. 
And from next month we will publish 
readers’ letters, and invite your 
critical response to this and future 
issues. Polemics need to be tested by 
contradiction, so get in touch.

Over its 115-year history, the 
AR has been part of the remarkable 
trajectory of modern architecture. 
And as we move forwards, we are 
conscious of the responsibility that 
comes with being stewards of such an 
important architectural institution. 
\Yq hope that you will delight in and 
draw inspiration from the AR’s new 
phase, and take part in its evolution. 
Catherine Slessor, Editor

Have you missed the AR's 
letters page? Good news. 
It’s returning next month 
- but only with your help. 
We hope that this issue's 
themes and ideas will start 
a lively discussion, so 
send your responses to 
u-editorialaemap.com
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Overview
JYVASKYLA, FINLAND into a lagoon, showed an 

imaginative weaving of new 
structures and activities at 
ground level: the Aqua Tower 
drew that interaction upwards.
Its undulating facade was 
resolved into serpentine 
balconies, creating the potential 
for a \’ertical pa^seggiaia.

nia Hell of Plasma Studio 
showed an office tower proposal 
in China that appeared tvgro\\\ 
spread and drape like a weeping 
willow. The intensity of foniml 
and functional interaction that 
has won the studio deserved 
plaudits for its ground-scraping 
Xi’an Horticultural Kxpo might 
expand upwards as well as 
outwards. Another young 
architect, Marwan Xasri Basmaji 
exhibited a speculative proposal 
for a burial tower for the three 
monotheistic religions in 
Jerusalem. Based on tlie dual 
realisation that land in Jerusalem 
is contested, and that enemies 
tend to be a little nicer to each 
other by gravesides, he suggested 
height as a solution to the 
practical problem of space and 
the political one of ditferonce, 
with all sorts of ingenious 
sj'stems of movement, people flow 
and theofogicai nicety. If only.

There were some bravo 
theoretical speculations.
Pami I.ehto\'uori attempted to 
theorise the urban qualities of tall 
buildings with the help of GWF 
Hegel and Henri Lefebvre, before 
turning to practical examples of 
the genre in his adopted city of 
Tallinn. Having had the world’s 
tallest building for much of the 
Middle Ages, its more recent 
high-rises have tended to bt* 
hybrids, new glass bh>cks 
sprouting from existing bases.

The relationship to conte.xt 
might not have been resolved but 
at least it became explicit. Irem 
Maro Kiris showed how Istanbul 
addresses the same issue: it has 
designated an L-shaijed corridor 
whore high-rises arc allowed, 
although those* built so far vary 
in quality. Another reading of 
context cam«! from Trevor Patt,

PhD student who has devised a 
‘parametric engine’ for exploring

where and how high-rises might 
be feasible in Taipei, taking 
account of its existing fabric, land 
ownership and infrastructure. 
Parametrics, however, only 
establish a field of possibility: 
they have not provided a 
contemporary frame of certainty 
in the way Newtonian phj’sics ha.s 
offered an aesthetic as well as a 
physical structure for Goldsmith.

If anything was missing from 
the programme, it was a liard 
analysis of a real high-rise 
project: a bhist from, say,
Arup and Rogers Stirk Harbour 
-t- Partners on the extraordinary 
synthesis between commercial 
priorities and structure in the 
‘Cheese Grater’ Leadenhall 
Building would have been a 
reminder that money, its 
manifestations, uses and 
derivatives play a rather 
important part in the realisation 
of high-rises. But the real 
speculative intellectual potential 
of tall buildings lies in the way 
they distort and challenge 
conventional balances between 
possibility and responsibility, and 
this conference certainly opened 
up that territory.

At the same time of year that 
the world’s most powerful 
bankers gather at Jackson Hole, 
the architectural world gatlmrs 
in Jy\ askyla, a city in central 
Finland which is almost 
synonymous with Alvar Aalto 
and his architectural career.
If Ben Bernanko’s nmsings move 
markets, High-Rise Shuffle 
as the fourth international 
Alvar Aalto Conference on 
Modern Architecture was called 
- set out to alter conceptions 
of tall buildings, a far-rcaching 
aim that drew on Rein Koolhaas’s 
much-cited comment: ‘I want to 
kill the traditional idea of the 
skyscraper - it has riui out of 
energy'.' But although Modernism 
may be about creative 
destruction, more creativity than 
destruction was on display.

We heard about unfamiliar 
materials - super-tall timber 
structures and rammed earth; 
about typologies including 
Aalto and Jorn Utzon’s 
‘humanising’ high-rise designs; 
and a fascinating study of SOXl 
guni Myron Goldsmith’s seaw'h 
f«>r a type that made architecture 
and structure co-terminal.
Among the topics were height 
policies in Tallinn and Istanbul; 
a parametric programme for 
exploring high-rise options 
in Taipei; and theoretical 
speculations, ranging from 
choreography to gastronomy.

But the real message was the 
need for tall buildings to ‘shiiffie\ 
or to engage with cultural, social 
and climatic contexts, as well as 
physical facts. Gravity may have 
been enough to energise 
Goldsmith and Mies van der 
Rohe, but it no longer cuts the 
mustard when skyscrapers are 
being built in so many different 
environments, and when these, 
along with economics, are driving 
now forms, types and hybrids.

Jeanne Gang, the only speaker 
who had completed a signifle-ant 
tall building the highly rated 
Aqua Tower in Chicago - 
piniK)inted the theme. Several 
consummate projects, notably 
a pro|>osal to turn the former 
airstrip on Chicago’s lakefroiit

Skyscraper
shuffle

The design of high-rises 
is evolving rapidly, but 
who will pay for them? 
asks Jeremy Melvin

NEW YORK

Hope rises from 
Ground Zero
Mark Lautsh r
After 10 years of rhetoric, 
intrigue, exploitation, in-fighting, 
bean-counting, horse-trading, 
design development and 
construction, the essential 
contours of what is to mark 
the site once occupied by the 
World Trade Center are finally 
beginning to emerge. It has been 
an enervating journey, to say the 
least, and if you were expecting 
the result to be anything but 
compromised, you clearly have 
not been paying attention.

For all the ballyhooed 
talk of openne.ss and public 
participation, the transformation 
of t he six hectares of Ground 
Zero was orchestrated 
prt'dictably behind closed

a
Studio Gang's Agua Tourer. Chicago
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doors. Tliis is N’ew York, after all, 
and that’s how things work here: 
this is not a city of moiminents 
and memorials, but a commercial 
metropolis. Skyscrapers are built, 
and the first realisation of a visit 
to Ground Zero as it presently 
stands is that, above all else, it is 
a real estate development project.

Daniel Libcskiiid, the feel-go«id 
mascot of the early years of 
rebuilding, has been dispensed 
with, along with the architect’s 
masterplan. Once known as the 
Fre<*dom Tower and blessedly 
rechristened One \\ orld 'frade 
Center, the centrepiece w ill 
still rise to a symbolic height of 
l,77d feet (the year of American 
lnd(‘pendence), but is otherwise 
the work of Skidmore Owings & 
Merrill. It is an icy stalagmite in 
the manner that is the firm’s 
signature, a building created by 
and for men who wear pinstrijred 
suits - an apt symbol ibr the 
city’s financial district.

That tower is just one of 
several that ring Ground Zero. 
Fiimihiko Maki’s decidedly banal 
'Power 5 is currently rising at the 
south-eastern edge, and the 
adjacent I'oAver by Richard 
Rogers, is now poking up over 
street level, although it is not 
likely to grow much higher until 
the economy improves. Santiago

Calatrava’s transportation shed, 
next door, remains l>olniul 
schedule and woefully over- 
budget. Across the street, a 
partially completed museum 
pa\ ilion by Snohetta, a lx*ached 
relic from the Decon era, will lead 
to cultural exhibits in the 
cavcrnou.s deptlis beneath the 
memorial j)la/a, their content .still 
the subject of hot contention.

At the heart of the site is 
-Michael Arad’s memorial, 
dramatically different in 
final execution than in his 
coinpetition-wiiiiiing design entry 
of 2008. That original proposal 
sensibly wiped the site clear of 
Libeskind's intrusions, restored 
the memorUd pla/a to street level, 
and placed a pair of rellecting 
pools at the ftmtprints of the 
destroyed towers. The memorial 
spaces were to be beneath the.se 
pools, ‘Visitors are removed from 
the sights and sounds (jf the city 
and immersed in a cool darkness,’ 
said Arad. The names of the dead 
would be* inscribed on ledges 
facing veils of water cascading 
into square catchment basins.

Arad’s underground chambers 
were fatally Hawed from the 
outset tcKJ claustrophobic; a 
logistical and security nightmare

but at least they offered a sense 
of the terrible sublime. .Vs it is.

they have been jettisoned, and his 
reflt‘ctive pools now sit amid a 
pleasant grid of oaks specified by 
landscape architect Peter Walker, 
who was brought in to reduce the 
severity of the procec^clings. The 
names of the dead line the rim of 
the pools, stencil-cut into bronze 
panels so they can be backlit at 
night. The effect is impressive but 
somewliat gimmicky, lacking the 
authority of can ed .stone.

The enormity of Arad’s black 
granite volumes, tlie whoosh of so 
much tumbling watei’, and Uie 
inhei-eiit gravity of the site confer 
signillcaiit and undeniable power. 
As works of art, they are a bit too 
literal for comfort - they do not 
posses.s tlie inelfable quality of, 
say, a Richard Serra sculpture

and their force will be undercut 
by th(‘ crowds who will gather 
along their waste-high ledges, an 
(uulloss parade of mourners, 
gawkers and camera-wielding 
tourists gazing down, rather 
than np (as logic niiglit suggest). 
The shifting human spectacle, 
ever visible across the basins, 
will make solitary relleetion a 
challenge - quite a change from 
the promised removal from the 
‘sights and sounds of the city’.

‘We don’t lU'ed to set this 
spac(‘ aside and make it a 
cemetery’ Arad told me on a

recent trip to the site. Just 
how well it mediates between 
its roles as a centre of mourning 
and as an outdoor cafeteria 
for oflice-workers, will be, if 
nothing else, interesting to watch. 
Xew Yorkers have a tradition of 
coming to terms with and then 
growing to appreciate their most 
controversial developments: 
the World Trade Center itself 
being a prime excmple.

Daniel Libesicind is 
deconstructed by William 
JR Curtis on page 116

LONDON

The legacy of 
townscape
Pe(er Davey
Townscapt' was the All’s great 
mid 20th-centun^‘ampaign: an 
attempt to altei perceptions of 
planners, i>oliticians and traffic 
engineers, who had allowed 
ribl)on development, sprawl and 
inner urban decay. A recent 
symposium, sponsored by the 
ATCII Research Centre of 
the University of Queensland, 
the Rartlelt School of 
Architecture and the AR. 
was lield at University College 
London to examine Townscape 
as a set of ideas. Was it more than 
a wilful reinterpretation of the 
Picturesque by Ilulx^rt do Cronin 
Hastings, tlie AR’s eccentric 
proprietoii Has it had any impact 
on the real environments Can it 
hold relevance todayf

Mathew Aitchison of A'i’CH 
set tlie scene with a brisk 
overview of the Picturesque 
movement, from its origins in 
18th-century English painting 
and theory (seen in the works 
of cleigs'inan William Gilpin, 
author Uvedale Price and artist 
Thomas Gainsborough) to 
Hastings’ attempt to revive 
Picturesque sensibility as a tool 
in town planning. Ha.stings 
collected a formidable group 
of contributors, among others the 
painter John Piptw, Hugh Casson 
(later architectural director 
of the Festii al of Britain),The Ground Zero memorial by Michael Arad: the two plunging fountains articnlate the voids in the footprint of the lost Twin Towers
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lifting up the superstructure of 
buildings and cities to permit the 
free flow of circulation, but they 
arc also surely distillations of 
classical columns. As usual,
Le Corbusier aspired to the type 
and the F^latonic idea.

Some of Le Corbusier’s early 
works explored th<! classical 
language and its resonances with 
the vt;rnacular in a more o\ ert 
way, guided in this endeavour by 
the likes of Schinkel and Palladio, 
but beneath the surface were tlie 
deeply embedded archetypes of 
the houses that he had sketched 
in Pompeii, the monastic cells he 
had admired in the Monastery at 
Ema, and the distilled memories 
of Greek and Roman ruins. It is 
these deeper ‘mental structures' 
that piwsist and return in 
different forms throughout the 
architect’s life, in the ‘heroic 
period’ of the lfi20s, and the 
primitivism in rough concrete 
of the late works. On the hill top 
at Ronchamp, we rediscover some 
of the themes of Jeanneret’s 
Acropolis but in a dynamic 
sculptural form: the processional 
route up the slope and around the 
building, the curved profiles of 
‘acoustic forms’ responding to 
the distant horizons.

However, the apotheosis of the 
theme Is surely the roof terrace 
in the Unit<^ d’llabitation at 
Marseilles: the ab.strdction of an 
Antique ruin in ‘b^ton brut’ with 
its gymnasium, creche and collage 
of sculptural slacks drawing 
in the surrounding rocky hills 
and celebrating the architect’s 
Mediterranean myth. It is when 
you climb the steps of the open 
air theatre that the view suddenly 
expands to the infinity of the sea. 
The Unit^ embtalied a collective 
idea! and the image of an tx'ean 
liner as a floating city but its 
roof terrace was the architect’s 
homage to the Acropolis, 
experienced, drawn and 
internalised during the 
Voyage d’Orient 40 years earlier. 
With Le Corbusier all was 
metamorphosis: he was like a 
magician who stole things from 
the world and transformed them 
in his own creative universe.

notions of the Classical. Beyond 
the object was the space of the 
site and Jeanneret was struck by 
the way that the Parthenon was 
approached on the diagonal then 
entered from the far end, and by 
the dynamic interaction of the 
entasis of columns and the curves 
of stylobates with the distant 
horizon. The Athenian Acropolis 
was lodged in his memory 
as an arehitectxira! paragon to 
which he would aspire all his life. 
Little wonder that in Vers une 
ArchitevhiTe he referred to
it in terms of‘Architecture pure 
creation de I’esprit’.

In 1P29, the same year that the 
Villa Savoye was in construction, 
liG Corbusier, tl»e pope of 
Mo<lernism let it b<^ known that 
‘the j>ast is my only real master’. 
His architecture was radical in a 
double sense: both revolutionary 
and returning to roots. The Villa 
Savoye itself is about many things 

a utopian vision of raod<*rn 
existence, a ‘machine liabiter’, 
a Puri.st language of form, a 
IX)st-CubLst sense of space, a 
grammar for reinforced concrete 

but it is also a distillation and 
abstraction of Classical Order 
ami ill some ways inaybt‘ tliought 
of as a machine age temple. There 
is the ceremonial approach by car, 
the entrance from the far end, the 
processional ramp guiding the 
promenade nrchUecturale to the 
upper levcLs, and the engagement 
with the far horizon. In line with 
his concept of‘standards’ the 
cylindrical pilotis liolding up the 
Villa are instruments of urbanism

For all its past influence, the 
Picturesque movement is often 
seen today as no more than 
lM*draggled clumps of colibles 
and bollards lost in decaying 
UKiOs housing estates. Xow, wlien 
architecture is dominated by 
object buildings, and urbanism 
by tiaffic engineers, Townscape’s 
humanism and respect for 
context deserve reappraisal.

Discover the AR's Townscape 
campaign at architecturaPreview. 
com/TownscapeArchive

the Anglophile CTerman scholar 
Nikolaus Pevsner, the formidable 
propagandist Ian Nairn and 
the brilliant illustrator Gordon 
Cnllen. This team mounted the 
longest-lasting architectural 
campaign of the 20th centur>-.
Its aim was to free planning from 
the cold embrace of Beaux-Arts 
Modemc and to devise iujw 
ways of generating cities, 
partly based on informal 
compositional principles, 
which, as Akos MoravSiiszky of 
the BTH Ziirioh would explain, 
were first championed in the 
late 10th century by Cainillo Sitte 
and Hermann Maertens.

For all Sitte’s insistent tliat a 
psychological basis for aesthetics 
could be found, Townscape’s lack 
of a rigorous core theory was 
attacked by young architects like 
the Smithsons, soon to be joined 
by the All’s Reyner Banham.
Colin Rowe described the AR’s 
campaign as ‘degenerate’ and a 
‘kind of visual rubbish heap’.

As Barnabas Caldcr of the 
University of Strathclyde 
astutely pointwi out, until the 
rise of A rchitectural Design^ 
Townscape and Banham’s New 
Bnitalism were simultaneously 
championed in the AR’s pages 
(H de C loved conflict and 
controversy). Caider argued that 
Bnitalism had a lot more in 
common with Towniscape than 
its protagonists would admit: 
for instance, Chamberlin, Powell 
& Bon’s Barbican development 
in the City of London ‘grew from 
Townscape’, with no discernible 
influence of Bnitalism.

In fact, although TowTiscape 
was a quintcssentially English 
movement, its influence was 
wider than is often thought. 
Gillian Parley explained the 
links between Ian Nairn and Jane 
Jacobs, the great raid-century 
New York urban theorist. Erik 
Ghenoiu of the Pratt Institute 
suggested that Townscape’s 
visual approach was to some 
degree related to the emergence 
of Postmodernism in the 
1970s work of young American 
architects, such as Robert Venturi 
ami Charles W Moore.

HISTORY

The Classical ideals 
of Le Corbusier
William JR Curtis
It is almost exactly a century ago 
that 24-year-old Charlea-Edouard 
Jeanneret, the future Le 
Corbusier, saw the Acropolis in 
Athens for the first time. This 
was an essential step in his 
‘Voyage d’Orient’, liis legendary 
journey through the Balkans to 
the Bosporus and the ancient 
Meditenaneaii world in search of 
the fundamentals of architecturc. 
Overwhelmed by the Parthenon, 
he revisited the site ever>’ day 
for three weeks, sketching and 
photographing, even comparing 
the temple to a machine. Refusing 
to trap the building in the 
dry categories of structural 
Rationalists, he rather saw it 
as the sculptural embodiment 
of an idea: a sublime expression 
transcending all siinplitied

Lc C«rbusier't visit to the Acro|»iit in 1911 left a lasting impression on Hie architect
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The town s image went from Old
Blue Eyes to Bright Blue Skies
in only a generation, and the W
Hoboken Hotel and Residences is
the perfect addition to its upscale
business district.

On the riverfront, standing sentinel
toward Manhattan, a violet dawn
reflects off the Hudson Inside the
W, soft violet lighting is cast into
ripples of woven metal on the
massive interior walls. Stainless
mesh, in tension, clads the lobby.

The incongruity is stunning.
Gleaming steel fortress walls
bathed in a floral hue. A texture
of mechanical origin, with an
order like the natural world.

Project: W Hoboken Hotel
and Residences

Location: Hoboken
New Jersey, U.S.A.

Architect: Gwathmey Siegel
& Associates Architects, LLC

New York, NY

CA M •RIOOK

ARCH E C T U R A

CAMBRIDGEARCHIT6CTURAL.COM



Broader view
equivalent to the costs that 
builders impose on third parties,
My work with Joseph Gyourko 
and Raven Saks on New York City 
found that regulations appear to 
increase costs in Manhattan by 
about 100 per cent, which is at 
least twice iis high as a reasonable 
re^latory tax on that island, 
according to our estimates.

Economists specialise in 
understanding the larger 
imiilications of any given policy, 
and when it comes to land use 
regulations, blocking building in 
one area can have far-reaching 
consequences. Every building 
blocked in New York or London 
means tliat fewer families get to 
enjoy living in the city, and that 
the people who do ha^’e to pay 
more for their housing.

Moreover, the larger 
en\ironmental costs of local 
regulation can be high and 
overwhelm any local benefits.
While the activist may look at a 
successful campaign to stop new 
local development and see a 
triumph for Mother Nature, the 
economist may see a different 
picture because less building 
there means more building 
somewhere else.

The rate of building in the US 
follows roughly the national rate 
of household formation. Local 
activists can’t significantly slow 
the rate of building nationally; 
they can only ensure that new 
construction will not be in their 
backyard. If we do not build in 
coastal Califoniia, then we will 
build in Las Vegas, Texas or 
Phoenix, and consequently do far 
more harm to the environment.

Coastal California is the US’s 
most naturally low carbon area 
because of its moderate climate, 
whereas Houston is one of the 
most naturally high for the same 
reason. When local land use 
regulations move construction 
from Berkeley to Houston, they 
ensure that the US will use more 
carbon. Denso urban centres are 
less energy-intensive than far 
flung exurbs, be<!au.se urbanites 3 
drive less and inhabit smaller 
housing units. When we restrict f 
heights in the city centre, we

than it is our business to ask 
whether people sliould buy 
long or short skirts, or n>ad 
Proust instead of Joyce. For an 
economist, being pro-skyscraper 
does not mean believing that 
builders must erect higher 
structures or tliat people should 
live in elegant eyries. When an 
economist is pro-skj'scraper, be 
or she thinks that public policy 
shouldn’t excessively bar height.

Of course, economies does 
not automatically imply that 
developers should be free to 
choose the height they prefer 
for either fiinincial or aesthetic 
reasons. When an action, 
such as building a skyscraper, 
imposes costs upon third 
parties (which economists call 
externalities), there is a case for 
public regulation or taxation.
For e.vample, many economiste, 
including myself, believe that 
energy-users should pay a carbon 
tax roughly proportional to the 
environmental damage they 
cause. Our theorems and proofs 
only suggest that freedom 
achieves good outcomes « h<m 
individuals pay for the full social 
costs of their actions, and a 
carbon tax is a way of making 
sure that drivers pay those costs.

Skyscrapers may also impose 
costs on third parties. Some 
views may blocked. City 
streets may liecome congested.
An older building, which brings 
delight to millions, maybe 
destroyed by new development. 
One approach to these costs, 
which are not naturally paid by 
the building’s developer, is to 
impose impact foes, as in some 
places in California. Typically, 
rt'gnlation has been used to 
achieve the same ends, because it 
is simpler and easier to enforce.

While many economists, 
including myself, agree that some 
building regulation is necessary 
and appropriate, at present,
I believe that many cities r<*gulate 
too inucli. by restricting land use 
or by presen’ing historic areas 
that aren’t all that historic or all 
that beautifbl. Economic theory 
BU^ests that the costs Imposed 
by regulation should be roughly

Great disciplines, including 
arebiteetureand economics, 
develop powtu-ful worldviews, and 
habits of language and thought. 
These conventions are convenient 
among our own kind, but can h‘ad 
to unnecessary conflict wlien 
disciplines come together to 
discuss Issues of mutual interest, 
such as land use policy within a 
city. What should architects know 
about how economists think?

Modern economics is rooted in 
the Scottish Enlightenment, in 
Glasgow and Edinburgh, dtiring 
the time when James Craig was 
planning Edinburgh’s New Town. 
During that era, about 50 years 
after Scotland was relatively 
forcibly incorporated into the 
United Kingdom, Scotland’s 
thinkei'S fotaised on freedom.

Adam Smith, and his friends 
like Darid Hume, keenly 
understood that the interests 
of the sovereign and his people 
were not one and the same. Smith 
saw the benefits of individual 
initiative, and prest'ribed policies 
that cultivated choice. His 
intellectual lieire continue that 
focus on liberty, which is also 
embedded in the US constitution, 
and another legacy of the vSeottish 
Enlightenment, brought by 
emigre John Witherspoon to his 
Princeton University students, 
such as James Madison.

