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We have recently
installed our cubicles
in the penthouse
suite, owned by
Jay-Z, of the new
Barclays Center
indoor arena in
Brooklyn, New

York. We worked
with the architects
to create stunning
matt black laminate
and aluminium we
cubicles. We hope
Jay-Z, who also
opened the arena
likes them as much
as we like to sing and
shout about them

This is one of a
number of jobs we
have supplied and
instatled in the USA
and beyond. Please
give us a call on
+44 1244 520677
for any information

it # 4 thrislington cubicles
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“T'he best museum

- of all is Venice: with a
- steady supply of German

and British retired
schoolteachers and the
generally bored to keep
it going until it drowns’
Peter Cook, pI9

- ‘One walks away rather

moved by the memory
of this fiercely lovely
silo, settling onto its
wandering plinth like
a morsel of gravel
onto an oily raindrop’

Nicholas Olsberg, p22

‘In the pages of Playboy,
John Lautner’s Elrod
House looks like the
first-class lounge of an
international airport
full of sex kittens, and
finally ends up as home
of Bambi and Thumper
in James Bond. Perhaps
it was not Playboy, but
the architects that were
talking rubbish’

Paul Davies, p86

“T'he entire world of
art and architecture
has failed to contribute
in any substantial way
since, let’s say, 1968’

Aldo van Eyck, p94




Matthew Barac is a Senior Lecturer at London’s
South Bank University and also our regular
Pedagogy correspondent. This month he visits the
Department of Architecture and Civil Engineering
at Bath University

Paul Brislin is a director of Arup Associates and
leads their Sports Architecture division. He is
currently leading a multi-disciplinary team in the
design of a 60,000 seat stadium and masterplan for
a major sports city in Saudi Arabia. He gives his
view from Saint-Louis, Senegal, the Venice of Africa

Peter Buchanan will be back with his final salvos in
the Big Rethink campaign early this year

Peter Cook is internationally renowned for his work
with Archigram, the Bartlett and now his studio,
Crab. In Viewpoints, he offers a personal
perspective on the evolution of the musenm

William JR Curtis is a critic, historian of 20th-century
architecture and anthor of such seminal texts as
Modern Architecture Since 1900 and Le Corbusier:
Ideas and Form. This month he remembers the late
Oscar Niemeyer and reviews Carlo Scarpa’s
designs for glassware, currently on show in Venice

Paul Davies is an architect who lectures at the
Architectural Association in London on writing
in relation to architecture and cultural theory.
This month he had the enviable task of reviewing
Playboy Architecture, 1953-79 in Maastricht

Edward Denison is an architectural historian, writer
and photographer. His publications include 7%¢
Life of the British Home, Asmara — Africa’s Secret
Modernist City and Modernism in China. He
reports on the Sustaining Identity conference

Niall Hobhouse is chair of the Cities Programme
and governor of the London School of Economics.
He looks at David Chipperfield’s proposal to link
the Royal Academy with 6 Burlington Gardens

Hans tbelings is a Dutch architecture critie,
historian, writer and exhibition maker. Currently
he is preparing the launch of 7%he Architecture
Observer, intended to become a multi-platform tool
for architectural eriticism. He looks back at the life
and work of Aldo van Eyvek in Reputations

Antonello Marotta is an architectural eritic who

has written on numerous architects including Toyo
Ito, Daniel Libeskind and Massimiliano Fuksas.
As author of Contemporary Museums, he is

well placed to survey the fascinating typological
and cultural history of the museum

Andrew Mead is a London-based writer on
architecture and the arts, and is our foremost
photography correspondent. This month he visits
the Grindbakken bunkers on a dockside in Ghent
to see an installation by Rotor

Jeremy Melvin is a lecturer, scholar and writer
covering a wide range of architectural topies.