This perspective may help to 
explain the different approach 
that economists and architects 
take towards building a new 
Bky.scrapor on Manhattan’s 
Madison Avenue. The architect 
may ask whether the building will 
be beautiful, on its own or in its 
imighbonrhood; he may ask 
whether the stnictnre’s form Is 
true to its function, or whether it 
will inspire or depress.

None of those ciuestions 
or any like them will(K'Cur 
naturally to the economist. 
Indeed, the economist will ask 
not whether the skyscraper 
should be built, but rather 
whether the government should 
allow the skyscraiH'r to b<‘ built, 
Economists have no business 
judging the aesthetics of tlie 
proposed structure, any more

The only 
way is up

u
Harvard ocononiist 
and author of 77ie 
Triumph of the Qity^ 
Edward Glaesor 
makes t he economic 
and environmental 
case for building 
denser, higher cities
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PKJi onconrag(^ in<jr<' sprawl and tliat 
also leads to more energy use.

Bt'hiiid the economists’ 
frequent fondness for freedom 
lies a respect for the wide 
diversity of human tastes and 
scepticism about the perfect 
Irenevolenco of the government. 
AVhile great architects can change 
the way the worl<i sees buildings, 
economists lake tastes as given, 
and try to aecoinmodale thenn

Economists don’t typically 
think that the government should 
be forcing people to embrac(> 
more Inmutiful building, in part 
because wedc*n’t trust the tastes 
of our elected policy-makers. 
Some kings and emperors have 
been patrons of genius, but others 
have not. Does the track record of 
public architecture in the 1*8 
really suggest that our policy 
leaders are pr<*tematurally gifted 
judges of great building? Even 
when respected architects get 
to make decisiojis, the results can 
often lx* riistingiiished buildingvS 
that are despised by locals, 
such as Kallinan, McKinuen & 
Knowles’ Boston City Hall. 'I'hat 
outcome is hardly ideal.

ritlmately, architects and 
economists have complementary, 
not competing, s(*ts of skills. The 
economist is meant to help create 
the policy conditions in which 
great architectur».‘ can thrive.
The economic ai)proach to 
policy-making should give 
architects the freedom to take 
risks and to produce spectacular 
buildings that are among 
humankind’s great adiievenients.

My father was an architectural 
historian, who through my 
childhood was a curator at the 
Museum of Modern Art. I never 
inherited one-twentieth of his 
aesthetic gifts, but I continue to 
lia\ y a health>’ admiration for 
them and for the genius of great 
architects. When economists 
like myself weigh in against 
restrictions such as excessive 
historic preservation or barriers 
to building upwards, « e are 
ultimately chamiiioning the rlgtits 
of future arcliit(-cts to build the 
structures that enrich our lives 
and shaiJc our civilisation.

p:e

■ a
a m
I H
i a

■
■ia-

-UtlOCTOBKR^DU 3S



Axor Bouroullec

/F r 4. tt t

C 0 S C0 4vc

r

the opportunity likeFeel Free to Compose. Axor Bouroullec gives
before to tailor the bothroom to our needs. More on the innovotive

and Erwan Bouroullec:

us

never
bathroom collection and the designers
pro.hansgrohe-int.com/axor-bouroullec

Ronon
lonsgrohe



View from...
The ancient tradition of 
pottinKmulti-coloured 
messages of hope and 
good wishes is upheld 
at the Tanabata Festivai 
in Sendai City, taking 
on an added poignancy 
coming so soon after the 
earthquake and tsunami

In August, wt* were in Seiulai 
iji north-eastern Japan for 
tli(i taly's very first I'eeha Kuclia 
Xight (PKX), an event for 
young designers and artists to 
meet, originally s(!hodiiled for 
mid-Mareh. As we got into a car 
outside Toyo Ito’s Mediath^'que 
(AH October 2001) Oshikiri-san, 
our energetic local PKN 
organiser and guide for the day, 
asked if we would mind if he Itejit 
the radio on. You hear this plmise 
over and (u er again as you gi-t 
into (;ars in the coastal region 
totally devastated by the 
earth()uake and tsunami last 
Manrh. The radio has again 
become a lifeline, a deiHmdable 
early warning system.

Sendai City was in full 
festival mode for Tanabata or 
‘Star Lovers’ Day’. Hundreds of 
thousands of visitors from all 
over Japan had taken to the 
streets to attach colourful paper 
tags with messages of hope and 
good wishes for the futui'C to the 
huge paper str(‘an\ors that line 
the city’s main street. The recent 
loss of HO many loved ones in the 
regioix made this ancient 
tradition even more [>oignant.

It was stunning to see the city 
so abuzz, so lively. As Ave drove 
around, wo were amazed at how 
little damage was appanml from 
tiw tnwthquake itself, a great 
testament to th<> l)uilding codes 
we work with here. One floor of

the Mf'diath^qiie was still closed 
due to a collapsed ceiling, but it 
was otherwise buHiness as usual. 
In the lobby, we .saw an exhibition 
calk'd House for Everyone, a 
project that Ho initiated after 
the disaster. Colourful sketches 
from students were pinned up 
alongside draAvings by ilhistriou.s 
architects from around the world.

We stopped at several 
buiUUnga to swi how the 
earthquake’s sheer force had 
damaged columns at their base, 
rendering many uninhabitable. 
School buildings were among the 
hardest hit, and although few 
collapsed, more than 100 will 
have to be reinforced or rebuilt.

W’e took the expressAvay 
towards the coast. At the tollgate, 
Oshikiri-san shoAA’ed his ID and a 
IH'rmjt that alloAvs the area’s 
residents to use the toll road for 
free for the next year to help 
n'constniction. 'fhe toll road ran 
straight towards the sea, but a 
couple of kilometres from the 
coast txmied to run parallel Avith 
it. Suddenly, on one side of the 
expressAvay there Avas nothing 
standing, while dense housing 
communities still dotted the 
countryside on the other. Located 
soA-eral kilometres inland, this 
road and its embankments had 
acted as this area’s flnal line of 
defence from the tsunami.

The once bustling port town 
of Yuriage Avas reduced to a

sorry handful of uninhabited 
structures. On that day, live 
months on, grass was growing 
over building plots that could 
still just be made out. Boats, 
high and drj', still littered the 
devastated landscape.

But Ave Avere there to supinul 
the first now signs of life: the 
opening of an Architecture 
Caf6 that will act as a hub for 
the local community in planning 
the rebuilding of their town.
Yes, people do still want to live 
there, and no, they don’t want 
to live behind the huge tsunami 
AA'alls that the local government 
is contemplating. 'I’hey want to 
live alongside the sea, in housing 
communities that stand like 
islands some 10m above the 
ground, each with a 20m to 80m 
high parking structure which can 
double up as a refuge when the 
tsunami returns.

The tsunami will return - 
the community knoAA' it. Local 
records shoAV that such an event 
occurs every seven or eight 
generations. They still want to 
live Avith the sea, but Avant to 
be better prepared next time. 
Back in the car, with the local 
drum group still vigorously 
launching the Architecture Caf6, 
Oshikiri-san asked, ‘Do you mind 
if we keep the radio on?’

See the archive article on Sendai 
Mddiathdque at archltecturakreview. 
com/SendaiMediatheque

Sendai, Japan

III the region hardest 
hit l).\ the Japanese 
earthquake and 
tsniiaini this s])ring, 
designers are bringing 
hop(^ to shatteiT’d local 
eoiniminitics, reports 
Mark Dytham
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yieA\T3oiiits
There is nothing new abotit 
parametric thinking in 
arelhtecture. Great arcliitecture 
ha« always been aware of its 
societal role, and has 
oonsoc|uently been inforined by 
multivalent parameters. 
Paranielricism with a capital 
T*’, on the other hand, disptmses 
with the hindrances of external 
parameters and promote the 
autonomy of architectural forms. 
It promises to be a style that 
invents novel ways of shaping 
matter to produce unexpected 

more than often with

form for its own sake. This 
necessitated establishing a 
correlation between a complex 
army of relevant external 
X)arameters through tlie 
arcliitt'ctural techniques of 
geometry and (frganisation.

As young tutors, we were 
accnst‘d of being interested in 
pseudo-seientifle data, produced 
without any ideological stance.
1 rein<!mber inviting Peter Cook 
to one of our reviews he was 
sutti<‘iently olfended by our lack 
of playfulness that minutes into 
the review he stormed out. 
Admittedly, Diploma 6 had its 
sluwlcomings it was limited by 
Autoead and -Microstation. The 
students sptmt so long gathering 
data that little time was left to 
mil ‘programs’ again, in order 
to change how parameters were 
drawn togetlier. The method was 
bottom-up, so students could only 
control the priau'ss and not th<; 
form resulting from it.

The world has moved on since 
our initial expiTiments with 
parametric design. It is faced 
with great problems (kihicd by 
complex causes, all of which are 
linked. It is iiniK“rative that we 
cease perceiving architecture as 
only matter a plastic art - 
and revisit parametric thmking 
after our distraction with 
Paranietricisin and its segue 
into formal extravagance. 
Architecture is a material 
practice, not a matter-practice. 
Once architecture is removed 
from the complexity of its 
surroundings, it freezes in time, 
while its environmcMil continues 
to change. Architects must 
engage with the physical 
attributes that define these

social and environmental 
parameters; climate and 
economics, wood and steel.

These ‘potencies’ must be 
considered a.s architectural 
material. Parametric softwan; 
collates this material as 
parameters so that we can make 
formal decisions that are 
mfitainabU. With it we can 
design not only novel forms, 
but ones that, for instance, 
use less material in structural 
spans, render envelopes mrire 
energj'-elfident, optimise seating 
alignments, fine-tune interior 
acoustics and make buildings 
responsive to their urban 
surroundings. Forms will be not 
be uniform (following Modernist 
ideals of efficiency) but optimised, 
differentiated, anisotropic.

Let ‘sustainability’ not be a 
safety-check on tlie architectural 
process, but a way to design. 
Today’s software empowers 
us to think transversally across 
design information and to 
make decisions based on the 
feedback loops between formal 
and functional relationships. 
Parametric software must be 
rescued from the enclosure of 
Parametricism however 
spectacular its effects - and put 
to work producing intelligent 
designs that embraces the full 
complexity of our environment.
It is too easy to use our frustration 
with Parametricism, or even the 
shock of the economic rece.s,sioii, 
to hark back to nostalgic and 
imwincial Modernism. The world 
is too complex, its problems too 
pressing. 'I'lie built environment 
and the cultures it embraces 
require parametric thinking 
that places material over matter.

FARSHIDMOUSSAVI

Parametric 
software is no 
substitute for 
parametric 
thinking

spaces
dazzling results. Something is 
wrong, Imwever, as every form 
emerging out of Piimmetricism 
is inexplicably (yet predictably) 
smooth and undulating, made uj) 
of small, gradually changing
units. How is Parainetridsm
going to keep its promise?

When I joined the 
Architectural Association in 
the early 1990s, John and Julia 
Frazer’s unit was the only one 
foc'using on the processes of form 
generation (most others were 
investigating semiotic functions). 
Prefiguring Parametricism, 
their best students pursued a 
detached proces.s i>f fonn-finding 
by writing new algorithms. 
Converstdy Diploma 5, which 
I co-tiitored, approaclud 
j)arametric thinking as a way to 
integrate formal ex|>erimentation 
with performative concerns 

form derived from cultural, 
s<x;ial and economic contexts. 
Students gatliered information 
surrounding their project through 
fieldwork, before proposing a 
‘program’ for generating form. 
Tlie intention was to incorporate 
a discijiline of analysis, avoiding

LAST WORDS ‘If you rtnilly waul to 
see, with your own 03'es, 
a manifest symptom 
of a societj’goiie wrong, 
just take a good long 
look at the Shard.’
Jonathan Jones assesses Renzo 
Piano's tatest addition to London, 
in the Guardian, 19 August

‘The design has been ‘We thought wo had 
followed John Ruskiii’s 
advice: “When we build, 
let us think that we 
build fortiver.
Roy Hattersley, writing In The 
Times on 16 September about his 
involvement in commissioning 
Park Hill in Sheffield

whittled away, until it 
has become not much
more then a big version 
of a typical New York 
developer’s skyscraper.’
Paul Goldberger. writing about the 
new developments at Ground Zero 
In The New Yorker, 12 September
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Maria Grazia Cutuli School
Kush Rod, Injil District,
Herat, Afghanistan
Architects: 2A+P/A,
laN^ maO/emmeazero

4
a semblance of democracy, someREPORT
degree of freedom and the ruleJONATHANGLANCEY
of law. Here, though, some 12km

A small, cobalt blue fortress 
set against a backdrop of the 
Hindu Kush mountains under a 
great dome of sky - deep blue in 
summer, pregnant with snow in 
winter - the Maria Gra/ia Cutuli 
School is a dignified, intelligent 
and quietly beautiful symbol of 
local defiance. Its two-storey 
library rises above blue-painted 
walls surrounding a cluster of 
blue-painted single-storey 
classrooms; it says here is a 
place of learning, as much for 
local girls as boys, in a district 
once dominated by the Taliban 
and a place that has seen invading 
armies come, fight bloodily, win, 
lose and go, not just over the past 
30 years but as long as history' has 
been written in this warring 
region of the globe.

One of the truly good works 
of the United Nations in recent 
years has been the construction 
of schools across Afghanistan, 
although in strictly architectural 
terms there has been little to 
write home about. Speed has 
been of the essence in aii attempt 
to help shape a civic society,

from Herat - an ancient gateway 
to Persia, a staging post on the 
Silk Road from the Levant to 
China, and a city destroyed 
entirely by Genghis Khan in 1221, 
and rebuilt several times since 
-- is a school with soul and 
identity verj- much of its own.

Borrowing from the idea 
of a regional village, with its 
clustered and oi^nic - or 
happily shambolic - plan, the 
Maria Grazia Cutuli School Is 
umiiislakably its own place. 
Three shades of blue paint do 
much to bring it to the attention 
of passers-by. Here are the 
blues of the summer sky, of local 
tiles, of lapis lazuli, of gowns and 
burkas worn by local men and 
women, whether today or in 
portraits of time past. The 
primary school is tucked behind 
walls for defence, and not just 
against the uncertainties of 
conflict but also against what 
can be the unmitigated harshness 
of the local climate.

It is a special place, though, 
not just for its brilliant and 
brave use of colour and for its

1. (PrevioH* page) the first 
cohort at the Marla Grazia 
Cutuli School includes 
{iris and hoys, seen here 
congregating outside the 
perimeter wall as part
of the school’s opening 
ceremony in April this year
2. (Left) inside the 
perimeter wall, the school 
grounds are articulated 
by a series of 'peen 
classroom’ gardens that

sit between single* and 
double-height buildings
3. At the opening 
ceremony, snipers patrol 
the site from the root of 
the double-height library
4. The presence of a 
Boeing Chinook 
transporter is a vivid 
reminder of the continued 
presence of military 
action in this region
of Afghanistan
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Maria Grazia Cutull School
Kush Rod, Injil District,
Herat, Afghanistan
Architects: 2/k*P/A,
laN+, maO/ommeazero

blossom brightly in this heavilyempatlietic plan, but because
charged and demandingIt owes its existence to a specific
landscapes. What seemsperson and a specific event in
remarkable is that it shouldAfghanistan’s recent and troubled
have happened so very quickly.history. The school is named after
\\'orkshops involving architects,Maria Grazia Cutuli, a Sicilian

journalist who was killed by educationalists, Afghan
authorities and the Foundation,gunmen while on assignment here
among other concerned parties.for the Corriere della Sera in
bt'gan in Marcli 2010. Flans weieNovember 2001. Cutuli, 39, was
presented in May and the firstshot to death along ivuth three

other jonmalists on the road stone was laid in June last year.
Till* buildings were completed infrom Jalalabad to Kabul.

5. The Uometric firojectionFebruary 2011, and the trees andAn experienced foreign show* the arrangement
vegetable gardens were plantedcorrespondent, she had of conlolned blocks of
by the end of March. The schoolpreviously reported from accommodation, with
opened in April this year.Rwanda, Israel and Sudan. eight classrooms threaded

around the central HhraryConstruction is simple andHer brother, Mario Catuli, is
G.The perimeter wall isstraightfonvard. The eightan architect and president of the
broken in just threelinked classrooms and ancillaryMaria Grazia Cutuli Foundation. locations where it is

buildings - staff room, secretar>’’sIn collaboration with three firms articulated by bright
office, caretaker’s house andof young Roman architects red steel doors
lavatory block - are made of 7. (Right) distinguished2A - F/A, laN ♦, maO/emmeazero

only by colour, the schoolreinforced concrete and solidlie lias created this Afghan
follows the pattern ofbrickwork. Windows are framedschool in memory of his sister
settlement common In thisand In honour especially of the in iron painted red. Roofs are part of Afghanistan

concrete, interiors plasteriKluncountable number of wom(»n
and children who have been and painted white. The buildings
caught up in deojides of war and are sheltered by trees and
whose* c*ducation, especially, has overlook vegetable gardens
been demeaned and even denied ‘green classrooms’ tended by
by angry men with guns. cMIdren and teachers. They have

It seems only appropriate, been positioned to catch light and
then, that the new school should shade at the aiijiropriate tinu's (kf
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Maria Grazia Cutuli School
Kush Rod, Injil District,
Herat, Alghanistan
Architects: 2A+P/A,
laN+, maO/emmeazero

9

duy and to catoh breezes in the 
hotter montlis of the year. The 
STiiToundhig wall concrete and 
plain flanks a site measuring 
40 X 50m. Construction cost no 
more than 1*150,000 (£132,000).

The box-like buildings are 
capped with hints of cornices, 
and with their well-proportion»Hl 
window openings imbue the 
school witli an elementally 
classical character as if, althouglj 
brand new, it might have stood 
here for generations. This sense 
of rootedness is all-important in 
Afghanistan; such initiatives, no 
matter how well intentioned, 
need to appear and to feel a part 
of the local culture and landscape 
rather than Ixing regarded as an 
alien imposition.

A sign of peace, the school 
picks up from the surrounding 
architectural and i)lanning 
tradition of small settlements 
huddled, Imgger-mugger, behind 
walls, with a tower here and there 
rising from their midst. Planned 
along the lines of such local 
villages, the* blue school visibly 
Ixdongs to the area, although 
the clear geometry and crisp 
construction of its individual 
buildings suggest a new sense

of purxmse and rigour. Seen as a 
whole, the ciunpound fits into and 
stands out from the sui’rounding 
landscape, a balance that is hard 
to achieve as competently as it 
has been here, especially given 
the truncated timescale of the 
I)roject. It is clear, from the plan 
of the school, the methods of 
construction employed and the 
unapologetically bold palette of 
blues, that de{usions were made 
with acute and sensitive intuition.

Ancient Romans had the 
enviable knack of arriving at an 
unknown plat*e and planning 
and building an entire city in ne.xt 
to no time; this took confidence 
and a sense that things should, 
could and needed to be done 
there and then. Just such 
conditions prevail in Afghanistan 
today: tilings including new 
schools - need to happen at a 
finger-snapping pact' to save 
further avoidable conflict. Such 
timescales lead all too often to 
overly imolved decision-making, 
or lack of it. Here, on the fringe of 
Herat, the opposite has been true; 
the result is heartening.

As the architects themselves 
say, the school does not claim to 
solve major problems of the day

by applring political theories and 
utopian design concepts; its aim 
has been to meet the needs of a 
moment. And, what a moment: 
from the civili.sed comforts of 
Rome, architects and their 
photographers flew out to the 
opening of the Maria Grazia 
Cutuli School on board Lockheed 
C-130 Hercules military transport 
aircraft and Lynx helicopters, 
while the ceremony was 
conducted with armed soldiers 
patrolling from the comimund’s 
flat concrete n>ofs.

No one knows, of course, what 
the future holds for Afghanistan. 
Here is one of those junction 
boxes of the world where great 
and lesser powers push through 
on their way to what they suppose 
is power and glorj', yet is more 
often than not hubris, and an 
immense loss of life. Here, 
though, in the long shmlow of 
age-old conflict and the even 
longer shadows of the enveloping 
Hindu Kush mountains, is one 
small outpost demonstrating, 
viridly, what architects can bring 
to countries like this, at low 
cost, at remarkable speed and in 
what can appear to be the least 
propitious eirouiuBtances.

8. Excited pupils explore 
their new school on
the opening day, here 
climbing the stair in 
the central library
9. Classrooms are simple 
but functional, with 
each having direct 
access to the surrounding 
courtyard gardens

Architects 
2A+P/A,laN+, 
maO/emmeazero 
Structural and 
services engineer 
Studio Croci Associati 
Project management 
Mario Cutuli 
Landscape consultant 
Luigi Politani 
Photographs 
Antonio Ottomanelli, 
Giovanna Silva
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Embracing an ancient Japanese zelkova, 
the Ring Around a Tree School is a 
stimulating enclave for learning and play

Ring Around 
a Tree School 
Tachikawa, 
Tokyo, Japan, 
Tezuka 
Architects

46 ARI0CT0BUU2011





long section

■ p ■ II p < II p jkJ «jU

And foxirth - tlie fact tliat the pair ofCRITICISM
architects thems(ilves arc cne^otic parentsPETERCOOK
of young children.

The Fiyi Kindergarten (AR August 2007) in 
the Tokyo siii)urb of Tachikawa combines 
some charmed circumstances which is not 
to deny its unquestioned qualitj' as a building.

First - a pair of architects: Takaharu and 
Yui Tezuka, who are at tliat interesting stage 
in their development whereby a siiflicicntly 
identifiable set of responses (we might call 
them mannerisms) have settled to give their 
work a confidence and a staying power that 
contrasts with some of their contemporaries 
in Tokyo who opt for the hard and the cool. 
Theirs is somehow an older, more direct, 
less gimmicky, more friendly architecture.

Second an unusual and charismatic 
client: Sekiichi Kato, a thinker and doer in the 
educational world; an entrepreneur-visionary 
who clearly lias a rapport with tlie Tezukns.
A situation tluit seems to have been skilfully 
engineered in that very Japanese way of 
having a Director - a creative go-bet^'een: 
in this case Kashiwa Sato, himself a designer.

Third a Tokyo site that wa.s large enough 
to absorb a building that creates a calm and 
distinctive place - rather than the usual 
Tokyo insertion that is only viewable from 
about one-and-a-half positions.

Completed in 2007, the long, oval building
is very calm. Indeed, its atmosphere and the
detailing of the parts, the extensive use of
natural timber in relation to white ceiling,
sofllt and the modest height of the rooms that
form the underside of the great hoop calmly
remind you of Scandanavian architecture at
its best, say during 1080-1970.

N^ow the Tezukas have returned to
complete another building on the Fuji
Kindergarten site, an annexe for foreign
language tuition that is a smaller and slightly 
more mashed-up version of the original.
Most strikingly, It wraps tightly around an 
ancient Japanese zelkova tree in the manner 
of an elaborate glazed climbing frame.

Mature trees in Tokj o are cherished; the 
zelkova is 50 years old and oniyjust suirived 
the impact of a typhoon, to much amazement. 
Now it shelters, sustains and gives a name to 
the Ring Around A 'I'ree School. It’s a neatly 
metaphorical Japanese tree of knowledge 
(but given the tender age of the pupils, 
obviously not that kind of knowledge).

'fhe Fuji Kindergarten operates on 
Montessori principles, which emplmsise the 
freedom of and learning by doing, rather than

1. (Previous page) 
Wrapped around an 
anctent zelkova tree. Hio 
new Ring Around a Tree 
School Isananneiofor 
foreign language tuition
2. The site's architecturs 
is unified by wooden, 
low and civilised interior 
spaces that reflect the 
democratic principles of 
Montessori education
3. The timber decks of the 
Ring Around a Tree School 
become an extraordinary 
and lively ‘stage' for young 
children to clamber around 
fearlessly at break-time

50 AR OCTOBEIl 2011



static classr<M)m-bjiscd teaching. Le.ssoiis 
urt‘ airricKi through in a series of rooms 
whicli oflcr a greater or lesser sense of 
control, largely through the various teachers. 
TIhw is ver>'little lherar«‘hyof space. So the 
nuKlernist-elementa! foniuila of‘admin block’ 

‘(dassrooin block’ is rejected: it is all 
wooden, low, civilised (exc4‘|>t for kiddie 
sound, of coui'se), .v«‘t not .self-effacing.

During break-time, the comiJact slacked 
dc('ks of the Ring Anuind A Tree suddenly 
become an extraordinary and lively stage. The 
kids clamber around fearlessly, climbing up 
the tree and sliding down ropes. 'I’he Te/ukas' 
earlier experience witli tlieir ‘roof’ house 
(AK Octoix'ir 2001) and the oval racetr.u k 
roof of the main kindorgai'ten building show 
that children clieerfully (unbrace apparently 
IK'rilous situations and relish risk. .Uthough 
the Ring Around A Tree only has two storey.s,

a scries of intcuuiuuliate decks form child- 
scale spaces of Im high, for the chalhuige 
of compr<‘ss(‘d crawling and clambering.

Even though it’s all highly playftil 
whimsh^al ev(*n there is a maturity in tlie 
calmness of the detail. The balustrades are 
extremely ordinary, vortical steid .at aixmt 
120mm (uuitres, with straiglitfonvarri, simi)h 
handrails. A curved ramp-cnm stair snakes 
up around the tree, directly up to the rcx>f 
deck. Furniture is utterly minimal, with 
simple, built-in benches. What more do 
you need! At work is a knowing but subtle 
nonchalance. Cliildlike, ratlier than ehiklish. 
The arcliitecturo directly relates to the 
strength of conviction of Kato who by 
all accounts is an academic innovator.

Yet I remain haunted by my reactions 
to this architecture. Surely way back in 
thos(‘ less cynical days when educationalists 
and their architects were truly passionate 
believers in the Sweden of tlu> liMOs or 
tlie Hertfordshiix* Schools of the 1950s and 
(perhaps) still lingering in the Hami>shire 
Scho(»is of the 1990s, when a clarity of 
I)urposc could lead to clear architeclun* 
that was not having to be rhetori(?ally 
formal or cool or self-consciously ‘grungy’: 
it was simply ab(mt what kids did while 
learning. With the odd tree outside.

Ring Around 
a Tree School 
Tachikawa. 
Tokyo, Japan 
Tezuka 
Architects

‘Most strikingly, tlie annexe 
for foreign language tuition 
wraps around an ancient 
Japanese zelkova in the 
manner of an elaborate 
glazed climbing frame’
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f Fuji Kindergarten
2 Ring Around a Tree School

4. Th« original hoop of
the Fuji Kindorgarton
with its Inhabitable roof
5. The slacked decks
of the new annexe

MU have a cheerful yet civic
and sheltering presence

site plan
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Ring Around 
a Tree School 
Tokyo, Japan 
Tezuka 
Architects
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1 open deck
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5 intermediale deck
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Cite de rOcean 
etduSurf 
Biarritz, France 
Steven Hell 
Architects



On the sybaritic French Atlantic coast, 
Steven Holl’s new museum evokes the 
power and sensual allure of the ocean



(mgagement with the town, ostensibly forming 
a new locus of cultural and architectural 
gravity. But for now you get th(* strong sense 
that the action is still elsewhere.

‘Under the sky/under the sea’ is the 
conceptual essence of the project, exquisitely 
encapsulated in Hoirs haiku-likt? watercolours 
of a concave gathering place fixed on the 
distant horizon (‘under the sky’). Hesembling 
a frozen wave, tliis wariKjd structure also 
creates a convex ceiling enclosing a series of 
subterranean e.xhibition spaces (‘under the 
sea’). Two thirds of the museum is, in fact, 
underground, a move that cultivates the 
necessary sense of mystique, while deferring 
to the modest scale of its surroundings.
It also serves to reduce the building’s onergj' 
consumption, with the ground acting as a 
natural source of insulation and cooling.

During the project’s gestation, the 
exhibition content shifted from an emphasis 
on freewheeling surf culture to more serious 
aspects of marine ecology, but that energising 
sense of physical engagement with the sea is 
still palpable in the w'ave-like fonns of the 
architecture. It’s an abstract seascaiK! 
embedded in the landscai)e a mesmeric swell 
of concrete surging around two glass rocks. 
Below ground, a huge cave is washed by soft 
Atlantic light captured and reflected down 
into the depths by the swelling undercroft.

CRITICISM
CATHERINE SLESSOR

Set on the Atlantic coast where France joins 
Spain, Biarritz exudes an air of faded, old 
world grandeur o^'erlaid with contemporary 
surf culture. (Im^ne Point Break meets the 
Belle Epoque.) In the 19th century, European 
royalty came to take the smi and sea air, 
widely thought to liave restorative properties. 
A casino opened in 1901. Beachfront and 
ocean are still at the core of Biarritz's appeal, 
and the resort’s major buildings - hotels, 
museums, casinos, even churches - form a 
rhythmic promenade along the sea edge. 
Adding to this repertoire is Steven Holl’s 
Cit6 de rOc6an el du Surf, which opened at 
the end of June, six years after Holl won a 
competition for the commission. The site lies 
at the southern end of the town’s main stretch 
of beaches, sandwiched between tracts of 
low-rise surburban housing and a golf course.

Topographically melding with the 
landscape, the Cit6 is a museum of 
oceanography, exploring themes of science, 
ecolog>’ and leisure tliat expand the remit of 
Biarritz’s more conventional marine life 
centre. The choice of the soubriquet ‘Cit6’, 
rather than ‘Mus6o’, anticipates how' this as 
yet isolated fragment in picturesque beach 
suburbia has the potential to set up an

1. (Previous page) melding 
with the terrain, the new 
museum is conceived as
a muscular concrete wave 
surging around a pair of 
glass rocks. At night the 
glazed pavilions become 
glacially glowing Japanese 
lanterns In the landscape
2. One of Hall's early 
exploratory watercolour 
sketches crystallising the 
essence of the project
3. Within the building the 
concave belvedere become 
a convex ceiling enclosing 
the entrance lobby and a 
series of subterranean 
exhibition spaces
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CitederOcean 
etduSurf 
Biarritz, France 
Steven Holl 
Architects

cite plan

4 (Far left) skateboarders
taking advantage of ttie
smooth pool sunk Into the
cobble-lined belvedere.
The curved form cups and
encloses you like a wave.
Holl is a keen surfer and
knows the ocean's power
S. The glazed pavilion
containing the cafe can be
accessed directly from the
belvedere. Panels of softly
opalescent glass are hold
In a slim steel strapping
6. The surfers' pavilion
filed on the distant
horizon. Translucent glass
balustrades demateriallse
the edge of the belvedere
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8
7. A king stair winds 
down from the entrance 
hall to the main exhibition 
level two floors below
8. The convex ceiling 
swells up to enclose the 
entrance hall

formwork gave the external walls the 
surprising texture of gently crumpled shirts.

So much for the conlalner. The contents, 
however, are another matter; an unedifying 
mixture of municipal dreariness and Captain 
X(‘ino cheesiness that does little to bring an 
important subject to life in the minds of the 
paying |>iiblic. Tln^ coimm)dious exhibition 
spaces also seem curiously underpopulated, 
as if still awaiting the main event. The most 
ex(!iting experience is architectural rather 
tlian inuseological, when visitors navigate the 
long staircase that runs from the entrance to 
the main exhibition floor hvo levels below. 
From here you can proi)erly apprehend the 
dramatic heft and surge of the undercroft, and 
appretnate the changing spectacle of the softly 
filtered light as you sloAvly sink underground.

As it turns out, tlie exhibition tableaux 
M ere not lloll’s responsibility, but for an 
architect used to operating in the more 
simpaiico world of art curation, who 
constantly strives to attain an intelligible 
unity of art and architecture, the grating 
disjunction between building and contents 
must rank as a disappointment. You have to 
hope tliat the current dispiriting scenario 
cannot b<^ the final extent ofubat must have 
originally seemed like a laudable piece of civic 
and pedagogic ambition. But at least if 
drcuinstances and cultural proclivities do 
change, lloll’s Citd is more than capable of 
meeting liigher expectations.

See more of Steven HoH’s work at 
architectural*review.com/StevenHoll

a glacial ineandes<;ence, forming ra<liant 
beacons in tlie landscape. In both this ajul the 
conjunction of glass with concrete, lightness 
Mith weight, the Clt^ recalls lloll’s extension 
to the Nelson Atkins Museum in Kansas City 
(AR October 2007). The new part was 
structured around a series of large glazed 
lanterns, their delicacy and irregularity 
counterpointing tlu^ stern stripped Classicism 
of the original museum. These could In? read 
as ne«- elements in a parkland site, while also 
channelling light into underground galleries.

The Cite extends Holl’s concern for 
exploring the nuances of materials, teasing 
out unexpected visual and tactile effects from 
ordinary substances. Tiny Portuguese cobbles 
line the curved belvedert*, giving it a rough, 
mosaic-like (juality, uhile also tax-tfully 
confining the land surfing activities of 
skateboarders to the smooth, indented pool 
specially constructed for them, The concrete 
walls were cast using Ibrma'ork made from 
flakeboard panels, so their surface has a 
subtly variegated finish that catches the light, 
like some kind of ancient stone, rather than 
flat, unresponsive concrete. In this there are 
echoes of the HEART Museum in Horning 
(AR October 2000), where fabric-lined

‘Instead of a building tyi>e’, says Holl,
‘it is a place of shifting perspectives; a 
plienomenal platf(»rm dedicated to a feeling 
of cHieanic space and the immeasurable’. 
Tapering demn to the ocean, a wedge 
of landscaping establishes the museum’s 
presence in the terrain and defines a site 
for al fresco events and festivals.

An avid surfer, 1 loll understands the 
visceral thrill of communing with the ocean’s 
rollicking power. Such trxperiences feed 
through into the muscular yet sensuous 
architecture, which cups and cradles visitors 
Mitliln the concrete wave. The curved 
platform also acts as a belvedere rising up to 
addrt^ss the .site and frame views to the 
distant western horizon where sea meets sky. 
This sense of compression and relea.se is 
intended to suggest the experience of surfing. 
‘It’s analogous to being on a rolling sea,’ says 
Holl, ‘when you dip doa ii in a valley of water 
and are spatially enclosed... then the st*a lifts 
you up and you can see in every direction.’

Protruding from and anchoring the 
warped concrete structure is a pair of glazed 
pavilions, one containing a restaurant and the 
other a kiosk for the use of surfers. Tliese 
glass ‘rocks’ are an abstraction of tin* local 
seasc^ape, evoking and visually connecting 
with two rocky outcrops that lie just oftshon*. 
Opalescent skins of glass are held in a 
strapping of slim steel T-stnitions, like 
anorexic half-timbering. At night these 
translucent pavilions are transformed into 
giant .Japanese paper lanterns that glow with

‘Concrete walls were cast 
using llakeboard Ibrinwork, 
so their surlace has a subtly 
variegated hnisir
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A curvaceous youth centre and a sober 
addition to Roman ruins explore the duality 
of Merida’s urban identity - both colourfully 
kinetic and quietly contemplative
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Perimeter 
Building 
Merida, Spain 
Jose Maria 
Sanchez Garcia

Youth Factory 
Merida, Spain 
Selgas Cano

1. Skateboarder* at the 
Youth Factory, a vibrant 
suburban forum that 
hosts a diversity of 
activities, from rock 
climbing to street theatre
2. in Merida's historic 
core, the Perimeter 
Building forms a new 
minimalist cordon 
around the Roman 
Temple of Diana

location plan: Youth Factory is to the north
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‘Society doesn’t require so much specta^de,' 
he tol<i the Spanish newspaper El PaU in 
a recent interview.

Mt^rida may appear to be an unlikely place 
for such an (xulipal confrontation. With a 
population of only 57,000, it is the capital of 
the lilxtroniaduia in western Spain, a poor and 
isolated rural area. But like other remote 
regions in Spain, the city has btmetited from 
the decentralisation of many state functions 
since the end of the Franco regime. Until the 
local elections of May 2011 that brought the 
Popular Party into office, the region has been 
continuously governed by the Socialist parly.

Working with scarce economic resources, 
the Socialists have coinmissioued a number 
of works by noted Spanish architects for the 
city. Moneo’s Homan iluseum, built by the 
central government in Madrid, was followed 
by Santiago (’alatrava’s 1091 Lusitania 
Bridge o\’er the Guadiana River, a 1995 
administration building by Juan Xavarro 
Baldeweg and a 2004 congress centre by 
Fuensanta Meto and Enrique Sobejano. 
Sanche/. Garda, who grew up in E.vtremadura, 
won the competition for the Temple of Diana 
in 2000; the commission allowed him to open 
his own office. Selgas Cano began designing 
the Youth Factory in the same year, after 
winning competitions to build congress 
centres in two other regional cities, Badroo?. 
(2000) and Plasencia (currently incomplete).

CRITICISM

DAVID COHN

The colourful, blob-shaped plastic ‘cloud’ of 
Selgas Cano’s Y'outh Factory on the outskirts 
of Merida, Spam, and the soIkw massing of 
Jos6 Marfa Sanchez Garda’s Perimeter 
Building around the ruins of the Roman 
Temple of Diana, in the city’s centre, appear 
to come from two opposing worlds.

Both projects are magnets, but for entirely 
different audiences. Selgas Cano’s Youth 
Factory attracts croivds of local teenagers: 
a skate park designed for rollerblading, 
skateboarding, cycling, wall climbing, dance, 
street theatre, electronic music, graifiti and so 
on. For its part, SAnchez Garda’s Perimeter 
Building ci’eates a dignified urban setting 
for this neglected monument amid the 
dense jumble of the old city. With its caf6, 
restaurant, specialities shop and cultural 
offerings in the small concession spaces on its 
upper deck, and the serene emptiness of its 
archaeological ground level, it is programmed 
to serve the tourists flocking to such sites as 
Merida’s Roman 'I’heatre, centre of a summer 
arts festival, and Rafael Moneo’s Museum of 
Roman Art (AR November 1985).

However, in addition to these differences 
in location, use and clientele, the gulf that 
separates the two works is also generational. 
Jos^ Selgas and Lucia Cano were both born 
in 1966 and graduated from Madrid’s 
Technical School of Architecture in 1992, and 
their work exemplifies the exuberant formal 
inventiveness and optimism of recent Spanish 
architecture. SSnehez Garcia was born 10 
years later and finished his studies at the 
same scliool in 2002, and the tectonic integrity 
of his design is a deliberate reaction to what 
he has called ‘the terrible pre.ssure to be litth? 
geniu«js’ that he experienced in school.

exploded isometric

The Temple
The ruins of the Temple of Diana constitute a 
remarkable pit*ce of Merida’s Roman heritage. 
The temple survived for many centuries as 
part of the lOth-centurj- Conos Palace, which 
still occupies part of its plinth. The regional 
government began to clear the modern 
buildings that hemmed in the temple, while 
archaeologists discovered it formed part of

A

3. The structure croates 
a caHtilevered platform 
for viewing the temple
4. Voids punched into the 
structure bring light 
down to ground level
5. The upper level will 
house shops, animating 
the viewing deck
6. The temple It screened 
from the surrounding 
Jumble of buildings
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Perimeter 
Building 
Merida, Spain 
Jose Maria 
Sanchez Garcia
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7. From the ah, it's clearly 
apparent how the new 
building defines the rough 
limits of the original forum 
and how It folds around its 
three sides to absorb the 
irregularities of the site 
behind it, leaving the 
temple In serene isolation
8. The rhythm of solid 
and void meshes with 
Merida's dense, historic 
townscape, framingand 
enclosing the temple site

first floor plan

Perimetor 
Building 
Morida, Spain 
Jose Maria 
Sanchez Garcia
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the Roman Fonim. SSnchez Garda’s project 
to consolidate the forum site, and the party 
walls that enclosed it on three sides after the 
demolitions, was carried out concurrently 
with the archaeological investigations over 
five years. His design thus required, as he 
explains, ‘a flexible syntax that could respond 
to changes that came up as work advanced’.

Sdnchez Garda describes his solution as 
‘halftt’ay beb^'een a plaza and a ruin.’ He 
defined the rough limits of the original forum 
with an elevated, L-shaped structure, a 
cantilevered platform and wall, which folds 
around its three sides to absorb all the 
irregularities of the site behind it. The 
platform is situated roughly at the height of 
the temple plinth, giving visitors an intimate 
view into the ruins. The wall behind it serves 
to ‘frame the temple and abstract it from 
the adjacent buildings,’ says the architect.
Its regular openings lead to spaces with 
4.8m wide for commercial and cultural 
activities. Those spaces alternate with voids 
behind the wall that bring natural light to the 
ground level. The thick perpendicular walls 
between them carry loads from the cantilevers 
of the platform, which reach up to 4m above 
the ground. Both platform and wall are made 
of finely crafted, poured concrete, using white 
cement and local aggregates that approach 
the granite tones of the temple plinth.

The platform is accessed on its extremes by 
metal stairs that can be hydraulically raised 
during off-hours, avoiding obtrusive ground 
enclosures. Sdnehez Garcia asked the client to 
leave the ground level free of programmed 
uses and open to the city. Within the forum’s 
Roman walls the ground is paved in earth of 
crushed granite, as it was originally, with 
limestone cobblestones beyond it.

While the structural sysloin, materials and 
horizontal openings of the Perimeter Building

are unmistakably contemporarj-, its solid 
massing and large openings to the sky, 
modelled by the play of sun, shadow and light 
tinted by th<s reddisli earth floor of the forum, 
is an evocation of the spatial experience of 
Classical ruins under the Mediterranean sun. 
You can’t help thinking that the Colin Rowe of 
Collage City would have admired this project.

The Perimeter Building is similar in many 
respects to Sdnehez Garcia’s prize-winning 
Center for the Technical Development 
of Recreational and Sports Activities in 
Guijo de Graiiadilla, also in Extremadura 
(AR December 2009). There his building 
takes the form of an elevated ring, 200m 
in diameter, creating a lookout over the 
landscape that is as tectonically vigorous and 
yet as contextually acute as his work in 
Mdrida. Like Josd Selgas before him, Sdnehez 
Garcia won a scholarship to the Spanish 
Academy in Rome after he secured the ildrtda 
commission, but his work was already steeped 
in a Piranesian monnmentality.

The Circus
With its light materials and bright colours, 
the Youth Factory recalls a circus tent 
in its open park-like setting, an irresistible 
attraction. Since it opened last April, it has 
been over>vhelmed with users. Tire project 
was developed by the regional government to 
channel the energies of marginalised urban 
teenagers, who programmed its activities 
through supervised collectives grouped 
around each interest. Due to the city's 
harsh summer climate, the architects 
designed a sliaded area for the skate park 
with night lighting for evening use. The thret^ 
multi-purpose spaces, each about 750m*, 
op<in to different collectives on a rotating 
basis. The total budget for the 1550m- facility 
was €1.2 million (just over £1 million).

9. Wrapped in translucent 
polycarbonate, the Youth 
Factory it an enticing 
beacon in the edge of town 
landscape. Newly planted 
trees will eventually 
pvw to provide shade
10. Detail of the rock 
climbing structure
11. The faceted climbing 
structure forms a 
colourful coda to the 
embracing canopy
and activity pods

Youth Factory 
Merida, Spain 
Selgas Cano
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Solgas Cano conceived the Youth Factory 
as a large, inviting r.'anopy, open on all sides to 
all-coiners. A metre thick and lit from inside, 
the roof forms a curving Imirpin, rising to 
more than 12.5m to include the climbing wall. 
Its space frame structure is supported by the 
ovoid pods of the activitj’ rooms, together 
with other pods for offices and serrdces.
The open ground level around the pods is a 
polished coiicit*te surface for skating, witl> an 
outdoor amphitheatre in its centre and sitting 
areas for other activities on its edges. Though 
apparently open to its surroundings, its site is 
enclosed in a simple mesh fence with various 
gates. The architects planted 100 trees around 
the building for future shading.

The canopy and sj)aces of the Youth 
Fa<5tory are clad exclusively in transluctmt 
sheets of orange and white polycarbonate, a 
millimidre thick. Tt was the cheapest material 
we could find,’ Selgas explains. ‘It’s virtually 
indestructible, and can be shaped any way you 
want. You just screw it in place and stretch.’ 
The material also allowed for a considerably 
lighter structure. For thermal conditioning, 
the double layer of polycarljonate acts 
much like a conventional ventilated facade, 
according to the architects. They provide<l top 
and Ixittom ventilation, and extra insulation 
in the ceilings of the activity rcM)ins.

Selgas and Cano have made plasties 
one of the main areas of investigation in 
their work. Their home outside Madrid 
features large windows glazed entirely in 
methacrylate; th(' Badajoz Congress Center 
has |H)lycarlK»nate, i>olyester resin and 
methacrylate; and the Plasencia Auditorium 
and Conference Center is clad in ETFE.
I asked the architects how they could justify 
using these petroleum-based materials in a 
practice that prides itself on its respect for 
the natural enrironment and its resources.

They replied: ‘The lightest material is clearly 
the one that has the least amount of material 
in it, so consumes the least in its production. 
Gkiss requires 20 times more material than 
the ixdyearbonate we use, and much more 
energy for it s recycling plastic melts at 
200“C and ghiss at 1,723°C. “Ecological” 
materials don’t exist. What you actually have 
is the material best suited to each occasion.’

As with most construction projects in 
MfTula, the building process was prolonged 
by the discoverj' of archaeological remains on 
the site, from the Roman city of Augusta 
Emerita, a settlement esbiblishod in the first 
century Al>. Archaeologists found nothing 
worth documtmting, but Selgas Cano raised 
the building on a 1.6m high berm to protect 
the site, evenly distributing structural loads 
over a ground slab without footings.

The Youth Factory and Perimeter Building 
are both operations of urban conditioning, 
in which enclosed spaces are secondary to 
.shaded outdoor space. The urbanity of the 
Factory is more kinetic, dedicated to 
movement, activity and social interaction, and 
this is reflected in Its fluid forms, whore poles 
of attraction power the circular movement of 
Its plan. Thc! Perimeter Building, in contrast, 
aspires to be timeless. As a surgical operation 
on the urban fabric, it belongs to the tradition 
dating back to Baron Haussmann in Paris 
and Pope vSixtus V in Rome; Sdnehez Garda 
himself compares it to the Baroque Plazas 
Mayor in Spain. But his work does not seiwe a 
Baroque operation of representation, creating 
a space ^vhere grand public ceremonies can 
be held. Tlie plaza is ‘abstracted’ from the 
present of the city, as the architect obser>’es, 
and is a space not so much for bringing people 
together as for contemplation, in which we 
observe the* presence of others in the space 
as part of our solitary aesthetic reverie.