In these pages he interviews Adam Caruso and
Ptolemy Dean on the Soane Museum refurbishment

Paul Noble is a British visual artist who was
nominated for the 2012 T'urner Prize. His
intricate illustrations grace the cover of this
issue as well as the Folio page

Nicholas Olsberg was chief curator of the Canadian
Centre for Architecture in Montreal. He travelled
to Dallas to review Morphosis’s new Perot Museum
of Nature and Science

Emmanuel Petit is a partner in Jean Petit Architectes
and Associate Professor of Architecture at Yale
University. His forthcoming book lrony, or, The
Self-Critical Opacity of Postmodern Architecture
will be published in May. Here he reports on the
Parrish Art Museum by Herzog & de Meuron

Lynda Relph-Knight is an independent design writer,
industry consultant and former Editor of Design
Week magazine. This month she reviews the new

Dr Susan Weber Gallery at London’s Victoria and
Albert Museum, which focuses on furniture-making

Joseph Rykwert is one of the leading authorities
on the history of architecture and art. He is an
accomplished educationalist, having held many
university teaching posts in Britain and the US.
He is currently the Paul Philippe Cret Professor
of Architecture Emeritus and Professor of Art
History at the University of Pennsylvania.

In this issue he reviews James Wyaltl, 17}6-1813

| by John Martin Robinson

Michael Webb is an architectural writer and eritic

| based in Los Angeles. This month he reports on

the Broad Art Museum in Michigan by Zaha Hadid

Gwen Webber is a New York based architecture and
design writer and US Correspondent for Blueprint
magazine. She reviews the lecture given by Diane
Davis on Modernist Planning and the Foundations
of Urban Vielence at GSD Harvard
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Forget the

art object;
museums must
connect with
wider civic life

Editorial view

The recent death of Oscar Niemeyer
at the astonishing span of 104 has
prompted many tributes from the
architectural cognoscenti. Ours is
furnished by William JR Curtis (p10)
who writes that ‘He embodied the
very notion of the artist architect
who conjured up forms with the
rapid lines of his pen ... (yet) behind
the bravado lay a penetrating mind
which elaborated an entire
architectural language for dealing
with a wide range of social tasks.
Some years ago on a trip to
Rio de Janeiro, I vigsited Niemeyer’s
Musgeum of Contemporary Art,
the one that looks like a 1950s
flying saucer clamped to a cliff.
This involved catching a packed
and dilapidated ferry to the
unprepossessing suburb of Niteroi,
as Niemeyer’s building was the
initial salvo in some grand plan
to reactivate one of Rio’s more
disregarded locales. Teetering on
its cliff and visible for miles, it was a
gaudy, disinhibited bauble of sinuous
white conerete, spectacularly
reproduced on dozens of magazine
covers, and the only reason for
anyone to catch that ferry. Yet as
a working art museum it was a
disaster, its curved walls totally
unsuitable for displaying art,
which was apologetically arrayed
on movable partitions like some low
rent student show. But no one came
for or cared about the art; instead
they came for the architecture and
the mindblowing views of Rio’s
cosmic topography from the bridge
of Niemeyer’s flving saucer.
Notwithstanding its photogenic
pulling power, Niter6i is now
probably regarded as one of the

late and less successful works in

the Niemeyer canon, but it aptly
encapsulates the theme of this issue,
the shifting and complex symbiosis
between art and architecture,
contents and container, artist and
architect. The rise of the trophy
museum is one of the more enduring
legacies of contemporary interaction
between culture and architecture,
when anything from tarot cards to
torture now seems fair game for
curators in the quest to corner

the cultural short-break market

or Kick-start urban regeneration.

In the modern era, museums have
assumed many incarnations, from
city-museum, to museum-city,
museum-implant and latterly, as
Antonello Marotta observes in
his extensive typological survey
(p75), the museum-prosthetic and
museum-landscape. “T'hese museums
are the polar opposite of the neutral
ones of the Modern Movement,’ says
Marotta. ‘In these new contexts the
place is full of pathos, of a time that
produced an occurrence that is, in
itself, spectacular and theatrical’
Paradoxically, the most formally
modest project in this issue, the
Grindbakken bunkers (p44), in which
an industrial structure becomes a
repository of art and memory, is also
the most experientially resonant.

Yet a wider challenge still
remains, in that too often modern
museums and galleries are conceived
as preening, isolated art objects.