12. The thin shin of orange 
and wrhite polycarbonate 
sheeting responds to the 
compleiities of form and 
results in a lighter and 
more economical volume
13. The undulating canopy 
forms a shaded space for 
activities and socialising
14. Even at night, the 
building is animated, 
its polycarbonate skin 
suffused with light

Youth Factory 
Merida, Spain 
Selgas Cano
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15. The fculptured 
groundscape also 
attracts cyclists
16. Dneofthe pods, 
which can bo used as a 
classroom, rohoarsal 
spaco or meeting room 
iT.Tbe^ound plane
Is a floxible armature 
for different functtons 
18. Computer suite: 
the bulldingis serious 
as well as sporty
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Youth Factory
M6rida, Spain
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Architect
Jose Maria
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Structurai engineers
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exploded projection
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The reinterpretation of three 
traditional housing types creates 
spatially rich dwellings for residents 
and a new urban model for Berlin

BIGyard project 
Berlin, Germany 
Zanderroth 
Architekten
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of writers, artists, designers 
and students - tlie ‘pioneer’ 
demographic that can be relied 
upon to inhabit, invigorate and 
eventually reinvent down-at-heel 
neighbourhoods. There is an 
inevitable next chapter to this 
cycle in which the area becomes 
so desirable that the bohemian 
crowd are priced out of the 
market and eventually move on 
to pastures new. Community 
building projects can be seen as 
a show of defiance; a proactive 
refusal to be priced out of - or 
into - a particular part of town.

Tile BIGyard project 
demonstrates the extent to 
which this resistance movement 
has now come of age. With 4S 
sizeable and spatially complex 
dwellings and 72 members of the 
partnership board, the project 
is an Impressive display of 
both architectural and 
organisational dexterity.

Yet it is still very much a 
project with attitude. Its sheer 
chutzpah proclaims its liberation 
from the invisible forces that 
dampen the ambition of the 
vast m^ority of housing projects: 
the inherent conservatism of 
those providing project finance 
and customer mortgages and the 
vast army of forecasters - estate 
^enis. marketeers - whose 
expertise lies in second guessing 
the prejudices and tastes of an 
imaginary customer. Real ixK)ple 
constitute an infinitely more 
engaged and engaging client.

The end result of this collective 
consciousness is a judicious 
mix of prudent economy and 
outlandish self-indulgence.
The essential massing and form 
are highly efficient. The site 
is divided into three strips 
a central area ol' landscaped 
space sandwiched between 
two long narrow housing blocks. 
The development’s external 
articulation is restrained; the 
street-facing facade suggests a 
straightforward gridded structure 
that belles the complexity of the 
buildings behind.

Communal facilities range 
from four guest apartments 
that residents can rent on a 
short-term basis for nsitors to a 
250m^ roof terrace complete with 
summer kitchen and views across 
Berlin. But the real extravagance 
lies in the decision to opt for 
multi-storey dwellings. Homes 
are divided into three types. A 
terrace* of 23 four-storey narrow 
tou-nhouses addresses the street.

The ‘hidden’ block, stacked 
up against a 22m-high solid 
fire wall that marks the rear 
boundar>’ of the site, consists of 
10 three-storey ‘garden houses’ 
topped by 12 three-storey 
double-aspect pe>nthouses. 
Volumetric gymnastics take 
precedence over the prevalent 
commercial imperative of 
maximising fioorspace. Living 
spaces revel in a luxurious 
4.2m floor-to-ceiling height.
Split levels abound.

REPORT
ISABEL ALLEN

To an outsider Zanderroth 
Architekten’s BIGyard project 
in Prenzlauer Berg, Berlin, is an 
exemplar of an increasingly 
ubiquitous building typo: 
new-build housing that takes its 
cue from industrial buildings 
converted into residential use.

In England, the phenomenon 
is neatly illustrated by the 
tr^ectorj' of the residential 
developer Urban Splash, w'hich 
cut its teeth and made its name 
converting Manchester’s wealth 
of disused warehouses into 
contemporary lining space. 
Making a virtue out of necessity, 
it develoiHjd a trademark 
aesthetic of open-plan spaces, 
generous floor-to-ceiling heights, 
industrial finishes and repetitive 
facades: qualities that quickly 
became de riguer on its 
substMiuent new-build schemes.

While the warehousc-tumed- 
apartment vibe is a leitmotif of 
post-industrial society, it is 
something of an anomaly in this 
particular part of town. Built 
as part of the masterplan for 
Berlin set out by James Hobrecht 
in 1862, Prenzlauer Berg has 
held on to much of its original 
incarnation as an organised 
composition of late 19th-centur>' 
multi-storey tenement blocks.

Conceived as a working class 
district, it lias historically 
attracted a bohemian crowd

BIGyard project 
Berlin, Germany 
Zanderroth 
Architekten

1. (Previous page, left) 
enablingthe spatial 
complexity of Hie 
townhoeses, Hie strongly 
sculptural staircase 
provides a dynamic moHf 
to all the floor levels.
Tlmre are 'two' ground 
levels: a lower one meeHng 
the street, and this upper 
one. which gives on to Hie 
rear garden
2. (Previous page, ri^t) 
cress secHon through 
site: on the left are
the street-facing 
townheuses; on the 
right. Hie garden houses, 
with penthouses above
3. Concept sketch of 
the garden made by Hie 
landscape architect
4. ‘An ak of congenial 
chaos’: while Hie dwellings 
provide opportunity for 
privacy, the shared green 
space is the social centre 
of the schemelocation plan
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5. (Ri£lit)viewfrom 
the penthouse, across 
the roof terraces of 
the townhouses, to 
Prenzlauer Berg beyond

Fv"5?:-V
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BIGyard project 
Berlin, Germany 
Zanderroth 
Architekten
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BIGyard project 
Berlin, Germany 
Zanderroth 
Architekten

.a/ p

.A p

1

townhouse; 
ro6f plan

townhouM: 
level two

townhouM: 
garden level

6. The townheuees 
offer the echeme's only 
•treet-facing presence, Its 
Ridded structure belying 
the complexitv of the 
composition behind
7. Away from the shared 
strip of green, the 
townhouse offers private 
exterior space on Its 
grassy roof garden
8. (Opposite) the 
garden-facing elevations 
pick up the rhythm of the 
counterparts to the street, 
but have mere generous 
and sociable iHienings

iiL

0 Sm
townhouse: 
level one

townhouse: 
level three

townhouse: 
street level
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ev olved. Tufts of grass give \\ ay 
to patches of spinel, aping the 
natural pattern of seaside dun<*s; 
flowerbeds are ragged around 
the edges. An air of congenial 
cliaos ingeniously pre-empts, and 
even invites, the inevitable ad hoc 
ijiterventions and general wear 
and tear of the environment.
All Arcliigrain-esque play{>od on 
wonky stilts wears an air of 
benevolent surprise - as tliongli 
it lias turned np to the wrong 
party but is happy to stay.

There is a dreamlike quality, 
simultaneously evocative of the 
meadow, the miMinscape and the 
village green. A reminder that, 
at their best, community housing 
projects arc not born simply of 
ecoiiomie necessity or defiance, 
but of optimism too; a collective 
crusade to lift everj'daye.xisteiice 
on to a more poetic plane.

There is a clear thirst for 
theatricality, but also a 
rtsiognition that our houses 
are no longer simply homes but, 
incr€*asiiigly, the places in which 
we work, study, socialise and 
shop. A demand for dwellings 
that celebrate the rituals of 
domestic life family tca-tinu', 
Sunday liiiieli - but that also 
allow for prii’acy, a change of 
scenery, a change of mood.
For spaces that earn their keep.

The tension between private 
and professional, sociability and 
solitude, is at its most explicit 
in the design of the townhouses, 
which include a designated 
ground floor workspace complete 
with shop window into the strt*et. 
But it is evident too in the 
patchwork of studios, patios, 
terraces, balconies and green 
roofs that pervades the scheme;

indtHjr and outdoor territory for 
contemplation and retreat.

But the project is more than a 
deft composition of disparate 
parts. BIGyard is billed by the 
architects as an ‘urban village’: an 
analogy that speaks of community 
but also of self-containment and 
insularity. The image it presents 
to t he city - the nostalgia for 
workspace-turned-liviug-apace

signals a detachment from 
this n'sidential neighbourhood; 
an affinity with those who have 
sought to appropriate different 
building types and to change 
the way in which we live.

For all its professionalism, 
this is a highly ut<jpiiin proje<rt.
Its belief in the value of a 
chuirly-defined community is 
perhaps best expressed in the 
narrow landscaped courtyard 
that is not only coneealiKl from

‘There’s a recognition 
that onr houses are 
no longer simply 
homes but places 
in ^vhich we work, 
study, socialise, shop’
tile outer world but which 
constitutes the project’s heart. 
This compsict space l,.‘J00m* 
in all sen-es as front garden, 
back garden, play space and 
Ullage green; a precious asset 
in a part of town that lui-s an 
abundance of small children 
and a dearth of open space.

Its success lies in its easy 
ambiguity. Its myriad r<ilos 
interweave and overlap. Crafted 
with a faux sang-froid, it suggests 
a landscape that has naturally

80 .UllOOTOHKKaoil



BIGyard project 
Berlin, Germany 
Zanderroth 
Architekten

garden house: 
level two

penthouse; top level
M3

II

garden bouse: 
level one

penthouse: entrance level

9. The garden house gets 
all its daylight from Its 
garden-facing elevation. 
On the ground level, the 
relationship to the exterior 
is mediated by the terrace, 
which has an inset front 
door and a glazed folding 
wall which can open up 
the front space. In the 
photograph It is shown
as a single large space, 
whereas the plan offers a 
partitioned option
10. The baicooied space on 
the garden house's top 
level is also flexible, shown 
here as a bedroMn, but as a 
living room in the drawing
11. The triplex penthouse is 
entered on Its middle floor, 
with this image's living 
accommodation placed 
below (bedrooms are on 
the top floor). A glazed 
wall offers views over
the townhouses to the 
city skyline

Architect
Zanderroth Architekten 
Project team 
Christian Roth, Sascha 
Zander, Kirka Fletzek, 
Diana Gunkel, Guido 
Neubeck, Konrad Scholz. 
Lutz Tinius 
Landscape architect 
Herrburg
Landschaftsarchitekten
Switches and sockets
Gira
Client
Owned by joint building 
venture of 72 partners 
Photographs 
Simon Menges

penthouse: lower level

0 5m
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REVISIT

REFRAMING 
PARK HILL

Inspired by Corb’s Unite, Park IliU 
in Sheffield is Europe’s largest listed 
building. Designed in the 1960s by 
two pioneering architects, it thronged 
with international visitors for the next 
decade. Yet as Modernist high-rises and 
equality fell out of fashion, the socialist 
ideal tm*ned mto a ghetto. Today, 
developer Urban Splash is aniniatmg 
its streets agam with a bold progi’amme
PETER BLUNDELL JONES

AR OCTOBER 2011 S3



equality wa« eroded, social Ijousing became 
the ghetto of a suppressed underclass, and the 
more active, capable, and employed were 
encouraged to buy themselves out, leaving 
the disadvantaged in possession. The political 
changes enacted by Mai^ret Thatcher were 
ac4!ompanied by a growing prejudice against 
modeni architecture, against concrete, 
against high-rise building in general. Oscar 
Newman and Alice Coleman had their say and 
buildings became causes of crime.* Lack of 
care and maintenance added to building 
failures due to un|)erfected techniques in a 
kind of self-fulfllling prophecy, so 60 years 
after slum clearance, new slums stood again.

At the same time, the reputation of 1960s 
architecture sank into a trough of despair, 
betw'een being current and historic, and 
now much is being destroyed, especially in 
Shotlleld, which has a short memory for its 
own triumphs.® The Kelvin, third sister of 
Park Hill, was mercilessly erased a decade 
ago, and its second sister up the hill, Hyde 
Park, was subjected to a PoMo facelift, which 
destroyed its integrity. There was a great 
temptation to destroy Park Hill too, and 
the site could easily have been suburbanised 
with a peppering of pseudo-traditional boxes. 
But it is nearly in the citj’ centre and next 
to the railway station, an advantageous 
position with much impact on the city skyline. 
Furthermore, if as a nation we are to keep 
any housing reminding us of that era - and 
some is needexl of every era - is not Park 
Hill the paramount example? After much 
pondering, Knglish Heritage was bold enough 
to designate it the largest listed complex in 
Europe, but what was to be done? Recreating 
the ethos of social housing in a changed, even 
‘broken’ society would be difhcult, far beyond 
the means of the City Council. I landing it over

AR DECEMBER 1961Sheffield grew up around producing steel, 
in the 18th century knives and tools, in the 
19th century heavy industry, with a high 
population of low-paid but skilled manual 
workers. Social provision was important from 
early on, and before the 20th century, the citj- 
boasted the best collection of board schools 
outside London. In the ora of slum clearance 
and provision of n<‘W' houses following 
the Second World War, heavily bombed 
Sheffield was again at the forefront, and 
Park Hill marked the peak performance 
of Sheffield’s City Architect’s Office as run by 
J Lewis Womersley, regarded by Nikolaus 
Pevsner as an outfit of national importance.’ 
Public service for local authorities was then 
viewed not purely as altruistic - building the 
Welfare State - but also as exciting and 
progressive. Park Hill w'as designed by two 
young architects almost fresh from university, 
Jack Lynn and Ivor Smith, but executed 
under the watchful eye of Womersley and 
built by the council’s own labour force, 
allowing consistency and control of detail.
The urbane Womersley smoothed the way 
politically and carried the Labour Council 
with him, even organising a visit abroatl 
to progressive examples, which included 
Le Corbusier’s t*nit6 d’Habitation.*

The h{)nsing scheme was completed in 
1060, with accompanying pubs, schools and 
other shared services. It proved popular 
with its residents, who loved their flats and 
soon formed an effective association. It was 
also much lauded in architectural circles, 
Including star treatment in Reyner Banham’s 
The New Brutalism? Its size and hillside 
location made it the prime example of 
‘streets in the air’ nationally, and for a decade 
or so it tlironged with international visitors. 
Then came a gradual decline as tlie ideal of

REYNERBANHAM

'When one loolie out from somo part of Park Hill 
and sees another of its limbs swinging across the 
view, the effect Is like that of suddenly realising 
that the railway lines on the other side of some 
valley In Switzerland are the same that one’s own 
train has just traversed a few moments before.

The chances are that the vantage point from 
which the other limb Is viewed will be on one of 
Park Hill's much discussed street-decks, and that 
what one recognises on the other side of the site 
is not merely another street-deck, but another part 
of the same street-deck. For the ultimate unity 
of Park Hill depends on the inviolate continuity 
of horizontal communications; the street-decks 
make it possible to walk to any other point on the 
same floor level without ever having to go down 
to ground and come up again.

But these decks are more than glorified 
access balconies. Their width is sufficient to 
accommodate children’s games and small wheeled 
vehicles. Functionally and socially they are streets 
without the menace of through vehicular traffic, 
and a Itvety argument is developing, and will 
continue, about the social function in particular.' 
This is an edited extract from ‘Park Hill Housing, 
Sheffield' by Reyner Banham. Road the full version 
atarchltectural-review.com/ParkHillArchive
3

I. (Prsvieus page) aerial 
photograph of Park HHI 
sooa after comtmctkHi. 
a* seen from the sosth, 
with induetrial parts of the 
city beyond. The railway 
station is jest out of shot 
(bottom loft). The blocks 
iiso to the same herizental 
level, but increase In 
height as the hill faNs away 
Z Site plan pubHahed In 
the Sheffield iesue of 
Ar^Meefwa/ Deargn In 
September 1961. showing 
rotten of Park Hill 
(lowof right ef centra) 
to city centra (loft). Town 
hall, cathodral and city haM 
aro outlined in black (loft),

but it is the Modomist 
buildings that are Macked 
in: the now Mgh-riso market 
(centre), polytechnic (lower 
centre), Park Hill (right) 
and Hyde Park (far right). 
Egually crncial ia the new 
ring road (stroots bordered 
in Hack), counterpart ef 
the pedestrian segregation 
of 'streeta In the air’. 
Contours show topography 
along with two rivers: loop 
of Don at the top and buried 
Sheaf as a dotted lino
3. Reynor Banham's 
critical essay 'Park Hill 
Housing, Shsffiotd'. In 
Tibo Arck/rscfura/ Aerie w, 
puWishtd in December 1961
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4. The size end hillside 
lecatieii of Park HIH 
aiade the coaiplei a 
prime natienai example 
of 'streets In the air’ 
whenbuilfial96l 
B. Lack of malatenaiwe 
added to the bnildini's 
erosion, documentod 
in a photograph by 
Keith Collie in 2008
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6. Plan of fh« proposed 
refurbishmenr and 
redevetopmont of Hie 
Park Hill stte by Urban 
Splash, with nertb at 
the top. The raitway 
runs through the Shoaf 
Valley on the left and 
the land slopes up from 
left to rl0it. The tallest 
refurbished blocks with

the new public entrance 
are top left. The right-hand 
edge shows new buildiiigs 
projected for a later stage 
7. Sketch by Christopho 
Egret shewing his initial 
response to the site 
6. Park Hill Mock stripped 
back to the naked frame 
for concrete patching 
before the infill Is added

46»et
I ■•c
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also be done witli 1900s housing, but a bold 
programme of changes was needed to reverse 
degradation, correct original faults, supply 
now social and commercial content in place 
of old community elements, and inevitably to 
change the image. It appointed as architects 
Hawkinfi\Brown and Studio Egret West, and 
as landscape architects Grant Associates.

high and about 10m wide would permit a 
habitable room each side and centrally 
serviced bathrooms, while gallery access 
was preferred to a double-loaded corridor.
By making maisonettes with internal 
staircases it was possible for one gallery to 
serve three floors, an arrangement pioneered 
at Ginzburg’s Narkomfim Building in Moscow 
of 1928. Greatest design Ingenuity went 
into planning interlocking flats of dilTcrent 
sizes, making best use of the limited space. 
Although the design phase predated 
publication of Parker Morris,* it belongs to 
the period when those standards were being 
set, and they now seem generous, in relation 
to the products of mass house-builders.

Also typical of the period was a generous 
provision of green space, the green lung 
promised by Le Corbusier as a recompense for

to the National IVust in order to recreate 
steelworkers’ housing with actors dressed 
for the part would seem laughable, although 
that is what we do with ooiintrj' houses. No: 
clearly a radical reinterpretation was needed 
involving changes of content and form, if only 
to reinvigorate the deprived territory and 
sustain it in a capitalist world. A few years 
back, a draft mission statement from English 
Heritages declared defensively ’conservation is 
not about man^iging change’, but In the case of 
Park Hill that’s precisely what it is.

Enter Urban Splash, the Manchester-based 
property developer with a reputation for 
ambitiou-s design-led conversions, several 
successful past i>rojects in their portfolio, 
and an impressive survival through the recent 
economic crash. What they could do with 
a 19th-century industrial mill could perhaps

TheOri^nal Design
Striking in the original publications of Park 
Hill is the tack of contest, as if the buildings 
stood freely on a virgin site, but this was 
typical for the time. New’ housing could 
follow its own formal rules without stjiistic 
concessions. It operated within a system 
for mass production of parts and to produce 
volume w ith a small team. The logic w'as 
straightforward: a slab block op to 18 storeys

B6 AKIOC'TOUKU^OU



ARI OCTORKIl 2011 87



9.ParliHillm«k«« 
a significaat impact 
on fhacHyatiyllM 
(O.Ardiltact'a 
skatcli thowiaf hew 
ttMeriglMl frame 
mitfit be interrapted 
and reinterpreted 
H. Elevatien ef facade 
showifi{ Hie complei'* 
refenettraHen, with 
glazing increased from 
one tMrd te twe thirds
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the density of the Unit^ d’Habitatioii. In 
ShetReld’s case, there was the excuse of a 
former deer park, but the re-transformation 
was arguably un-urban, for by the early 19th 
century the former park had been subsumed 
under a dense street pattern, whicli covered 
the whole Sheaf Valley. Streets between 
back-to-backs led dou-n past pubs, schools 
and chapels to a major artery on the line of 
the buried river. It was a typically Modernist 
move to obliterate all this, although 
Womcrsley and his architects did intend to 
substitute a now kind of urban continuity 
by separating pedestrians from trattic and 
carrying them across to the city on a system 
of decks and footbridges, an extension of the 
streets In the air tliat was never completed.

Park Hill’s isolation was increased by 
greening the space between South Stret^t and 
the railway. It was too steep: the architects 
chose instead the gentler slope between South 
Street and Duke Street, and it is telling that 
the first publications include drawings of 
ground conditions and contours, for changes 
of level were at first a problem but finally the 
making of the scheme.^ Because of the hill, 
the streets in the air could meet the ground at 
one end, and due to the irregularities of 
site in plan and section, Walter Gropius’s 
parailel lines of the Zeilenbau development 
the automatic Modernist solution was 
precluded. The key to the layout became 
instead the development of connecting 
knuckles between the slab blocks angled 
on plan at multiples of 22.6°, allowing the 
blocks to snake about on the site to take best 
advantage of terrain and light. The departures 
from right angle in plan, highly unorthodox 
for the time, also made good sense in the flats, 
allowing more aspect than with corners at 90°. 
The changing, turning blocks lent Park Hill

a picturesque appeal that contributed to its 
international popularity, reading as far less 
numbingly repetitive than more supposedly 
‘rational’ housing schemes of its size.

Although its streets in the air have boon 
much criticised, they have a degree of 
inevitability. Walk-up flats paired around 
staircases work only up to three storeys, 
four if the top one is a maisonette, so higher 
developments require horizontal accef» to 
sliare expensive lifts. Side galleries with air 
and views are preferable to double-loaded 
corridors, also permitting double aspect even 
if one side is compromised. The trick of one 
galleiy to every three floors brought the triple 
advantage of economy, unimpeded aspect on 
intennediate floors, and social concentration; 
bringing more people together for chance 
meetings and self-policing. The logic still 
holds if one accepts the inevitabilitj’ of flats 
for high densities in urban situations, as exist 
in cities worldwide. It may be that without 
open space, sufficient density might have been 
achieved in courtyard housing, but so close to 
the centre of England’s sixth largest city, an 
urban typologj- was and remains appropriate.

PARKHILL TODAY

PROJECT PERSPECTIVES

The AR has gathered three supplementary views 
on the project: Jan Fitzgerald from Sheffield City 
Council explains how Park Hill's turbulent past has 
informed its reinvention; Mark Latham at Urban 
Splash describes the challenges and opportunities 
of taking on Europe's largest listed building; and 
- perhaps most importantly - a resident who has 
lived there for more than half a century shares 
her reminiscences and thoughts on the new 
scheme. All these interviews can be found online 
atarchitectural-review.com/ParkHilllnterviews

w

■51
1

■339 I
.. . i

i

IThe Reinterpretation
The Brutalist identity of Park Hill depended 
on frame and infill, which produced the 
rhythm of the structure, the layering of 
the facade, the contrasting textures of in 
situ concrete, precast concrete and brick 
panels in two colours. The original elevations 
were not so much comiK)sed as allowed to 
develop in response to the changing sizes 
and types of flat, enlivened by the layering 
of galleries and balconies.^ Kehirbishinent 
architects Hawkins\Brown and Studio 
Egret West agreed with English Heritage 
about the primacy of the concrete frame

Tl
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r

V .

15. Scctisfi through 
the Mock at iUim storeys, 
showing two groups of 
malsonottos, each fed 
by a mMdIa laval gallery 
and the bottom three 
storaya given over to 
communal and 
commorcial utes

16. The Mock ia glazed to 
attract residents and 
cuetomers from either 
directioN and allow 
^impses through
17. A generous paved 
walkway typifies tho 
free clrculafloR of the 
streote in the air
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REVISIT

inviting personal display as well as alk>wing 
supervision. It would bo a good place to live.

Getting to the ground now occurs through 
paired glazed lifts facing the view, much 
more in\iting. A bold spiral stair with shiny 
balustrade articulates the connection and 
plays within tho frame. Arriving at ground 
level, you might in future step out next to 
a newsagent and take your paper to a comer 
caf6, or visit a hairdresser further along 
before strolling otf to the nearby tram-stop. 
Such close-hand sociable and commercial 
activities are the essence of civilised city life, 
and in a determined bid to attract them,
Urban Splash has designated the bott om 
three storeys at tho north-east as shops, caf6s, 
and other businesses, with decked terraces for 
sitting out at ground level. Fully glazed both 
sides, they should attract customers from 
either direction and allow glimpses through.

Park Hill’s original social provision was 
generous, with a nursery, a priinar>' school, 
a chapel, a small shopping centre, three pubs 
and five children’s playgrounds. But much 
proved unsustainable and fell away, for it 
was too self-contained, reseired for the 
residents rather than for the rest of the city. 
Further to break this isolation, Urban Splash 
and its architects have cut a four-storey 
gateway at the north-west corner closest 
to city and tram-stop, adding a generous 
paved walkway to welcome people through. 
The previously neglected surrounding 
landscape has been imaginatively redeveloped 
by Grant Associates with large trees, a new 
planting scheme and good-quality paving. 
Further round to the south-west an 
amphitheatre has been formed in the slope of 
the hill to enliven the climb from the railway 
station. Whether it will actually be used for 
performances is currently less important than

‘the grid’ as they call it and although it 
had spalled in places, a successful technique 
was developed to excavate faults, clean 
reinforcement and patch It up. Also highly 
important to maintain character were tho 
batlly eroded precast balustrades, which wore 
replaced in a modified and lightened form. 
More controversial was the treatment of the 
infill, since windows needed replacing and the 
solid parts insulating. Rather than n;peating 
the original foiiestration, the architects 
decided to enlarge the glazing two thirds 
instead of one third - and to ventilate via side 
panels to keep the main windows simple. 
Instead of rei>eating the brick infill they clad 
solid parts in brightly coloured anodised 
ainminium panels, the most radical change? of 
image, but swallow’ed by Knglish Heritage 
after some debate over colour. It was essential 
to declare tho refurbishment to the world, as 
well as making the flats trendy and attractive.

Within tho block, rooms could be 
reassigned in new combinations, and 
a relative generosity of space could be 
attained by reducing the assigned number 
of Inhabitants. In the first completed flats, 
high-quality finishes and minimalist detailing 
combine with well-planned built-in furniture 
and previously spartan bathrooms have 
become luxurious. In a reminder of Brutalist 
origins, selected structural walls and beams 
are left stripped and naked, with scars of 
previous seirices. The big new windows 
welcome breathtaking top-floor views across 
the city and the restored lialconies exploit 
the generosity of the layered facade with a 
changeable relation to tho outside world.
On the entry aide timber extensions invade 
the formerly bleak streets in the air, adding 
storage within and recessed porches without. 
New comer windows are a nice touch,

T
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the change of image as an essential catalyst to 
bring commerce and new public life.

Not all the original tenants have left, 
and some await transfer to the refurbished 
blocks. The City Council intends for about one 
third of refurbished flats to remain as social 
housing, let through an agency calle<i Great 
Places, and priority will be given to former 
residents. This means that two thirds is being 
privatised (and gentrified), whereas communal 
sendees will be straightforwardly commercial. 
This was the best deal the City could get, with 
others taking the main risk, and if it succeeds 
it should allow a mLxed community to grow 
and change in place of a social housing ghetto, 
but little will remain of the altruistic if also 
paternalistic aspirations of the Welfare State.

From a building conservation point of view 
too, much has changed, and we may yet regret 
the lost authenticity, but Park Hill is bettor 
presented in an altered state than not at all, 
and for the sake of its inliabitants’ memories 
as well as for its architecture. Another wanton 
reduction to a tabula rasa has been avoided, 
kinder to the planet in terms of embodied 
energj' and lower running costs. A more 
thoughtful and interesting architecture has 
arisen than standard now-build, and it is 
happily less constrained by the existing than 
inspired by the challenges of reinterpretation. 
Ever>' place has its qualities: there are always 
layers, memories, a potential palimpsest, 
but there is also always need for change, 
which makes pure consen’ation a rarely 
realisable ideal. Reinterpretation is the 
middle way, and it need not imply 
compromise. The debates surrounding wliat 
to do with Park Hill revealed a heartening 
will to understand and to work with the given, 
whether or not the right predictions have 
been made about what it will become.

19 20

1 In Nikolaas PevKner, Yorkshire 
West Riding (Buildings of 

England), IVn(fuin. Ix»ndon,
1067, PP446-449, the author 
praises Womersloy for rocofnusing 
the potential of the city and rates 
1050s KhefQeld as second only
to London for arehitectural 
development. Pevsner calls 
Park ilill ‘sensationaT. A 
good visual record of the city's 
achl«»veinent is the HheffleUl 
issue of ArcAi<fc/ura/ Design, 

September 1961.
2 See Andrew Saint, Park UiU: 

What Nextt, Architectural 
Association, London, 1990, 
for the l)CBl general essay on 
Park Hili. Saint acknowledges 
as his primary source the PhD 
thesis of Christopher W Bacon,

University of Slieffleld, 1982.
3 Keyner Banham, The

New Brutalism, Architectural 
Press, London, 1964.
4 Oscar Newman,
Bpace, Macmillan, New York,
1972; Alice Coleman, Utopia on 

Trial, Shipman, London, 1986.
6 Several school buildings by 
Womersloy’s office have gone, 
including Tapton, and its market 
building is set for demolition, 
as is Yorke Rosenberg and 
Mardall's Cole Brothers, 
now John l^wis. Avanti Architects 
has completed a wonderfbl 
restoration of OolUns, Melvin, 
Ward S Partners’ University 
Library, but the firm’s other 
university buildings have been 
handled less sympathetically.

6 Parker Morris Committee, 
Homes for Today and Tomorrou:, 

HM80, London, 1961.
7 See Jack Lynn et al,
'Park Hill Redevelopment 
Sheffield’, RIBA Journal, 

December, 1962, pp447 469.
8 As oonfesse*! by 
Jack Lynn, ibid, p454.

Pictare ere#ts
1, BillToomoy, RIBA Library 
Pholograplu Collection
4. John Donat, RIBA Library 
Photographs Collection
2. Architectural Design, 
September 1901
6 & 8. Keith Collie 
9,13,14,16.17&18.
Daniel Hopkinson 
19 & 20. Peter Bennet
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of thinking, is kept alive and 
contemporary, remade as a fertile 
resource for today, one that 
enlightens and expands 
architecture’s potentials.

Such studies tend to be 
undertaken by academics and are 
published sporadically in journals 
or books. They typically ignore 
the building in use, maybe 
discussing functional concepts 
but not their success or failure. 
The AR has and will continue to 
publish such essays. (They seldom 
arise from commissions but from 
eureka moments or pondering 
and lecturing about a design.)
Key essays include now famous 
examples like Colin Rowe’s ‘The 
Mathematics of the Ideal Villa’ 
(AR March 1947) and Richard 
Radovan’s ‘The Pavilion and the 
Court’ (AR December 1981).

The other sort of revisit is 
seemingly more prosaic.
Yet it is even more useful in 
expanding the knowledge base 
that guides practitioners and the 
development of architecture.
This kind of research is rare in 
academe, a gross dereliction of an 
essential service to architecture 
that it is arguably best placed to 
provide. These revisits focus on 
the building in use and all aspects 
of its perfonnance over time, 
from which an immense amount 
can be gleaned. It is this sort 
that the AR is introducing as a 
regular series.

Although most architecture 
departs little from the 
conventions of its time, there 
has always been some innovation, 
in the forms and stylos studied 
in historj', to accommodate 
new functional programmes 
and to exploit new materials 
and techniques. The Victorian 
period, for instance, was 
immensely innovative in 
exploiting new materials and 
devising new building types.
But the AR revisits will be 
confined to modern architecture, 
particularly those shaped by 
innovative social concepts.

Most modern and 
contemporary buildings 
also simply rework standard 
solutions. Yet, even if only as a

Most architects, surely, have 
wondered about the fate of 
certain Imildings, published 
with fanfare and now seemingly 
forgotten. Did that radical idea 
for providing flexibility really 
work? Did that network of open 
spaces come to life as envisaged’! 
Did those stuck-on pediments 
ensure popularity? Did those 
flimsy cladding panels last, 
corrode or succumb to vandalism? 
Having no answers to such 
questions deprives us of 
immensely useful feedback.
We have learnt too little from 
how realised buildings, their 
generative concepts and technical 
innovations have i)orformed 
over time. Recognising this, 
the AR introduces a regular 
series of building revisits, 
starting with this issue.

A building revisit is a 
retrospective reappraisal 
of the stmeture. ’Two kinds 
are particularly germane: the 
reinterpretation of the original 
work; and the analysis of how 
it has actually performed over 
time. Both sorts, done well, help 
us learn and build on lessons 
from the past - the latter sort of 
revisit is particularly useful in 
relation to the numerous, more 
experimental buildings of the last 
half century or so. And if, as many 
assume, we are nearing a pivotal 
moment in history when many 
assumptions most be rethought, 
then both sorts of revisit are 
urgently relevant in highlighting 
what to take forw'arda into future 
approaches to designing and 
assessing architecture.

THE URGENT 
CASE FOR 
REVISITS
Too little has been learnt from tlie 
arcliitectural experiments of the last 
century. To overcome this historical 
myopia, a new series of revisits assesses 
the outcome of past social and technical 
innovations, to seek more informed 
answers to today’s pressing challenges
PETER BUCHANAN

Re*readlng designs in the present day
The first sort of revisit re-reads a 
well-known work, reinterpreting 
it, providing new insights into 
its generative concepts and 
composition • or speculating on 
the former, which may bo 
unrecorded or never consciously 
articulated. Such revisits deepen 
our understanding of n design, 
and often too of the potentials 
of architecture generally, while 
assessing its relevance to ite 
0W7I and our times. Thus an 
arcliitectural work, or a way

negotiated a roate 
between vision and 
buildablllty. Completed 
worb placed services 
arennd pertmetere - but 
would Kisho Kurokawa's 
unbuilt Helix City Plan 
(1991) have been an Ideal 
solution or a step too far?

Solving today's problems 
will require a balance 
between eiparimentatlDn 
and plausibility. 
Understanding the past’s 
radical architecture 
can guide predictions at 
future experiments. For 
example, the Metabolists
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minority strand within it, 
architecturo since the beginning 
of the last century or so has 
been a hotbed of innovation 
and experimentation, as 
encouraged by Modernism’s 
utopian ideals and rhetoric. 
These advocated shedding the 
shackles of historic convention 
and starting designs de novto^ 
bringing new approaches to 
form and the organisation of 
socio-functinnal relationships, 
and adopting the latest materials 
and techniques as almost a 
moral impm-ative.

‘universal space’ to Louis Kahn’s 
‘ser\'ed and servant’ spaces, and 
their combination in the tartan 
grids of served and servant zones 
developed by Arup Associates. 
Other approaches range from the 
Metabolists placing equipment 
and services around the 
perimeter for easy repair or 
replacement, to Herman 
Hertzberger’s devices — which 
don't dictate a single use but 
provoke creative interaction and 
the discoverj' of imtential uses.

Further impetus for change 
came from Postmodernism’s 
critiques of Modernism, 
particularly of its obliviousness 
to context and culture, but also 
for its arid aloofness from the 
user. The concern with semiology 
might have waned quickly, 
but that with phenomenology 
continues, even If primarily in 
academe. Now the quest for 
sustainability and the impact 
of the computer on design, 
component manufacture and 
assembly processes are further 
drivers of innovation.

Hustainability, among many 
other things, emphasises the 
efficient use of all resources, not 
only energy, exploiting ambient 
conditions, the elimination of 
liigh-embodied energy materials 
and those toxic to manufacture or 
w hen in place, and again the need 
to reintegrate an environment 
fragmented by mtKiemity.
The computer {on which much 
sustainable design is dependent) 
facilitates tiie conception and 
construction of virtually any 
form, raising new questions 
alx)ut the aptness of forms.
Such concerns are changing 
architecture, and how we assess 
that of our own times.

'Phese pressures for change 
have resulte<i in both incremental 
improvements and radically 
innovative, even highly 
experimental, designs that 
have accumulated into an 
immense resource to research.
Yet there has been amazingly 
little systematic rtfsearch into 
thii successes and failures 
(and the reasons behind these) 
of innovative buildings, and even

less of such feedback has been 
published to become general 
architectural lore. Instead, 
we are vaguely aware that 
buildings have failed or been 
demolished, but are uncertain as 
to exactly why, which may be a 
lack of management rather than a 
design failure. Architectural firms 
once responsible for landmark 
buildings have admitted, when 
asked how these are faring, tliat 
they do not know. And many such 
buildings, despite their intrinsic 
interest, have been forgotten.

Even architects presenting 
themselves as studiously rational 
and technocratic, pursuing a 
semi-scientiflc approach, do 
not conduct post-occupancy 
and follow-up studies, nor 
monitor such things as energy 
consumption and environmental 
performance. Yet a useful way 
of thinking about innovative 
and experimental architecture, 
one consistent with the supposed 
spirit of Modernism, is as 
quasi-scientific hypotheses to 
be tested and prov<Hl in terms 
of the building’s performance.
In dialectical terms, this is the 
antithesis stage from which a 
higher level of synthesis will 
derive ns architecture 
progressively moves on.

Such steady improvement 
deiKJiids on even the most 
problematic aspects of the past 
being studied and learnt from 
rather than dismissed.

novel social concepts and 
arrangements, what these were 
intended to achieve and whether 
these have proved successful.

Sustainability brings with it a 
whole slew of new criteria as 
design becomes concerned not 
only with the qualities and 
performance of the building 
itself but also the long-torm and 
global impacts of constructing it

from extracting the materials 
and manufiuituring the 
coiii{>oiients through to the 
recycling of these or their return 
to earth, 'riioro are too many new 
concerns and criteria to list here. 
Although most green buildings 
seem very recent to be contenders 
for rensits, the improvement of 
approaches to green design is so 
urgent that some will probably be 
the subject of reconsideration.

Constraints on time and 
research resources, as well 
as space available in the AR, 
mean that no revisit could 
possibly answer all these 
questions. Instead each revisit 
will concentrate on the most 
appK>site and illuminating points. 
Besides expanding architectural 
knowledge, collectively the 
revisits together should 
contribute to a stock-take of 
the triumphs and failures of 
the architecture of the recent 
post - a necessary part of any 
reformulation of architecture 
as part of the sustainable 
culture of the future.

Although this series is 
Impelled by recognition of how 
vitally urgent revisits ai-e, the 
AR is all too aware of the liinitod 
resources for research of the 
magazine and its authors.
Yet there must surely be many 
studies that have and are being 
conducted, which olfer vital 
information to inform a potential 
revisit, or are sufficient to be 
reworked for publication. The 
AR would bo grateful if those who 
know of any such comprehensive 
and rigorously conducted studies 
would get in touch.

TbU Is an editod version of a 
longer article. Read the full version 
at M’chltectural'review.com/ 
RevisItEssay

The transformation of society
New building types (such as 
open-plan offices, shopping 
centres and airports) were 
developed and older ones 
reinvented (including the 
house and collective housing), 
in accordance with new concepts 
of serving or transforming 
society. Attc^mpts to generate, 
with varying degrees of success, 
some sense of conviviality and 
community have ranged from 
glass-roofed ‘streets’ lined with 
communal and commercial 
facilities linking the blocks 
of a large complex (corporate, 
educational or healthcare) or 
‘streets in the sky’ in housing 
blocks as surrogates for the 
traditional ixisidential streets.

New mechanical and electronic 
equipment now service buildings 
(escalators, air-conditioning 
and fluorescent lighting), and the 
proliferating equipment inside 
with, say, underfloor cabling and 
devices removing the increased 
heat loads. New structural 
techniques and methods of 
analysing and calculating 
structures and internal 
environmental conditions have 
been developed, along with 
thousands of new materials, 
whose long-term corrosive 
and toxic effects are virtually 
unstudied. New approaches to 
conetniction and its management 
have also influenced design.

Accelerating change 
necessitates flexibility, with 
approaches ranging from 
Mies van der Rohe’s gridded

What aspects should be revisited?
So what might form the basis 
of a typical revisit? Bcheines will 
be selected that are illuminating 
to study, because success and 
failure, and the reasons for 
these, can be established. 
(Though failure is frequently 
more instructive than success, 
the concenj is not with finding 
fault but to distil usefril, positive 
guidance for designers.) Revisits 
will ideally include fwdback 
fr'om owmers and users, and thost; 
who manage and maintain the 
building. Performance, not 
aesthetics, is the primary' 
conceni, with emphasis on the 
programmatic, willi the design’s
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EXPLORING EYE

ON THE TRAIL 
OFORANGEFEST
The 12 July celebrations in Belfast have been 
branded as a retail-Mendly attraction by the 
local government, but the move belies tlie 
cultural provocation of a sectarian ritual 

and photographs by Declan O Weill
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At midnight on 11 July, hundreds 
of bonfires are lit throughout 
Northern Ireland. With hints 
of Guy Fawkes or Walpurgis 
Night, these burn-sites are where 
Loyalists and Protestants gather 
annually to celebrate and 
commemorate the victory on 
12 July 1690 of the Protestant 
King William of Orange over the 
Catholic forces of King James II 
at the Battle of the Boyne.

The traditional ‘honey’, as 
the bonfires are called, are a 
place where some communities 
assemble to temporarily renounce 
modern society and to rechai^e 
the tribal batteries. For them, 
these short-lived structures

are a distinctive expre^ion 
of cultural identity.

For others not of this 
persuasion, the bonfires are 
sectarian rituals which arc 
designed to reignito a 
triumphalist and culturally 
provocative identity; they are 
vehicles which are intended to 
induce anxiety and conflict.
Since the bonfires are often 
dressed with the flags of the 
Bepuhlic of Ireland and the 
Vatican alongside political 
elHgies and racial slogjins such as 
‘Kill All Taigs’ or ‘KAT’ - 
taigs l)eing slang for Catholics 

the ‘boney’ starts to look more 
than a little tainted.

Attempts by local government 
and tourist agencies at rc-imaging 
and re-branding the fires and 
other 12 July celebrations as 
‘Orangofest’, Europe’s largest 
outdoor festival, have been 
problematic. There are genuine 
concerns that public funds 
are being used to promote 
loyalism as a legitimate cultural 
expression and Orangefest as 
a family and retail-friendly 
tourist attraction similar 
to the Notting Hill Carnival.

Last year, there were 86 
bonfires in Belfast alone and the 
council calculates the clean-up 
bill at around £6,000 j>er bonfire. 
The 11th night bonfires are held

nwlmiilft slwHer 
keeps watch far tMeves 
and saboteurs at an 
Antrim bonfire 
Right; council estate 
peen areas are comman 
iDcatiens for fires 
and afford locals the 
opporhiBity ta donate 
materiais and labour

.4R OCTOBER 2011 97



EXPLORING EYE
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cv p«rfcs and playgrounds. 
Constructed from pallets, 
railway sleepers and tyres, 
ttie structures can be 
sealed and sculpted. Many 
bonfires are 'dressed' with 
sectarian slogans and the 
flags of the Irish Republic 
before beingset alight

While redevelopment has 
gathered pace in Belfast, 
the urban landscape is still 
poekmarhed with areas of 
waste ground that become 
burn-sites every July. 
Bonfires can also occur 
at less desirable locationt 
such as road Junctions,
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Belfast has initiated a 
bonfire pilot scheme 
(pictured left) that seeks 
to replace the traditional 
towering conflagrations 
with a ‘safer' and more 
environmentally friendly 
‘beacon’ ~ however 
many are sabotaged 
before 12 July
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with beacons misses the point 
and ‘takes awa5' the fun’, 
according to a local participant. 
Rival Protestant districts 
compete to build the biggest 
and teams of teenagers usually 
construct the fires, some starting 
as early as April, gathering wood 
and materials in the build-up to 
the school summer holidays.

In neighbourhoods such as 
Sydenham in east Belfast, the 
bulk of the work is carried out by 
older men, often with the help 
of heavy plant hire vehicles such 
as cherry pickers and forklifts. 
‘Dump Wood Here’ signs spring 
up near burn sites and local 
businesses; residents and fly

In a bid to encourage a more 
responsible approach by bonfire 
organisers, the ‘boney’ has been 
replaced with an eco-friendly, 
carbon-neutral beacon. The 
beacons are stool pyramids, filled 
with woodohips on a sand base.

The scheme aims to reduce 
anti-social bchariour and to cut 
the cost for the Fire Service and 
Housing Executive, as well as 
alleviating pollution by only 
using clean burn materials on the 
bonfires. I'wenty-four community 
beacons were supplied in various 
locations throughout Northern 
Ireland in 2011.

For some locals, (he idea of the 
authorities replacing the bonfires

The bonfires cause 
eiiviromnontal damage 
and are constructed 
with dioxin-[)roducing 
vehicle tyres and 
furniture, whose 
fumes engulf entire 
neighbourhoods'

on local green spaces, playing 
fields, parks, waste ground, car 
parks and even in suburban side 
streets and at traflic junctions. 
The bonfli-es cause enormous 
<mvironmontal damage and 
are often constructed with 
dioxin-producing vehicle tyres 
and furniture, whose fumes engulf 
entire neighbourhoods that 
appear either immune to their 
effects or powerless to change.

Since 2005, Belfast City 
and other local councils have 
provided loyalist groups with up 
to £1,200 each to host community 
celebrations like street parties 
at establislu'd sites as part of a 
Bonfire Management »Scheme.

(r
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building one of the i)rovlnce’s 
largest bonfires.

Ab the night before the 12 July 
approaches, security is stepiH>d 
up. with attempts made by 
competitors either to torch their 
rirals’ efforts early or to steal 
their timber reserves. Makeshift 
shelters built of carpet and 
pallets house sofas, chairs and a 
rotating watch of children and 
teenagers on guard duty. This 
loyalist clubhouso-ciim-domestic 
parlour will eventually end up 
on the fire when the time comes. 
As for the beacons, the majority 
have been torched early in acts of 
sabotage. Only the bonfirt»s soeiii 
destined to remain.

and scale the constructions 
using makeshift steps. At others 
such SIS Sandy Row in west 
Belfast, surly teenagers demand 
£fi for a photograph and throw 
rocks when payment is not 
forthcoming.

In my six years of docuiimnting 
the bonfires, their numl)er and 
scale have diminished, displaced 
through redevelopment projects 
and a growing indifrerence from 
yoiingaters more interested in 
gaining, perhaps, and other 
distractions of the modern age.
In Bedfast’s Bydenham. however, 
the d(45eendants of the Titanic’s 
shipbuilders continue to put their 
engimvring skills to some use in

tippt*rs comply with pallets, 
tyros and domestic detritus.

Hundreds of unregulated 
bonfires are constructed like this 
and in the early summer months 
the terrain tague erupts with 
th<>80 pyre-like sculptures.
They have l>een likened to giant 
beehives and many mimic the 
stupas and pagodas of Burma 
and Thailand, and draM' crowds 
of locals and photographers.