To cultivate a sense of authentic and
enduring meaning, such buildings
must connect with the wider civie
life and milieu from which they
emerge and which sustains them.
Catherine Slessor, Editor
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OBITUARY
Oscar Niemeyer
1907-2012

The unrivalled master
of Modernist Baroque
defined a nation and
leaves a legacy of global
significance, writes
William JR Curtis
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PAULO FRIDMAN/CORBIS

verview

When I heard the sad news about
Oscar Niemeyer I had a sudden
flashback to the one occasion on
which I had a conversation with
him. It was seven years ago and
we were both in remarkable
buildings which he had designed,
only they were roughly 600
kilometres apart. He was sitting
in the garden of the house at
Canoas (1952) just outside Rio
de Janeiro. I was standing next
to a lectern on the stage of the
ballroom with glass floor in the
casino in Pampulha (1943) just
outside Belo Horizonte. It was
a video link, of course, and as
I do not speak Portuguese we
conversed in French about the
Chapel of San Francisco in
Pampulha (1943) which I had just
seen for the first time and which
had just been well restored. Our
conversation took us through
several subjects including the
inspiration provided by nature.
The event in which I was
participating included three days
of lectures and reflections upon
modern architecture in Brazil.
Niemeyer had wanted to
attend for he said that it was in
Pampulha over 60 years before
that he had found his true way.
But he hated planes and could
not face a long journey by car.
So we spoke with him one by one

from that stage and he replied
from the garden. He appeared on
the screen altogether larger than
life, with that monumental face
and that jutting chin. But the
image was silvery and pale as if
he were a ghost already speaking
from the past.

T'o say that Oscar Niemeyer
was a living legend would be an
understatement. His life spanned
over a century of world history
and his career took him back and
forth between the ‘third world’
and the more advanced industrial
nations. Niemeyer leaves behind
him roughly 600 projects in
places as far apart as Rio de
Janeiro and Algeria, Pampulha
and Paris, and several of these
can be counted as masterpieces.
One thinks in this connection,
precisely, of the casino at
Pampulha and the house in
Canoas which both combined the
rigour of modern structure with
fluidity of space and form, and
sensitivity to nature. In addition
there are vast numbers of works
of high standard, and a few real
duds towards the end. Niemeyer
embodied the very notion of the
artist architect who conjured up
forms with the rapid lines of his
pen. But one should be wary of
the caricature which the wizard
himself encouraged when

In his later years, Niemeyer retreated into self-parody, but his line remained unrivalled

hypnotising his visitors with
charming and self-protective
rhetorie. Beyond the bravado

lay a penetrating mind which
elaborated an entire architectural
language for dealing with a wide
range of social tasks. Rather than
repeating the clichés it is best

to experience the extraordinary
spaces and sequences of his
buildings, including their
orchestration of site and view.
Architecture touches all the
senses and communicates in
silence. Niemeyer's true
testament lies in the constructed
thoughts of the works themselves.

Niemeyer belonged to what is
sometimes called the ‘second
generation’ of modern architects,
meaning that he inherited and
transformed the discoveries of
pioneers such as Le Corbusier
and Mies van der Rohe to deal
with the realities of rapid
modernisation in his own country,
Brazil. He worked alongside
Laicio Costa and Le Corbusier
on the project for the Ministry
of Edueation in Rio de Janeiro in
1936, one of the first skyscrapers
to be fitted out with sun-shading
louvres, and a building which
seems as fresh today as the day
it was built. He subsequently
developed an architecture which
worked at all scales from that of
the individual house to that of the
monumental ensemble; his
contributions to the new national
capital of Brasilia designed in the
1950s (basic plan by Licio Costa)
such as the Presidential ‘Paldcio
da Alvorada’ (‘Palace of Dawn’),
show that he could handle
questions of monumentality and
state representation with great
elegance. The exteriors with their
inverted arches on tiptoe have
been accused of mannerism,
but it is on the interior that this
building comes alive, with its
ample public spaces, dignified
promenade architecturale, and
luxurious roof terrace affording
a social stage with an expansive
view to the horizon.

While modern and progressive
in tone, Niemeyer’s architecture
absorbed lessons from the past
and from nature. His biomorphic




Niemeyer's crown-of-thorns cathedral in Brasilia (completed in 1970). Souvenir sellers shelter from the sun behind bronze sculptures of the four evangelists by Dante Croce

forms were inspired in part by
Picasso and Arp, but also by the
Baroque inheritance in Brazil.
He developed a style which
abstracted the shapes of the
meandering rivers and contours
of the tropical landscape, and
those of the female figure.

His architecture combined
sensual curves, rich materials,
and movement through layers

of space. His buildings resemble
filters through which air may pass
while heat and glare are excluded
by screens. He developed
contrasts between technological
abstraction and eruptive tropical
vegetation. Niemeyer often
played off pure prisms such as
rectangular towers or blocks
againgt lateral expansion at

the level of the ground plane.

He took over the principle of

Le Corbusier’s ‘free plan’ and
extended it in dynamic curves
and ramps celebrating both

pedestrian and motor circulation.

His buildings responded to
topography but were themselves
artificial landscapes of a Kind,
and in this he was an aesthetic
cousin of Roberto Burle Marx,
the landscape architect with
whom he often collaborated.
In effect, landscape was a
metaphor embodying myths
concerning the roots of
society and the beginnings of
architecture. Niemeyer’s shapes
were suave and sophisticated,
made of concrete, marble and
steel, but some of the underlying
dreams were primitivist in tone.
In Niemeyer’s ‘utopia’, man
was supposedly to achieve
harmony with nature through

the liberation of space and the
use of new technology — a
position which expressed almost
unconsciously Brazilian national
myths of universal progress

on one hand, and conceptions

of identity on the other.

A Communist who built houses
for the rich, a cathedral, social
housing, museums, and buildings
for numerous state bureaucracies,
Niemeyer was anything but
ideologically consistent. The
worlds for which he built have
passed away but his buildings
remain in all their intrigning
richness. Towards the end he
was sometimes guilty of an empty
formalism and self-caricature,

as flying saucers and pointless
curves began to take over, His
late works were uneven, while
the press obediently trotted out

his own clichés about the law

of the meander and shapely
Brazilian women. It is time to
put the legends aside and to look
afresh at the works themselves,
especially the earlier ones,
without such distractions.

The history of Niemeyer remains
to be written and his creations
have hardly begun to reveal

their secrets. His vast oeuvre
testifies to his fecund spatial and
social imagination, and his
capacity to work at all scales. His
constructed buildings and

drawn projects supply a
three-dimensional treatise

of architectural lessons and
principles. More than a collection
of buildings, Niemeyer leaves
behind him a creative universe
which is liable to influence others
for a long time to come.
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LONDON, UK

New world
order

Fdward Denison

Sustaining Identity, symposium,
Victoria and Albert Museum,
London, on 29 November

Change is afoot. Not a revolution
as such — that’s not its style

but slow, purposeful, perceptible
change. For decades there has
been a growing sense that our
world is getting smaller and

with it the built environment

has become blander, monotonous,

nullified by architectural ubiquity.

Even the glitzy offerings by
so-called ‘starchitects’ have
become tired and predictable
in their affectation. However,
counter to the tidal wave of
homogenisation that is supposed
to have inundated settlements
worldwide, an architectural
undercurrent that has long
struggled for legitimacy is coming
to the fore. The vanguard of this
architecture recently gathered
for the latest symposium in the
series Sustaining Identity, at
London’s V&A and the message
was clear: architecture is
changing, for the better.

The gravity of this change
is best appreciated in a broad
temporal and geographical
context. For half a millennium
Renaissance ideals and notions
of modernity have underpinned
Western thinking, fuelling
colonial (mis)adventures whose
consequences continue to shape
the world today. Over the past
three centuries, the industrial
revolution has transformed
the planet and humankind’s
relationship with it. The last
century has witnessed
unparalleled urbanisation,
culminating recently in the
majority of our species becoming
city dwellers. Since the Second
World War, the two pillars
of perceived progress
modernisation and
Westernisation — have been
seen as bedfellows, and foisted