With a discernible nod to 
psychogtHJgraphy, the stnictures 
have given me the excuse to visit 
neighbourhoods once thought to 
be olf-liinits, and I am not alone 
in my curiosity. At most sites, 
eager kids |X)se for the camera

AboveiayouRS 
family walk home 
after a long night of 
‘cultural OKpretsien'
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THEORY

‘The Case for a Theory of Modem Architecture’
John Summerson, RIBA Journal. June 1957TROUBLES 

IN THEORY 
PARTI:
THE STATE OF THE 
ART 1945-2000

‘We lack a satisfactory theory of architecture.’
Christian Norberg-Schulz, 1965

‘A comprehensive unified theory of and for architecture 
is important... No one has attempted a unified theory 
since Le Corbusier, and perhaps since the book 
TJie International Style, or perhaps since the work of 
Christian Norberg-Schulz (Intentions in Architecture).’ 
PatrikSchumacher, TheAutopalesiaof Arehheeture,2ll\\

Architectural theory has taken many forms since 
Vitruvius attempted to bring together in 10 scrolls 
‘all the principles of the discipline’, with the conviction 
that ‘an architect should know writing [litterasj both to 
‘secure a more lasting remembrance through his treatises’, 
and as a balance to the knowledge of mere manual skill. 
Tlie rediscovery of Vitruvius in the 16th century led to 
several centuries of similar treatises, followed by a 19th 
century Ml of style handbooks and teaching manuals; 
followed in the 20th century by a flurry of i>olemical 
manifestos, and more measured statements of purpose 
and strategy after the Second World War.

The generation that graduated from architecture 
schools in the decade following the Second World War was 
a generation in search of new principles for architecture 
itself. In the shadow of the modem masters, critical of the 
social and urban effects of International Style Modernism, 
yet reluctant to abandon a commitment to modem 
architecture, they looked in different ways for continuity 
through more or less radical revision.

In this search they were supported by the surprising 
catholicity of The Architectural Rerieto'e. editorial board. 
Despite the individual sensibilities of Hubert de Cronin 
Hastings, Gordon Cullen, Eric de Mar6 and Nikolaus 
Pevsner, the journal hosted debates over questions as 
diverse as those posed by Colin Rowe’s Palladianising of 
Le Corbusier (‘The Mathematics of the Ideal Villa’, March 
1947) and the Modem Movement in general (‘Mannerism 
and Modem Architecture’, May 1950); de Mark’s attempt 
to revitalise the ‘canon’ in his three-part survey of 
Scandinavian, British, American and Russian ideas in 
1949; Banham’s ‘New BrutaJism’ (1956); and Cullen’s 
‘Outrage’ over the ‘Townscape’ environment.

Indeed, the AR seemed open to aU comers, at the same 
time as proposing a fairly consistent editorial position 
against what Pevsner called the ‘new hlstoricism’ and for 
de Cronin’s campaign for a comprehensive adoption of 
Townscape. On its signature blue, brown and sometimes 
yellow paper inserts, contrary visions of what might be a 
principled postwar architecture were posed and refuted, 
often by the editors themselves. The AR was not alone in 
this debate: in Italy, the gauntlet was taken up by Ernesto 
Rogers in the significantly renamed Casabella-Continuitd 
after 1953, as he indignantly refuted Banham’s claim that 
Italy’s Neo-Liberty style represented a retreat from 
Modernism, calling him the ‘curator of refrigerators’. In 
France, Andr§ Bloc, editor L’Architectured’Aujourd’hui 
until 1964, continued to support the second generation of

Becoming a subject of interest to those 
beyond the profession in the late 1960s, 
architecture - and its theory - in turn opened 
up to outside influences. An anti-institutional 
ideology, with strong French philosophical 
connections - Foucault, Barthes, Derrida 
- served to undermine architecture’s own 
disciplinaiy focus. Key figures - Summerson, 
Banham, Eisemnan - sought to regain the 
lost territory, but a mitfied theory of 
architecture remains elusive. The first of 
three essays outlines the backgromid to 
architectm'al theory’s current condition
ANTHONY VIDLER

attempting to acconnt for 
the range of theoretical 
intenentions in postwar 
Scandinavia, Europe, 
Russia and the US.
And, like de Mard, I will 
be unable to come to a 
definitive conclusion...

Author’s note
In this and the following 
essays 1 have adopted 
the position of Eric de 
Mard, who, in 1949, 
pul)!i.shed three articles 
towards a new ‘canon’ in 
The Architectural Review,
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Hubert de Cronin Hastings 
(aha H da C and Ivor de 
Wotfe) berates Hie 
growing Hdeef 
■nsympathstic urban 
environments in a 
Tewnscape arricle, 
December 1949. wMie 
Reyner Banhwn heralds 
the arrival of a starli new 
styla: New Brwtalism, 
December 1955
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THEORY

Modernists Jean Prouv6, Georges Candills et al.
B}' the 1960s, however, a second postwar generation 

was concerned to advance this critique, with a sense 
that what Banham had called ‘une architecture autro’ 
was to be foun<l in a reframing of the discourse through 
technology and social science. Architectural Design (AD) 
under the oditorsliip of Monica Pidgeon with Theo Crosby, 
and Kenneth Frampton, supported the Smithsons and 
their allies in Team X, but also, such widely disparate 
positions as those of Cedric Price, Archigram, as well 
as of John Turner, with his rej)orts from Lima 
spearheading investigations into the potential 
reconstruction of the barrios, or the world ecolc^cal 
consciousness of John McHalo, who edited a special issue 
in 1967 on ‘2001’, reviewing the state of world resources 
and anticipating his seminal books The Future of the 
Future and The Ecological Context.

As Beatriz Coloniina and hor colleagues have ma<le 
clear in C7ip, Stamv, Fold, a book and exhibition devoted 
to the little magazines of the 1900s and ’70s, by the late 
’60s ‘theory’ had been co-opted by a proliferation of these 
‘little magazines’ representing an increasingly radicalised 
generation intent on countering the conformist axioms 
of the profession. Even AD was transformed into a hip 
broadsheet, with its signature section ‘Cosmorama’, 
started in 1969 when Peter Murray joined Robin 
Middleton as art etlitor and began the wild ride to be 
the architectural equivalent of the Whole Earth Catalog. 
Here the move to (mvironmental, ecological and social 
issues was clear. ‘Casabella’, on the other hand, under the 
editorship of Alessandro Mendini, was supportive of the 
groups Superstudio and Archizoom in their utopiam' 
dystopian take on the present; Archigram published its 
own ‘journal’ (from 1961), as did Jean Aubert and Hubert 
Tonka of the Utopie Group (from 1967) in France. In total 
opposition, yet fascinated by the potentials of architecture 
to inflect society, Guy Debord and his friends published 
the Internationale Situationniste from 1968.

Cedrk Price ftatum on 
tlM covor of Artkhectmr*! 
Design, Cktober 1970

the most important theoretical interv’entioiis between 
1900 and 1968 took the form, not of‘treatises’ as before, 
but of manifestos following the model of Marx. Taking up 
the challenge, Joan Ockman’s anthology of statements in 
Architecture Culture 1943-1908 reveals the shift to 
statements of principle as opposed to manifestos.

But around 1968 ~ and not necessarily as a result of the 
revolutions of that year things theoretical seemed to 
change. Architecture, rather than a subject discussed by 
architects and arcliitectural theorists, became a subject 
of interest from outside - from philosophy, epistemology, 
linguistics and most importantly politics. With the 
Marxist critique of institutions, from Louis Althusser to 
Henri Lefebvre, architecture - already under attack from 
the right and the left for its apparent failure to address 
the social problems of the postwar period became an 
object of inquiry as an ideology, similar to those identified 
in Marxist theory: law, religion, the state. Architecture 
was now understood in Althusser’s terms as an ‘ideological 
state apparatus’, and thereby an instrument of state 
power. It W’as a moment ftiolled not only by the role of 
architecture in representing or constructing the State, or 
m aesthet icising Capital (the foundation of all ‘Theories’ of 
architecture), but equally by the politics of resistance that 
emerged in the opposition to the Algerian and Vietnam 
wars, to the neo-liberal capitalist governments of the 
postwar period, and to the consumer culture of the 1960s 
and ’60s that threatened to de-politiciso the class and 
ethnic struggles of post-colonialism.

This argument was advanced on the left by the

Redressing the balance
These counter-architectural movements wore balanced 
during the 1960s and *708 by a series of appeals to renew 
the language of architecture itself after the perceived 
barrenness of the hegemonic Interiiational Style:
Robert Venturi’s Complexity and Contradiction was only 
the first of such attempts, follow’od by Charles Joncks’s 
The Language of Postmodern Architecture in 1977, and 
somewliat redundantly capped by Paolo Portc^hesi’s 
announcement of ‘no more inhibitions’ In his installation 
of the Strada Xovissima for the Venice Biennale of 1980. 
The journal Oppositions published by the Institute 
for Architecture and Urban Studies in New’ York 
between 1973 and ’84, under the joint editorship of Peter 
Risenman, Mario Gandelsonas and Kenneth Frampton, 
tried to redress the balance, with an emphasis on critical 
theorj’, as did Arquitecturas Bis in Barcelona.

All these movements have been excellently catalogued 
in anthologies that convoy the clianging nature of theorj’ 
during those j ears. Ulrich Conrads, with a hint of 
nostalgia, assembled the Programs and Manifestoes 
on 20th Century Architecture, demonstrating that
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institutional critiques of Miclici Foucault, and rtunforced 
by the textual critiques of Itoland Barthes and Jacques 
Derrida. In a move towards what today might be called 
media theorj’, Pierre Bourdieu, Jean Baudrillard and 
Paul Virilio analysed the ndations of architecture to 
representation, traditional cultures, technology and social 
mobiUty. The most elfective of these* intei^’entions within 
architecture itself was perhaps that of Foucault, whose 
investigation of disciplinary discourse was centred on 
institutions that had developed signifleant architectural 
typolc^es since the 18th centuir - asylums, hospitals, 
prisons - and whose wTitings from 19(55 to 1974 inspired 
both critics and architects to rethink the idea of typology 
on an architectural and an urban level.

These texts were taken by architectural theorists not, 
as before, as supplements to the design process itself 
anthropologists and sociologists acting as ‘humanising’ 
inlluencos on the theories of Team X, for instance but 
rather as imitations to rewrite the tlieory of the discipline 
as a whole. So, to give some examples out of many, 
Foucault’s history and epistemology of institutional 
discourse - asylums, hospitals, prisons launched a 
critique in architecture directed at the nature of power 
and its sources, hidden and overt. Barthes’s essays on 
semiology introduced architects to the structural analysis 
of buildings and cityscapes as commimicatioii devices. 
Derrida’s deconstruction of philosophical and literary' 
texts led theorists to question the commonplaces of their 
practice. Gilles Deleuze’s .studies of Gottfried Leibniz and 
the Baroque precipitated interest in the topologies of 
folding and Jacques Lacan's rereading of Sigmund Freud 
brought a now understanding of tlie relations between 
visual gaze and desire. In each case, the intent of the 
transmigration of theories from outside to inside was to 
unpack the verities of the profession and disclose the 
ideological agendas behind apparently innocent practices.

Thus from H>66 onwards, we saw a gradual and 
increasing influence of such critical texts from outside 
architecture, continuing until now, with, of course, several 
moments of delay due to translation lag. With ttic political 
and social movements of the 1960s, some of these texts 
were implicitly normative, in other words developing 
tlmught about the proper role of architecture in mass 
society. Some wore politically engaged - Situationism, 
and the rereading of Karl Marx (Althusser, fitienne 
Balibar), Antonio Gramsci. Some were ecologically 
engaged (John McHale, Buckminster Fuller) - whether 
for or against architecture. But most of these questioned 
the discipline itself, as a part of the general critique 
of discipliiu^ as themselves ideologically tied to and 
8>ipportive of the established political pow«>r of the 
bourgeois liberal state.

It was perhaps as a direct response to tliese external 
theoretical movements, that a number of architectural 
theorists tried once more to regain tho sense of a 
discipline. Tho pressures for a rigorous and unified theory 
intensified, beginning with John Sumincrson's appeal 
for the ‘programme’ as a fundamental source of unity 
for modem architecture (he drew his inspiration from 
L4szl6 Moholy-Nagy’s sense of a biologically-grotmdetl 
formal aesthetic); followed by Reyner Banhara’s

^Architecture, rather than a 
subject discussed by architects 
and architectural theorists 
became a subject of interest 
from outside - from philosophy, 
epistemology, linguistics and 
most importantly politics’
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THEORY

‘Stocktaking’ of Fobruarj- lOHO, which called for a new 
technological basis derived from cybomotics and 
computer science; and Peter Eisenman’s first forays 
into formalism in 1963, publishing his call for a ‘formal 
basis of modem archltocture’ in AD. In Theories and 
History of Architecture (1968), Manfrodo Tafuri attempted 
to discriminate between the rigorous constmetion of 
architectural histor>* and ‘operative’ and instrumental 
criticism, noted a distinct shift ton*ards the framing of a 
comprehensive theory of the discipline:

involved in modern architecture.’ In his terms, a 
programme ‘is the description of the spatial dimensions, 
spatial relationships, and other physical conditions 
required for the convenient performance of specific 
functions,’ all involving a ‘process in time, a rliythmically 
rei>etitive pattern that sanctions different relationships 
than those sanctified by the static. Classical tradition’.
The problem ho identified, as with a naive Functionalism, 
was the need for a way to translate siicli programmatic 
ideas into appropriate form a problem to which 
Summerson offers no direct answer. Dismissing Banham’s 
19S6 appeal to topology in his essay on the New Bnitalism, 
as ‘an attractive red herring (I think it’s a herring)’, 
Summerson was not a little dismayed at the ‘unfamiliar 
and complex forms [that] are cropping up’ in practice 
around him through the extension of the engineer’s role.

Yet, as Summerson recognised, this tradition had come 
to a close in the modern period, to be superseded by a new 
scientific paradigm, that of ‘the biological’ as advanced by 
Moholy-N^y. As he stated, ‘architecture will be brought 
to its fullest realization only when the deepest knowledge 
of human life as a total phenomenon in the biological 
whole is available’. For Moholy-Nagj’, noted Summerson, 
the biological was psychophysical - a demanding theory 
of design matching a broad idea of fimetion that called 
for ‘the most far-reaching implications of cybernetics 
to bo realized... if tho artist’s functions wore at last to b<* 
explicable in mechanistic terms’. In this context, the 
problem for architecture was to discover the apt language? 
for the expression of the new biological facts, based on 
the discover)’ of the structure of DNA.

His conclusion was, however, pessimistic; he concluded 
tliat any theory tliat posits programme as the only 
principle leads cither to ‘intollt'ctual contrivances’, or to 
the unknown: for Itis fear weis that ‘the missing language 
will remain missing’ and our discomfort in the face of this 
loss would soon be simply a ‘scar left in the mind by the 
violent swing which has taken place’.

it ia syinptoinatlc, in faot, that them ia u demand from many 
qaartere for the establishment of a rigorous theorization of 
architectural proljlems. This need is fell by a considerable number 
of English-speaking critics - particnlarly by [Peter] Collins — by 
historians like Christian Norberg-Schulz, by specialists of ptannlng 
metiKMis like Alexander and Asimov, by theorists invoh'ed in 
planning like Aldo Rossi and Giorgio Qrassi.'

For 'I’aftiri, the possible reasons for the desire for a 
systematic theory of the discipline stemmed from the 
perceived loss of public meaning in modem architecture 
and its failure in linguistic communication; fl’om the 
need to control the underlying meanings of the radical 
transformations in the physical and human geographical 
environment; and finally from the need to control the form 
of the city, its t<?rritory and sectors. In short, he summe<i 
up, the need to find ways that can substitute for the lost 
linguistic unit)’, an objective It^cal and analytical metliod 
for tho control of planning, urban design and architecture. 
In the late 1050s and early ’60s, these attempts took on 
forms that paradoxically seemed to reflect the divisions 
that classical theory from Vitruvius onw’ards had sought 
to overcome: between use, structure and form.

Thus, wTiting in the/f//lA Journal in 1967, Summerson 
opined that a ‘theory’ of architecture would be ‘a 
statement of relatetl ideas resting on a philosophical 
conception of the nature of architecture’, one that he 
found in a group of Mediterranean beliefs about reason 
and antiquity, slated by Alberti, refomiulated in the age of 
Descartes, rewritten in Claude Perrault’s critique of 
Vitruvius, then again by Laugier, Durand, Viollet-le-Duc, 
Pugin, Berlage, Horta, Perrei and Le Corbusier:

A new and compelling slogan
lle)'uer Banham, writing three years later, was more 
optimistic. While he sided with Summerson in deploring 
tlic style-mongoring of the 1950s - ‘it has been a period 
when an enterprising manufacturer could have put out 
a do-it-yourself pundit kit in which the aspiring theorist 
had only to fill in the blank in the phrase The New 
(...)-ism and set up in business’ ho found that ‘most of 
the blanket theories that have been launched have proven 
fallible, and partly because most labels have concentrated 
on the purely formal side of what has been built and 
projected, and failed to take into account the fact that 
nearly all the new trends rely heavily on engineers or 
technicians of genius (or nearly so).’ He propwied that 
what vv’as needed was ‘a new and equally compelling 
slogan’, and suggested some of l>is own: ‘Anticipatory 
Design’, ‘Unc Architecture Autre’, ‘All-in Package Design 
Service’, and, perhaps even ‘A More Crumbly Aesthetic’.

The most radical departure from the Vitnivian triad, 
however, was that proposed by a young PhD student at 
('arabridge, Peter D Elscninaii, w’ho in 1068 propounded 
liis faith in ‘the formal basis of modem architecture’

‘I’erraoit said antiquity is the thing and look how rational;
Lodoli Koems to have up with primitive antiquity, only source 
of the rational; Durand said down with Laugier, rationalizntion 
means economics; Pngin said down with antiquity, up with the 
Gothic, and look liow rational; Viollet-le-Duc said up with Gothic, 
prototype of the rational. Bventually a voice is heard saying down 
with all the styles and if it's rationalism you want, up with grain 
elevators and lm*k, how l)eauUhil!’

In this argument, Summerson traced tho idea of 
the Classical, the rational and the organic, to its 
modern conception, following a trajector)' which moved 
‘from the antique (a world of form) to the programme 
(a local fragment of social pattern).’ Hence Smnmerson’s 
celebrated conclusion that ‘the source of unity In modem 
arcliitecture is in the social sphere, in other words, 
the architect’s programme the one new principle
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‘Despite attempts to produce a 
unified theory, the proliferation 
of theories “from the outside 
has engendered a new kind 
of resistance, one that poses 
as a “post-theory” position, 
with the argument that the 
counter-disciplinary emphasis 
of critical theories left designers 
with little to go on’

in a short article in AD. Attempting to go bejrond the 
technological and social, the programmatic and the 
fonctional weighting of Vitruvins’s catogorios, Eisenmaii 
allied that ‘the situation is more complicated than 
Summerson allows for, and if seeing a work of architecture 
in terms of its progiumme is Uie only alternative to 
seeing it in terms of historj-, it must be admitted that 
criticism is not very far advanced.’

In bis formal Daiitonism, Eisenman then went on to 
reftise all outside reference for meaning in architecture, 
exorcising symbolic, iconographic and perceptual 
influences or interpretation. Ii^tead he looked at the 
‘primary configurations’ of buildings <!onsidered as 
structures of logical discourse - their Internal spatial 
and volumetric consideration deriving the formal 
‘linguistics’ of his understanding of arcliitectnral systems 
from Lo Corbusier’s ‘Four Compositions’, and making 
their implications explicit. If for Summerson form was 
considered only in relation to proportional systems, or for 
Banham it was no more than a dead (academic) language, 
Eisenman saw' all formal systems as communicative, based 
on the properties of form itself: this was the only criterion 
through which architecture could be thought a discipline.

Once more it was in reaction against this overt 
fh^mentation of the Vitruvian triad, that Christian 
Norberg-Schulz tried to bind the body back together 
again, in a long-drawn-out assemblage of observations 
on almo.st every aspect of architectural thought: 
historical, semiological, programmatic, technological, 
and, above all, phenomenological. ‘Experience’ was 
the key; balance, the method. Yet despite his attempt 
to introduce the newly popular Martin Heidegger into 
the equation - his phenomenological credo was set 
out \\\ Existence, Space, and Architecture (1971), the 
result was what historian Ignazi de Soli-Morales termed 
‘weak’ theory - one that gave no indication of the desired 
result save as a bundle of untested principles without 
explicit formal outcomes.

The present condition of tlieorj-, however, is more 
complex. For, despite attempts to produce a unified 
theory, the proliferation of theories ‘from tlie outside’ 
has engendered a new kind of resistance, one that poses 
as a ‘post-t!ieor>’’ position, with the argument that the 
counter-disciplinary emphasis of critical theories left 
designers with little to go on; words like ‘post-critical’ 
and ‘pragmatic’ are used to describe a new attitude 
towards design that seems on the surface to reject 
traditional theorising altogether. The second essay in this 
series will a^ess these ‘post-theory’ positions, and look at 
the non-traditional places where theory now resides and 
flourishes - in tlie experimental practices, somewhere 
between, art, architecture and science, that take on in a 
dilTerent mode, the urgent tasks of inventing a theoretical 
practice for an uncertain ecological future.

55

The AR will complete this theoretical trilogy in forthcoming 
issues. ‘Part II: Postmodernism to Post-Criticism' will be in 
January 2012, and ‘Part III: The Global CentexT. Mew Critical 
Paradipns’ later In the spring. Theory places from the AR 
archive can be found at architectural-review.com/archive
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REVIEWS

I Le Corbusier, the object of building 
taller in widely spaced blocks was to 
open up the \iew' of the sky, to create 
a \ista of space and st illness in which 
human beings would perforce appear 
relatively small.

A striking example is the first 
, photograph in the book showing 
I Victory Square, St Petersburg,
I with the over life-size bronze figures 
' of the Second World War memorial 
I grouped around an obelisk in a ^wst 
' plaza framed by two rt?sidential 

tower blocks all under a flat sky - 
but no actual people or vehicles.
The photograph of Augustus 
Square, Leipzig, is similar, but with 

I Lowry-like stick-figures scurrying 
I across the plaza and an air of better 
i maintenance. It may be that the East 

excelled at this kind of composition,
1 where land values w'ere not an issue.

But the photographer is not 
an architect and all buildings 
are presented in a similar way, 
wiiether exhibiting the banality of 
prefabricated repetitive housing 
blocks in Kolobrzeg, Poland, the 
sculptural kitsch of the ‘Manhattan’ 
apartment block in Wroclaw, or the 
Neo-Constructivist heroics of the 
Georgian Ministrj' of Highwray 
Construction, Tbilisi. No attempt is 
made to attribute any of them to 
designers or to give them dates, or 
to group them by locality, so that a 
scene in Yalta is preceded by one in 
Prague and followed by others in 
Berlin and Minsk. But Russian 
place-names alone are also given 
in Cyrillic. Buildings of the period 
that I believe actually to have 
architectural quality or interest, 
such as the Comecon Building or

Victory Square in 
St Petersburg - tbe eqening 
phetepapb ef Sociaiist 
Modernism - contains iargor 
than ilfe-size bronze figures 
In its Second World War 
memorial but tbe vast plaza 
is bereft of reel people

On the path to the 
Socialist Bloc
JAMES DUNNETT
Roman Bezjak: Socialist Modernism 
- AreJiaeology of an Eta 
Edited by Inka Schube, texts 
by'rill Briegleb, Christian Raabe, 
Inka Schube, Hatjo Cantz, £36

This is perhaps how' revolutions 
start, at least in taste: a ‘look’ 
becomes less abhorrent, begins 
to have an appeal long before 

, scholarship has caught up. The 
orgy of destruction is in foil swing 

I when, against all the odds, someone 
l)egms to think that there may be 
something worth looking at there 
after all, but no one has had a chance 

' to find out how It got there.
This is a book about a ‘look’ rather 

than architecture - a collection of 
photographs of buildings and urban 
scenes in the former Soviet Bloc, 
dating from about 1966 to 19iK).
The start date is significant: just 

I after the radical change of policy 
I in construction initiated by Nikita 
I Khrushchev in a speech in 1064,
' which ushered out Stalinist populism 
I and neo-traditionalism in favour of 

mass production and an acceptance 
I of some of the ideologj' of the 

Modem Movement.
I The photographs - each one 
I occupying a full page and taken since 
' 2006 by Roman Bezjak, who was 
I bom in Slovenia (then Yugoslavia)
I in 1962 but raised in West Germany 

reflect the current German fashion 
I in photography for panoramic 
I serai-urban landscapes with a lot 
' of sky, still, and with few and small 
I evidences of humanity. As w ith the 
I work of Bornd and HillaBecher,
I the sky is preferably flat and grey 

w ithout any shadows, the focus is 
sharp with all verticals parallel, 
and the presentation is apparently 
factual and value-free. This approach 
often proves to be well suited to 
its subject: as we know from 
innumerable sketches and texts by
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the angled blocks on the Kalinin 
Prospect in Moscow, both designed 
by Mikliaii Posokhin and others in 
about 1064, are not shown.

The text by Till Brieglcb, In 
particular, often contains pKjrceptive 
observations, but the Knglish 
translation is in places an 
impediment. Christian Ruabe begins 
with an interesting 1066 qnote from 
East German writer Hermann 
Honselmann: ‘As we are designing 
our [socialist] cities, we should keep 
in mind that not only will vehicular 
traffic increase in the future, but 
that more jKJople will be moving 
through the streets with increasing 
freedom, and these people will be 
higlily educated, curious and having 
a great zest for life. They require an 
environment that is not only weU 
ordered, but also filled with poetr>'.’

Bezjak is reportedly sympathetic 
to the former socialism of ‘the East’ 
but there is a pervasive feeling 
of melanchob’, and beneath it the 
palette of architectural styles does 
not appear to be very different from 
what was prevalent in the West. 
Perhaps this book shovild have 
been Alodernum in the 
Socialist Bloc.

bis way through the streets, the 
overall atmospheric seemed 
‘distinctly uncanny if not bordering 
on the insane’. It sounds like a 
sequence from an Andrei Tarkovsky 
film. Don’t you want to read more?

Sabbionota was built in the second 
half of the 16th century and is 
friiquontly seen as a Renaissance 
‘ideal city’. Though Vincenzo 
Scamozzi deigned its theatre, 
the architects of its other major 
buildings remain unknown, and 
there’s a general assumption that 
the city’s instigator, Vespasiano 
Gonzaga (1531 15fll), had a decisive 
impact on its form and detail.

Tlui All made Sahbioneta the 
centrepiece of a special issue on 
‘Italian Townscape’ In Jime 1962. 
Writing under the pseudonym of 
Ivor de Wolfe, the magazine’s 
proprietor Hubert de Cronin 
Hastings saw it as a model of 
the ‘picturesque townscape’ that 
he and AR colleagues such as 
Gordon Cullen wore promoting 
at the time. He argued that much 
of its effect stemmed from it not 
being an ideal city In the senst> of 
absolute symmetry and an exact 
grid. ‘No quick picture - no grasp 
of the masterplan or underlying 
rationale. On the contrar>‘: surprise, 
anticipation, mystery, frustration, 
shock, delight.’

In an essay on Sabbioucta in 
L'Arte in 1969 (misdated as 1959 
in Madge’s book), Kurt Forster, 
like de Wolfe, picks up on the 
numerous T-junctions that disrupt 
the grid plan and create a labyrinth. 
He sees this as a Maimerist trait 
(the system is ‘at once spelled out 
and broken’) but reminds us that 
tlie labyrinth is a Gonzaga emblem, 
which Vespasiano might be 
deliberately reflecting in his city.

It is this question of Vespaaiano’s 
intentions that preoccupies Madge, 
who was Intrigued by Sabbloneta 
from that first visit in 1988 until 
liis death in 2000. In a book that 
becomes increasingly speculative 
as it proceeds, the author aims to

illuminate a state of mind’ and to 
supply ‘a more intimate and i>ersonaI 
reading of Vespasiano and his city’ 
than has emerged up to now.

So as well as examining the 
form and fabric of Sabbioneta, 
still largely intact after four 
centuries, Madge draws on disparate 
sources: contemporary treatises, 
letters and diaries; the liandful of 
FK>ems that V'espasiano WTote; the 
iconography of the diK^orations in his 
Ducal palace. In recreating the 
intellectual world that Vespasiano 
inhabited, especially its focus on 
architecture, he also tries to 
determine how Vespasiano adapted 
prevalent ideas to his own ends in 
realising Sabbioneta.

Madge quotes a contemporar}' 
diarist who noted that 160 cartloads 
of timber scaffolding were removed 
on the city’s completion in 1691). The 
same diarist hail earlier observed 
the arrival of nine mules from Rome 
with marble for Vespasiano’s ftineral 
monument. By contrast to such 
seemingly solid facts, Madge admits 
that he is often piecing fragments 
together and making inferences.

Above: a plM from Hie AR’a 
Utuo on Italian Towiucape' 
hi Jane 1962, whkb huhIo 
Sabbionota its cenfrtploco. 
The arhan T-tra|ia - arhich 
‘disnipt the plan and
create a tabyrinth’ - are 
marked In MMk. For the full 
vorthm of tfM artkHe, visit 
arehiteeturai-reviow.com/ 
SabUonotaArebiveCrackingthecode 

of the ideal city
ANDREW MEAD

Sabbioneta: Cryptic City 
James Madge, Bibliothequo 
McLean, £25

Anyone w’ho reads the introduction 
to this book is likely to be hooked. 
Architect and teacher James Madge 
recalls his first visit to Sabbioneta, 
near Mantua in the plain of 
Lombardy, on a day of dense fog 
in Januar}’ 1988. In such conditions 
it was impossible to form an 
impression of the city aa a whole: 
‘Instead, each incident of its 
architecture appeared in succession 
as an isolated and memorably 
insistent presence.’ As Madge wound
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on Sabbioiu'ta (he provides a 
full bibliography). Despite this 
self-deprecation and the recurrence 
of such words as ‘perhaps’, lie 
nonetheless establishes how 
saturate<l with meaning Sabbioneta 
was for its creator, even if it may 
always be ‘crj'ptic’ for the rest of us.

Rather curiously, the AR called 
Sai)blonota ‘cosy’. That’s not a 
word you would find in current 
guidebooks. Cadogan Guides 
describes it as ‘a museum city 
of unfulfilled expectations with 
the air of a De Chirico painting’; 
Lonely Planet settles simply for 
‘surreal’. While Tarkovsky never 
filmed tlioro, it was the perfect 
setting for Bernardo Bertolucci’s 
The Spider’s Stratagem, based 
on an intricate storj' by Borges.
This little city affects people in a 
palpable but imprecise way. For 
Madge, it was the source of a fecund 
and illuminating obsession.

risk-takers and promoters 
negotiating city governance 
(with a splash of branding with the 
invention of the soubriquet SoHo = 
South of Houston) are combined as 
the ingredients of successful grass 
roots urban renewal. It is a complex 
matrix of influences and, despite 
appearances, not a tiuick fix.

Around the world, pc^t-industrial 
cities mimic SoIIo’s demographic 
shape-shifting by inverting 
expectations by going from bust 
to boom. This rebirth is achieved 
both with the sometimes fortuitous 
turning tides of global economics 
and more sjiociticallyby recycling 
robust 19th-century buildings, 
coalescing creative communities 
who wish to inhabit them, 
and then, cniciaJly, adapting 
planning mechanisms and urban 
infrastructures to harness new value.

This regeneration overview runs 
beneath this highly researched 
biography of a modest building at 
80 Wooster Street. Its various 
physical iterations and the narratives 
of its inhabitants illustrate both the 
I>ersi8tent preoccupations of city 
dwellers over the past 200 years 
(rubbish, taxes, noisy neighbours) 
and the physical morphology of 
Western cities. The original building 
goe^ from genteel home to grossly 
overcrowded lodging hous4\ set 
in an underworld of prostitution 
on a down-at-heel side street, and it 
is then reincamated as a fire-proofed 
warehouse for the spv.'cialist goods 
trade in a rapidly expanding city 
bursting with new immigrants. A 
magnificent architectural presence 
bedecked with giant frieze and 
cornice, medallions in terracotta, 
Roman brickwork and cast iron 
columns and storefront, it eventually 
faces decline as heavy uses evacuate 
the centre of the metropolis and 
relocate on the edge.

Then, in 1067, arrives George 
Maciunas: comic visionary, architect 
and artist, creafr»r of the Fluxus 
movement, collector (ranging from 
his ‘anthologies of animal droppings' 
Excreta Fhtxorum to his One Year, 
comprising all the containers for all 
the items he consumed in 1972), and 
ringmaster to SoHo’s re-invontion.

Here, Maciunas personifies the 
dynamic combination required to 
shape cimnge at an urban level in 
tough conditions with great practi(^al 
and professional skills, a working 
knowledge of Codes and Plumbing, 
and the ability to orchestrate serious 
fun. As the narrative picks up pace

but his approacli is systematic and 
judicious. It is encai)sulated in the 
close attention to built form that 
he shows in tracing tw'o distinctive 
motifs (oversized brackets and blind 
crenellatioii) from their appearance 
in Sabbion(da to earlier Gonzaga 
properties in the region, a delibcirate 
atavism on Vospasiano’s pari.

But Mmige may lose some 
readcifs with the psychoanalytic 
interpretations that appear towards 
tlie end of the book. ‘It is only a 
game to rais<^ new w alls, to give life 
to material things while I am so 
much diminished in spirit,’ wrote 
Vespasiano in a letter, and there is 
ample evidence that his life was 
troubled not least in his relations 
with women. With this as his cue, 
Madge alights on a 198.3 text by the 
French psychoanalyst Andr6 Green, 
‘The Dead Mother’, which goes on to 
inform his pages on Vespasiano’s 
IxKitry and decorative schemes.

Where this approach really 
l)ecoraes contentious is when Madge 
later reffers to Sabbioneta’s two main 
urban spaces, each with ‘a trio of 
representational structures, an 
arrangement for which there is no 
suggestion in any of the architectural 
treatises’. Following Green’s line, 
Ma<ige sees this a« the reintegration 
of ihe father/mother/chikl triangle, 
now without the fear of violation’.
It is a far cry from Ivor de Wolfe.

To be fair, Madge makes no 
great claims for his conclusions, 
suggesting that he has simply added 
‘a few more possible explanations’ to 
an already long list in the literature

Bohemian rhapsody 
in New York City
DEBORAHSAUNT
nUgal Living: 80 Wooster Street 
and the Evolution of SoHo,
Roslya Benistein and Shael Shapiro, 
Jonas Mekas Foundation, £20 
Distributed by Idea Rooks

Balow: a photofraph of 
Sabbionata. alao fram ttia 
AR Jana IB62. The lasua'a 
prtntad craAH attribatas 
idl pbat^raphyfalvyda 
Waif a (prasumablylverile 
Walfa'a companiaaabla wrifa), 
atthaufh a tcribbled nata in 
tha archive ravaala Hubert 
4a Granin HasHnp blmtatf 
at tha snapper

Speculating on the rise and fall of 
cities is an endlessly fascinating 
pastime. And it is not only architects 
and urban designers who like to 
dredge the deeper currents to 
understand what lies l>eneath the 
city’s pi^rpetual tumult. Kvorj'one 
loves the story of the High Line 
in New York, for example, which 
has single-handedly re-awakened 
a slumbering neighbourhood 
with a ‘park in the sky’ along a 
defunct elevated railway line.
Rut, in reality, is this re-shaping 
of the city really so simple?

•lust as Rem Koolhaas 
demonstrated in Delirious New York 
of 1078, a city can provide an 
accidental manifesto and here, in 
Illegal Living, Solfo proves to be 
an accelerated template for many 
post-industrial cities where you 
witness the alchemy of mixing 
artists and derelict factories and 
turning them into gentrified 
backdmps for aspirational living. 
This study by Roslyn Bernstein 
and Shael Shapiro ably exposes 
the momentum generated when 
gifted individuals, innovators,
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and canters through a list of 
soon-to-be artists and celebrities 
(Robert I)e Niro, Willem Dafoe, 
IVtsha BroH7i and Philip Glass}, 
and established stars (Andy Warhol,

, Robert llauschenburg, J<jhn Lonnoji 
and Yoko Ono), a storyline emerges 
akin to the casting of Groucho Marx 
in the Theatre of the Absurd. Forced 
to wear disguises to hide from 
the Attorney General’s inspectors 
and disgruntled contractors, 
Macinnas sets up the first of many 
planned Fluxhouses in the building 
(complete with bolt-holes and escape 
hatches), which is designated as 
non-residential, but that he insists 
will one day be live-work, as an 
‘artistic micleus’ in the comniunity.

Lacking the ability to raise funds 
commercially without a Certificate 
of Occupancy, lie draw's together 
like-minded artists and scrapes 
enough money together to buy the 
building. Over the cours<‘ of the next 
d(*cade, building support and 
legitimacy for what is essentially 
illegal loft living, he paves the way 
for the radical amendment of 
planning codes, which eventually in 
the 1980s allowed registered artists 
to live in 80II0, thus recognising the 
need for spaces for the marginal in 
the centre of the cit)'.

As Jane Jacobs said in The Death 
and Life of Great American Citieti,
‘If a city area has only new buildings, 
the enterprises that can exist there 
are automatically liinilod to those 
that can support the high costs of 
new construction... Chain store, 
chain restaurants, and banks go into 
new construction... Old ideas can 
sometimes use new buildings [but] 
netc ideas mtuit itsc old buildings'

By generating a new model of 
urban occupation basiHl on adjusting 
planning at a policy level and 
the careftil adaption of existing 
fabric, Sollo is a helpful test-case 
from w'hich to learn. How a now 
settlement st*eks first rubbish 
collections, then schools and basic 
social infrastructure, balancing 
the logistics of sanitation and 
defence against disaster, echoes 
the needs of squatters around the 
world. Simultaneously, these new 
homeowners demand controls as 
to who is allowed to occupy and nse 
the ftitim; city. As if defending their 
stronghold, in effect they help to 
write an urban constitution with 

I physical constraints and tight social 
control, which moans that only 
registered artists can live here, 
and non-artists need not apply.

priced lofts. Ultimately they prove, 
in the same way that developers in 
Soho, London, have found, that the 
longer residents stay in one place, 
the more they tend to want peace 
and quiet, and as little change as 
possible. It Is with a delicious irony 
that genuinely mixed-use cities are 
notoriously hard to fH>lice and 
maintain in harmony once they have 
become someone’s legal home.

80H0 oilers many lessons 
from its rapid change in fortune. 
Speculating with my students at 
London Metropolitan University 
on the future of London’s Soho 
and trj'ing to avoid romanticised 
versions of a bi Jiemian demi-monde, 
we have found ourselves using SoIIo, 
New' York City, as a valuable foil. 
Both have suri>ri8ing similarities 
evolving in well-defined enclaves, 
from residential to manufacturing. 
As decline has set in, both have 
survived the threat of traffic 
infrastructure crashing through 
their historic fabric in the 1960.S 
and ’70s (in London’s Soho, the 
motorway planned with A-f P 
Smithson’s support; In SoHo,
NY"C, the eight-lane expressway 
across Broome Stretd). Both 
have acliieved heritage status 
in SoHo’s case, the prcs<'rvat{on 
of the stunning cast-iron buildings

Despite requesting c(>rtifieates 
to prove an artist’s status in order 
to occupy a space in SoIIo and to 
achieve the artists’ own ambitions 
for a counter culture, in reality 
the City could not enforce this 
reciuirement. Over time, the 
residents’ complexion altered 
as older artists cashed in and a 
new' wealth entered the frame, 
leaving studios to be remodelled 
as large living spaces only. Galleries 
became l>outiqucs and the aim 
for a cultural district gave way to 
destination shopping and tourism, 
and the art world found areas to 
colonise elsewhere.

The attitudes in SoHo have shifted 
too. Not surprisingly, the marginal 
occupants from the 1900s and ’70s 
have aged and perhaps have acquired 
the characteristics of suburban 
plot-dwellers, now complaining 
about tralfie Jams, alcohol licences, 
and despairing at tire creation of 
SoHo as ‘party central’, exhibiting 
growing intolerance to ‘The New’ 
despite their radical origins. It Ls 
‘No’ to new ‘non-artist’ residential 
developments and definitely ‘No’ 
to a McDonald’s fa.st foot! outlet. 
They Iremoan the loss of real artists, 
but fail to lobby the City to enforce 
the law for fear perhaps of losing out 
on the re-sale of their now highly

Above: ttM tramformafion of 
SoHo in New York is tol4 
through the narratives of 
inhabitants who occupM 
a magnificsBt building 
on Wooster Stroot in the 
book Illegal Uving
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that mix utility, decorum and 
prefabrication. Over time, ground-up 
determination to avoid big-block site 
assemblage and the loss of small 
plots has defended the area from 
overdevelopment, and both boast 
consenative amenity groups intent 
on negotiating the conundrum of 
feeling at home in the city while 
defending un-urban qualities such as 
peace and quiet at night within a 
24-hour city economy.

However, it is at the scale of 
policy combined with maverick 
architect-led action that SoHo 
otfers a critical perspective. By 
demanding that marginal uses of 
an area bo prescn'cd, distinguished 
areas of the city can be defended 
and specific (if not ‘original’) 
characteristics encouraged. By 
renegotiating planning policy, new 
urban morphologies evolve that 
are unexpected and delightfiil. The 
cast-iron lofts of SoHo’s Heritage 
District are precursors to the bold 
initiative of the community-led, 
architect-designed High Line in the 
former Meatpacking District, where 
design success is underscored by a 
radical readjustment of zoning law.

The once-condemned elevated 
railway that cuts a swathe through a 
part of Manliattan where residential 
development had previously been 
restricted was kept and restored, 
thereby severely limiting any 
IKJtential redevelopment envisaged 
for the sites along its route. In 
exchange for this preser^'ation, 
the planning department allowed 
owmers to transfer their established 
development rights to neighbouring 
plots and this action enabled the 
area to accrue value and kick-started 
regeneration. New amenities 
flourished and the rejuvenated city 
emerged, as if to emphasise that the 
importance of gifted architects and 
quietly radical planning legislation 
should never be undervalued.

As a coda, it might be the flnancial 
crisis of 2007 -08 that could auger 
a new chapter in SoHo’s historj'. 
After years of laissez-faire 
iwrrowing, The New York Times 
reported in November 2010 that the 
banks were now scrutinising the 
legal agreements relating to the 
occupancy of lofts in SoHo, and 
finding the need for a certified artist 
to be in residence to comply with 
local laws. They an;: questioning the 
verj’ legality of the newest wave of 
occupants to Soffo who are, 
of course, now engaged in their 
own form of illegal living.

Alberti was so adamant about the 
distance between design and 
building that he recommend<Hl 
architects not to even enter the 
building site. From that moment on, 
builders were no longer autonomous 
fabricators who possessed both the 
idea and the craft, but sunply 
executors of other people’s designs. 
Even though such procedure would 
become extremely influential in 
defining the role of the architect, 
Alberti’s implementation of this 
method was not without problems as 
apparently the builders of his first 
design, the Tempio Malatestiano, 
were reluctant to cooperate.

Alberti’s invention of design was 
indeed a refinement of Brunelleschi’s 
attempt to overcome the workers’ 
resistance towards his leadership on 
the building site of one of the major 
architectural works of the early 
Renaissance: the dome of Santa 
Maria del Flore. It is known that 
Brunelleschi did not disclose his 
plan to complete the dome to the 
workers in order to deprive them 
of their professional autonomy. 
However, Filippo Brunelleschi’s 
autliorial strategy was not tenable 
since such strict control would force 
the author to be always present on 
the building site. It was for this 
re*ason that Alberti proposed that 
the architect would provide builders 
with notations to be executed 
faithfully in the architect’s absence. 
Alberti thus founded his method 
on the paradigm of identicality^ 
which as Carpo suggests made 
the architect’s design the deltnitive 
notational source of the building.

For Alberti, indexical 
correspondence between design 
and building was so crucial that in 
his book on the art of building,
De Re Aedificatoria, he did not 
include images because they would 
have been suscei)tible to alteration 
while lieing copied. Instea*!, he 
scripted all his design c.vplanations 
by literally digitalising architectural 
form: that is replacing drawings 
with the digits that would stand for 
arcliitectural measures of parts.

It is an irony, Carpo suggests, 
that Alberti perfected such authorial 
method just a few years b<5fore 
the invention of printing. With 
printing, Idcmt ical reproduction 
of architectural images made the 
paradigm of identicalitj’ a norm 
among architects. What the diffusion 
of architectural treatises established 
was a process of mass-production 
of ideas and architectural forms.

Reading the 
digital revolution
PIER VITTORIO AURELI
The Alphabet and the Algorithm 
Mario Carpo, The MIT Press, £15.05

You don’t have to l)e a follower 
of the parametric church to read, 
appreciate and learn from The 
Alphabet and the Algorithm^ 
the latest i>ook by Mario Carpo. 
Although written in support of 
the digital turn in architecture 
(a trend that is today already in 
decline), Carpo’s book is nothing less 
than an epistemological enquiry into 
the verj- concept of design, and more 
precisely architectural design.

Instead of providing another 
moBsianic manifesto on the digital 
revolution, he looks back to the 
very origin of architectural design 
to prove his thesis. For Carpo, 
the period that goes from the 
16th century to the last decade of 
the 20th century - a period in which 
architects authored their buildings 
by proriding notations in scale to be 
executed as identical as possible to 
the architect’s original conceptions 
- is a historical interlude. Before 
and after ai’chiteeture was and 
toill be a work open for constant 
change and revision and thus 
produced out of the paradigm of 
formal identleality between the bnilt 
work or the designetl object and 
the architect’s scheme.

In order to advance this tliesis, 
Carpo proposes a penetrating 
analysis of Leon Battista Alberti’s 
invention of architectural design, 
since it Is exactly such method 
that, as Carpo argues, is going 
to be seriously challenged by the 
increasing use of computers within 
the production of architecture. For 
the author, the Albertian architect 
is an early manifestation of the 
episteme of mass production in 
which multiples are exact copies of 
the original, the prototype. Ix>ng 
before mass production would bo 
an industrial phenomenon, Alberti 
attempted to mass-produce the 
architectural project by claiming 
that a building had to be executed 
as a mechanical imprint of the 
notations that were provided by 
the architect himself.

In this way, architecture l>ecame 
an aJlographic art, that is an art 
whose buildings are instances of 
the artist’s authorship without 
l)eing directly crafted by him/her.

Above; comic vicienary, 
architoct and inventor 
of Hw Huxii* move moot, 
Coorgo Maciunaa Is credited 
with ttie artistic revival 
ef SoHo In New Yorli City 
during the early IMOs

112 ARlOCT(mER20U



cun be dilFerontiated and ma<Ie 
singular for each object produced.

For Carpo, such production 
processes serve to reintroduce 
a pre-Albertian u-ay of making 
architecture and design objects in 
which production is no longer driven 
by identicality, but by sameness, 
that is the resemblance between 
dlfforeiitiated objects. Such a mode 
of production implies a form of 
authorship that is much more oi>en 
to adaptability and interpretation, 
the author argues, and the end of 
identicality in design means that the 
latter is no longer a hierarcliicall)- 
organised form of lal)our, but a 
more open and horizontal way to 
produce architecture.

It is precisely at this point that 
I would level a criticism towards 
Carpo’s thesis: that the ‘open-ended’ 
nature of the digitally driven design 
is ultimately a much mort^ strict 
form of control. It makes creative 
processes much more opt*n (indeed) 
towards any form of technocratic 
interference. If the Albertian 
invention of design contributed 
towards the division of labour 
within architecture, digital design 
appears to make this division 
even more complicated and diflicult 
to re-compose.

Yet in spite of this criticism,
The Alphabet and the Algorithm 
is a brilliant and well-crafted 
provocation that maybe of interest 
not only for those who have 
embraced digital design, but also 
for those who remain sceptical 
towards the practice.

This process became even more 
radical with tlie advent of industrial 
prrKiuetion in which a further 
expanded division of labour and 
mechanical reproduction not 
a simple reproduction of ideas i
and forms, but of the building 
elements themselves made the 
distance betu eeii design and craft '
larger and larger.

This mode of production has been 
ftindamentally challenged by the 
digital turn in architecture that 
occum>d in the IDflOs, The advent 
of CAD/CAM-aided design - Carp4> 
argues is overcoming the Albertian 
paradigm of identicality to replace i 
it with the one oisameness. Uliile '
mechanised reproduction of object s ' 
was based on tlie strict indexical 
relationship between the original and 
the copy, with processes of digital 
reproduction this relationship is 
no longer necessary and not even 
possible. Digital means of production 

I are 8U8ceptil)le to l>eing constantly 
re-axijusted, and self-customised.

Moreover, whereas with 
nit*chaiiical reproduction it wsis 
not feasible to change the form 
of the object or the comi)oneiit 
while it w^s being manufactured, 
with digital modes of prtKiuction 

I each inass-rnanufactured item can be 
' different. For example, the architect 

and theorist Bernard Cache has 
I theorised the authorial approach 
I to digital design as ‘objectile’ (wliich 

is also the name of his practice and 
i workshop in Paris). In Cache’s terms,
' objectile stands for a generic obje<!t 

whose algorithmically produced form

The secret life 
of libraries
ORIEL PRIZEMAN
Wiedom Builde Her Houee:
The Architecture and History 
of Libraries, Architekturmuseum, 
Munich, until 16 October

Curator Winfried Nerdinger claims 
that more libraries have been built in 
the last 20 years than over before and 
that contrarj' to expectations of the 
1060s, navigation of digital versus 
physical literature has not halted 
this progniss. Just now, such a 
positive message rings more brightly 
close to .Munich’s Glockenspiel than 
it might do amid the death knell of 
public libraries audible in Britain. 
Nevertheless, globally, a slideshow 
demonstrates that the of the 
library, as a physical embodiment of 
knowledge, is verj’ much alive.

Four rooms narrate the purpose 
of libraries from dr>’ to sweet. An 
impressive variety of texts from 
the library of Wenicr Oechslin is 
followed by plans and photc^raphs 
iiitersp<‘rsed with CAD/CAM models 
of libraries. Anecdotal vitrines hint 
•at the wider role of libraries in 
culture. The rational progression 
through configurations for the type 
leads to responses from Le Corbusier 
to Toyo Ito: ho\v might the sum of all 
knowledge be contained in buildings?

A wall of Erik Desinazidres’ 
cartoons depicting Jorge Luis 
Borges’ impossible ‘'fhe Library of 
Babel’ screens a final room in whicli 
a reel of real librar>’ activity runs. 
Collatt'd from the archive of Ingo 
Tornow, excerpts from films depict 
encounters of murder, seduction, 
ferce and fulfilment in libraries, 
including Wim Wenders’ 1987 flight 
through Hans Scharoun’s State 
Libra r>’ in Wings of Desire whore, 
against a collage of sound, smiles 
into the camera are calmly passed by 
for a long view across the horizon of 
the reading room below.

The story is a huge one and not 
completed here but the modest 
cxlilbition provides a stimulating 
framework from which to become 
more curious about our ambition to 
own, contain and wander around 
knowledge. By including the film 
montage, it mitigates the potential 
seriousness of the subject and gently 
acknowledges our fascination with 
rule-bending in such environments. 
Oriel Prizeman focuses on libraries in 
next month's new Typology quarterly

I

Below: a reconstruction 
of a drawini device following 
Leon Battista Alborti's 
‘scripting'HMttiod. 
Communicating space 
tlirosgh netation rattwr than 
rapreaentatien protected 
the architect’s central and 
provoetad drawings from 
being repredeeod with errors
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PEDAGOGY
architectural discovery that would 
come to defloe their outlook on 
life, guided by a pedagogy that has 
distinguished the school since its 
establishment almost 60 years ago.

With its insistence on the 
centrality of everyday life to 
design, this educational approach is 
rein^igopated by each new generation 
^^f faculty at the CEPT. Vishwanath 
Kashikar, who began teaching soon 
after completing his postgraduate 
diploma and now holds an assistant 
professorship, explains: ‘We believe 
in rt*cognising existing contextual 
realities by experiencing them 
first-hand.’ The implications of tliis 
ostensibly banal philosophy are 
far-reaching. ‘It is easy to fall 
back uiK)n nostalgia for a Iwalised 
past. We want our graduates to 
understand the layered dimensions 
of truth that encompass l>otli the 
global and the local, and to design 
in a manner attuned to today’s 
complex reality.’

This down-to-earth engagement 
with the arcliitectural site, rooted in 
the exiieriene© of actually being 
there, has aii instructive provenance. 
Founded in 1962, CEPT was the 
brainchild of eminent Indian 
architect Balkrishna Doshi, whose 
teachings and buildings invoke a 
fusion of modernity and spirituality 
while celebrating ordinariness. The 
name of his practice, Vastu Shilpa 
Consultants, echoes the Hindu 
shaatras associated with ancient 
place-making customs, yet his 
formative years were spent at the 
heart of the Modern Movement in the 
Paris odiee of Le Corbusier. Doshi 
schooled his students to embrace 
cultural traditions and at the same 
time to adopt an unsentimental, 
scientific approach to construction. 
Ilis university buildings at CEI’T, 
all concrete frame and exposed 
brickwork, offer an object lesson in 
the social impact of this approach. 
For Acharya, the quietly symbolic

I.Intlie BuikHng 
ConstnicHan and Detail 
drawing da««, stadonts 
Chandani Patei and SaJaJ 
Vatani create an elaborate 
exploded axonometric 
drawing of a wall detail 
ZftS.InVUhwanatfi 
Kashlkar's fONrtti-year 
■tudio, etudent* are 
encouraged to ute first-hand 
experience to understand 
India's housing proMems. 
Students work in peups 
to document hakrts and 
space-use patterns of the 
city's inhabHanti

Centre for 
Environmental 
Planning and 
Technoiogy, 
Ahmedabad, India
MATTHEW BARAC
As a fresh-faced first year at 
the Centre for Environmental 
Planning and Technology (CEPT), 
alumnus Prachi Acharya, now 27, 
was sent off by her studio tutor to 
spend the morning at Ahmedabad’s 
bustling railway station. The purpose 
of the outing was not to study the 
building but to carryout, she recalls, 
‘a conscious documentation of the 
habits and space-use patterns of 
people’. Sketching luggage porters, 
chatting to strangers, watching the 
world go by in its ordinary detail, 
Acharya and lier clofismates were 
embarking upon a journey of

Ji!‘l
TO««nr nn fedi^

/. .m
-oriA
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‘the proliferation of data means 
that teaching must increasingly 
focus on making sense of today’s 
visual overload, instead of imparting 
information [but this] has pushed us 
towards emphasising the value of 
first-hand experience through 
milking and sketching, rather than 
simply seeing’.

Design projects in Kashikar’s 
fourth-year studio, which he runs 
nnth vLsiting tutor Surya Kakani, 
address the challenge of urban 
housing. Students investigate 
case-study sites - - slums, bungalows, 
tenements, umlti-slorey blocks 
generating a spatial vocabulary 
of occupation, which informs 
studio seminars and hel])s to 
bring design proposals to life.
Hemal Tilvawala’s project for 
mid-rise housing at Biiiianagar, 
drawing on his studies of how 
people gather and move through 
public space, looks to reinvent the 
maligned motif of ‘streets in the sky’.

campus architect\ire has the capacity 
to ‘make one feel at “home” away 
from home... the design does indeed 
facilitate student interaction’.

Today’s cohort of students 
continues to benefit from Doshi’s 
pedagogical commitment to 
combining up-to-the-minute 
concerns with timeless values.
Kach year, undergraduates conduct 
a measured survey of a vernaiuilar 
or historical site, engaging nith 
their surroundings through the 
medium of drawing. This leads to 
positive outcomes for both school 
and students. CKPT’s comsidorable 
architectural archive of hand-inked 
drawings documenting settlements 
across India demonstrates the 
.sketching competence that has 
been nurtured through studio 
and fieldwork exercises. Over the 
years, it has provided a measurt? of 
students' environmental awareness 
and their ability to anchor proposals 
within the real world. For Kiishikar,

Ka.shikar explains; ‘Hemal is trying 
to transplant the heavily inhabited 
Indian uriian street into an otherwise 
dead multi-storey housing corridor.’ 

The street is a perennial theme. 
Supervised by Kashikar on her 
(inal-year project, Acharya surveyed 
entrance thresholds in four local 
housing types, including a (ightly 
knit, traditional low-income 
urban quarter. Illustrated by 
hand-drawings, her micro-studies 
documenting a shady spot that 
affords certain forms of encounter, or 
the way informal traders appropriate 
an articulated doorstep provide 
evidence with which she builds a 
case for improvements to housing 
in jUumsIabad. For Kashikar, the 
implicit give and take between seeing 
and making is irretluciblc: ‘We want 
our students to appreciate that 
the right design processes can lead 
to a better understanding of one’s 
context, wiiich makes it possible to 
create better design solutions.’

4. Student Hemal THvawala'a 
mid-riee houelng aim*
te addresa Bimanagar's 
housing problem
5. The pink floors of 
TItvawala's model hl^light 
his reinterpretation of 
'streets in the sky'. In 
which the now winding 
outdoor corridors mimic 
India's urban street pattern
6. The section reveals how 
these new streets enliven 
the otherwise lifeless 
muitj-sterey housing block

I
6
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REPUTI
sai

which revealed the potential of the 
relatively young architect, namely in 
the understated Garden of Love and 
Fire at Ahnore in the Netherlands.

Formed from a series of parallel 
metallic stele on a gritty base in the 
middle of an open green space, this 
haunting scheme no doubt owed a 
great deal to Richard Serra’s 
sculptures using steel blades and 
cuts; but it showed how Libeskind 
was capable of using abstraction to 
touch upon subliminal emotions, to 
stir memories and even to encourage 
meditation. Although small, the 
project possessed a rt‘strained 
monumentality. These two works of 
the 1990s continued investigations 
launched a deca^le earlier in the 
sketches of the ‘Choral Works’, which 
explored a sort of visual equi\'alence 
to music in scor^ of a kind. The 
Berlin and Almere schemes c^ll to 
mind Wittgenstein’s observation; 
‘Remember the impression one gets 
from good architecture, that it 
expresses a thought. It makes one 
want to respond with a gesture.’

So what went wrong? Fast 
forward to this year's Run Run Shaw 
Creative Media Centre for the City 
University of Hong Kong, a pile-up of 
Libeskindian cliches without sense, 
form or meaning - a reduction to 
caricature of all that the Jewish 
Museum set out to achieve. Or take 
the project for Qazi)rom City in St 
Petersburg of 2000, a 300m tall 
‘tower’ that resembles a high heel 
shoe. Or the ‘Tangent’ facade for 
Hyundai Development Corporation 
Heiulquarters in Seoul of 2005, with 
its leering round mask, like a cartoon 
on a poster, but rendered in a visual 
langm^e devaluing K1 Lis.sitzky: a 
colossal billboard shouting a trite 
and noisy corporate message across 
the moss of an Fast Asian city. Talk 
about an uneven trajectory. This was 
virtually a betrayal of all that 
Libeskind had stocKl for.

Maybe the trouble start<Kl with 
the famous ‘Fn^edom Tower’ fiasco 
in New York, the skys(!raj>er whicli 
from a certain angle mimicked the

He lost his 
architectural 
soul, like 
so many other 
architects of 
his generation 
once trumpeted 
as the critical 
avant-garde’

upraised arm of the Statue of Liberty 
and announced its all-American 
credentials by being l,776fl tall 
(the date of American Independence 
- 1776 and all thatl). Suddenly, the 
Danny who had been all about 
cutting through the tangled 
suppressions of difflcull Buropean 
war memories seemed to let his 
architecture serre the dubious 
Neo-Con redefinition of 9/11 as an 
attack upon the ‘freedoms’ of the US, 
if not the ‘Western M’orld’ in general.

As it turns out, these ‘freedoms’ 
included the ‘right’ to invade 
countries illegally, to set up prison 
camps and to muzzle the freedom of 
the press and tho free expression of 
public opinion with the Patriot Act. 
Not Libeskind’s fault, of courses 
he took a risk in playing along with 
a narrative einbetided in half-truths 
and in a refusal to look critically at 
international political reality. You 
can wear ‘I love New York’ buttons 
and appear on TV chat shows but it 
turns out that NY' does not love 
architecture. In the end, everything 
is reduced to the level of tho real 
estate developer’s calculations. A 
skyscraper is just a skyscraper, after 
all, a banal stack of offices whatever 
cartoons, national myths, or twists 
and turns one may apply to it.

So Libeskind hit the big time 
and became a ‘success story’ and an 
international brand in the global star 
system. But i>erhaps he lost his 
architectural soul in the process, 
like so many other architects of 
his generation once trumpeted 
as being part of the su])poBedly 
‘critical avant-garde’. One thinks 
of Coop IIimraelb(l)au, the Rolling 
Stones of Vienna with their Blue 
Angel creeping over a rooftop, 
then the monstrosity of its recent 
skyscraper for Shenzhen; of Peter 
Eiseninan’s theorising snatched from 
Derrida, then the catastrophic realltj’ 
of the City of Culture in Qalicia; of 
Zaha Hadid with her neo-Lissitzky j 
paintings of the Hong Kong Peak 
project, then the jumble of 
computer-generated formalism

(Daniel Libeskind
WILLIAM JR CURTIS
It is a curious espcwience to go back 
to Berlin after an absence of some 
15 years. Daniel Libeskind’s Jewish 
Museum was under construction 
w’hen I was last there in 1996 but I 
did snatch a glimpse of the building 
with its zigzag plan and diagonal 
gashes of light. The themes of 
Walter Benjamin’s One-M’ay Street, 
and of tho central void left by the 
Holocaust, were clear enough in the 
drawings and models but not yet 
perceptible in the construction.

Only days ago, I went back and 
experienced the finished building 
for the first time. It is now an 
established landmark in tho city.
The reaction was mixed. The leaning 
exterior is more subdued than many 
imagined and makes a dynamic foil 
to the old museum building of which 
it is an annexe. The theme of the 
street, with its three diagonal 
crossing points, one to annihilation, 
one to the diaspora and one to the 
future, is clearly spelt out. The void 
at the centre of the building, the 
dark tower chamber at the end of the 
Holocaust Street, and the tilting grid 
of stele in the Garden of Exile are 
strong spatial experiences, as is the 
(Nmtral stair ending in a blank wall. 
But the route through the upstairs 
galleries is a muddle and the matter 
is not improved by the confused 
presentation, which is not worthy 
of its tragic subject matter.

Not everyone approves of 
Libeskind’s ‘theatrical’ rendition 
of a troubled past but the Jewish 
Museum in Berlin stands as a work 
ftill of promise, designed by an 
architect who was in his forties 
when he conceived the idea. This was 
not a matter of ‘Deconstructivist’ 
mannerisms that were so fashionable 
at the time, but of a narrative 
translated into abstract form, light 
and spac(! through the medium of 
architecture. There was another 
Libeskind project of tho early 1990s

Born 
1946 
Edvcatloa 
Coopor Union 
Etsox University 
First break 
Barden of Love and 
Fire, Almere.
The Netherlands (1892)
Key buHdinp 
Felix Nussbauffl Haus, 
OsnabrAch. Germany ((998) 
Jewish Museum, Berlin, 
Germany (1999) 
imperial War Museum North, 
Manchester, UK (2002) 
Masterplan for the 
World Trade Center site,
New York City, USA (2003) 
Garlands
AIA New York and the Center 
for Architecture Foundation 
President's Award (2008) 
AIA New York Medal of 
Honor (2011)
QUiote
To promote meaningful 
architecture is not to parody 
history but to articulate if

7
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being dumi>«l all around tlio world, 
promoted by specious comparisons 
with gladioli or seashores. Oh the 
delights of Parametricism and 
computers, which make the bad easy 
and the good as hard as ever. We 
hear ad nauseam aimiit ‘complexity’ 
but most of it is simple-minded. 
Never in the histor)’ of humanity has 
so much meaningless gwimetry been 
produced by so few architects.

Then a llashback to a warin 
afternoon in New York in 1988... 
a visit to the Museum of Modern Art 
(MoMA) to see the ‘Deconstruelivist’ 
show. I join Joseph Giovaimiiii, 
former critic of the LA Times, who 
was mile.s ahead of Mark Wigley 
and Aaron Betsky in sensing new 
directions. Of course, Philip Johnson 
was pulling the strings behind the 
scenes and iloMA was serving as the 
willing fashion boutique promoting 
new hemlines. What fun to pull the 
rug out from under Postmodern 
Classicism when you had been one 
of the proponents and Just when the 
corporate US was settling into a 
banquet of pink keystones. What 
fun as well to drc‘ss the whole thing 
up in radical chic theorising and 
to compromise academia in the 
process: ‘Deconstructivism’ = 
Neo-Constructivist formalism -i- a 
dose of‘Dccon’ philosophy... geddit?

Of course, the best of the lot was 
Frank Gehry, who hardly opened a 
theory Iwok in his life. A nice bit of 
packaging then for a new generation 
and in the middle of the show 
Libeskind’s ‘City Edge’ project for 
Berlin, all about cuts, fracturing 
and difflcult historical memorios 
in a divided city, a divided Europe, 
a divided world. So the wall came 
dowTi in 1989 and the capitalism of 
the ‘free world’ went on the rampage 
with social fractures and urban 
fragmentation of its own, and on a 
large scale all over the place. And the 
‘radicals’ all became coiison'atives 
putting their flamboyant gestures 
and fractured shards in the service 
of the unfettered forces of the 
market. ‘Freedom’ or slaverj’?

AIi;(X;TOnBR201l 117



The Natural choice for a commercial tile supplier

Filament Is a stunning new addition to the Solus Ceramics Natural collection 
Its eight shades mimic natural stone beautifully whilst maintaining the 
superior technical characteristics of porcelain. Please contact Solus 
Ceramics for details on this or any other exciting ranges on offer.

Call 0121 753 0777
Email sales@solusceramics.com
Visit www.solusceramics.com
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Cornell University 
Department of Architecture

Edgar A. Tafel Professor of Architecture / Director of Professional M.Arch. Program 
The College of Architecture, Art. and Wanning at Cornell University is pleased to announa a new endowed professorship in the Department of Architecture. The Edgar A. Tafel Professor 
of Architecture endowment is named in honor of the late architect and benefactor Edgar A. Tafel, who was ^ last surviving member of Frank Lloyd Wright's Taliesen Fellowship.
The successful candidate for this faculty position will serve as the Department's first Edgar A. Tafel Professor and Director of its Professional Master of Architecture program for a 
renewable three-year term, and will be appointed as a tenured or tenure-track faculty member with rank commensurate with qualifications. Candidates must have a strong interest 
in teaching architectural design studio while also developing interdisciplinary collaborations within the College and the University - with its wealth of humanistic, artistic, scientific, and 
technological resources. Beyond the institution, the Department seeks to buM upon its already extensive contacts and interactions both in the U.S. and internationally.
As director of the professional Master of Architecture program, the succes^l candidate wkl provide strong leadership for the department's fully accredited professional graduate degree 
program. The director will also will be responsible for continuing (o buHd a graduate program whose rigorous intellectual standards, cultere of thoughtful inquiry and creative production 
reflect teose of tee Department's longstanding renown.
Applicants must have all of tee following qualifications: a record of outstanding accomphshment and promise of continued distinction in the area of architectural design and design 
inquiry, a professiondl degree in architecture, proven excellence in studio instruction, and established academic leadership quakties.
Required Application Materials:
1. letter of application including a brief statement outlining teaching. researdVscholarship/practice. and academic administrabon/teadership qualifications
2. a fuH curriculum vitae
3. one portfolio
4. a list of five references with telephone nunrbers, mailing addresses, and email addresses.
M applicants should submit tee matehats in hard-copy format to the follovnng address. Digital submissions can supplement or duplicate these but cannot replace them. Please note 
teat apF^cabon materials will not be returned.

Search Comminee Chair
Edgar A. Tafel Professor / Director of Professional M.Arch. Program 
Department of Architecture, Cornell University 
139 East Sibley Hail 
Ithaca, NY 14853

•Phone: (607) 25S-7612 • Fax; (607) 255-0291 • Email: arch chair@comell.edu 
Review of ^kabons will begin on October 1.2011 and will continue until the position is fitted.
Architecture at Cornell dates back to the founding of the insbtirtion; it is one of the oldest programs of its kind and has a long and disbnguished tradition of design, scholar^ip, and 
teaching. Degree programs in tee Deparbnent include a professional BAch.. a professional M.Mte., a post-professional M Arch., an M AJPh.D. in the history of architecture and 
urban development, and an M.S. In architectural building technology and computer graphics. New fadlifies (including tee recentty-opened Milslein Hall designed by DMA) and evolving 
degree pfograrris reflect both a confirming commitment to excellence and an ongoing renewal of architectural education at Come*. The professional Master of ^chttecture degree 
was launched in 2004 and fully acaedited in 2009. This M Arch. program enrols approximatety 90 students in a 7 semester cwiculum. including one semester in the College's New 
York City facility.
For more information about the Department, the College of AAP, and Cornell University, 
please visit; http J/vrww.aap.comelI.edu/arch/
EEO/AA Policy: “Com^ University is an Equal Opportunity/Affirmative Action Employer and actively seeks applications from women and under-represented minorities.*

httpJ/wvnv.ccxT^ell.edu/htlp://www.aap.comell.edu/
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The abandoned mines in the mountains of 
Campania, sketched by Beniamino Sen’ino, 
a Naples-trained architect who lives in their 
shadow, in the town of Caserta. The Latin 
caption, eave carievi (‘beware of the dog’), 
plays on the Italian word for the abandoned 
pits (cave) and tlie de^solate landscape that 
remains behind. This is one of a number of 
sketches on the subject by the delicately 
aphoristic artist, who takes pride in his 
position in the architectural world: gnelli 
che gtanno al maTgi7he hanno semplieemente 
un’orbiia piU grande (‘those who stand at 
the margins simply have a wider orbit’).
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DESIGN + SUSTAINABILITY = W + W

W+W has arisen from Roca's arrtxtion upon incorporating new. unique and innovative solutions into bathrooms. 
This solution combines design and sustainability as it brings the toilet toother wrth the washbasin in a single pi^. 
An eye-catching design makes it ideal for compact spaces, although its most innovative feature is technology that 
allows water from the washbasin to be reused to f jN the toilet s cistern. A unique product that Roca has made a reality.

Roca THE LEADING GLOBAL 
BATHROOM BRAND 
wwwroca.com