12 AR JANUARY 2013

Tanghe River Park Red Ribben, Qinhuangdao, China (2008): a modern take on local traditions by landscape architect Kongjian Yu

upon developing nations by
transatlantic consensus. But
today it has become clear that
these pillars were a mirage,
an illusory edifice masking
the damage caused beyond
the West, culturally, socially,
environmentally and, if the more
resolute conservatives required
more proof, economically.
Throughout the 20th century,
modernity has been an elite club
established by the West, who
not only held the keys but also
determined the dress-code.
Architects dutifully provided
the uniform, fashioned from novel
materials — concrete, steel and
while their champions
prescribed the style and modes
of production. The rules were
simple: vou were either in it
or you were out — modern or
traditional, civilised or primitive,
right or wrong. This cerude
outlook has been implicit in
architectural production for
centuries — whether seen through

ulass

Baroque in Bogotd, Classicisin
throughout China or Modernism
in Mogadishu.

Architectural universality,
which reached its apogee
with Modernism and became
explicit in the International
Style, like modernity itself, has
brought untold benefits, but
in both theory and practice it
is also increasingly (occasionally
catastrophically) outmoded,
failing to satisfy sometimes
even the basic needs of the user,
the immediate setting or the
wider context in which it is
sited. In stark contrast, the
architecture discussed in
Sustaining Identity proposes
a very different approach:
‘an architecture that stands
in the face of commercial
globalisation, rejects
commoditisation and excess, and
sustains local identity, both in
terms of cultural heritage and

conservation of the environment.

Cynics will balk at the lofty

aspirations and idealistic
rhetorie, but what was evident
from the many presentations is
that terms like ‘]u'()])In‘-('(']ﬂl't-(l',
TQocalised’, ‘cultural meaning’,
‘rootedness’, ‘authenticity’, and
even ‘earth-bound’ are no longer
fodder for the sceptics, but are
the basis of a meaningful
architectural response to the
profound global problems that
have accompanied centuries of
progress, It was hard not to

be moved by the passionate
conviction of Francis Kéré, an
ebullient architect trained at
the Technische Universitiat Berlin
and born in Burkina Faso. In a
country with endemic illiteracy
and poverty, modern buildings
designed to improve the human
experience have often done the
opposite. Modern concrete
high-rises require air conditioning
that can be neither afforded nor
maintained, while modern
classrooms of breezeblock and
corrugated iron generate
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temperatures above 40°C

an environment better suited

to creating bread than wisdom.
Determined to provide an
alternative, Kéré is among a new
generation of Africans that see
the future not in the promised
land of the West, but at home.
His designs for primary and
secondary schools (employing
local materials, technologies and
labour) are stimulating a quiet
revolution in education and the
building industry in Burkina
Faso and bringing Kéré’s work
international acclaim.

On the other side of the world
the work of German architects
Anna Heringer and Eike Roswag
in Bangladesh is founded on the
same conviction that architecture
is a tool for improving lives,
requiring the architect to get
their hands dirty instead of
‘learning Rhino and a few
mouse-clicks’. Their design for a
school in the village of Rudrapur,
built with loeally produced cob
and bamboo using locally sourced
energy and workers exemplifies
a more sophisticated
understanding of sustainability

not the exhausted buzzword
that even the keenest former
adherents now abhor, but a return
to its original values of ensuring
that whatever we do today does
not compromise tomorrow.

More refreshing still is the
anti-egotism and humility that
this position demands from the
architect in accepting their works
have but a finite life and will goon
return to the earth.

These approaches could be
said to be far from novel — for
decades people have been talking
about the need for architecture to
be more compatible with natural
and human environments — but
the difference now is one of scale
and sophistication. Whether
we like it or not, our societies
today are more embedded in
global networks than they have
ever been. Barring nuclear
Armageddon, this trend
is unlikely to reverse.

The architecture of Sustaining
Identity, which also features

in the current edition of AD
magazine, is understandably
more sophisticated on account

of the larger and more complex
problems confronting humankind
and our planetary home, and the
exceptional range of information
and tools at our digposal to assist
us in resolving these problems.

While the work of some
gpeakers is founded on low-tech
solutions, Declan O’Carroll of
the symposium organisers, Arup
Associates, made a compelling
case for technology’s central role.
Like all tools, it is merely

a question of how to use it.
Empowering and disabling in
equal measure, technology in

the right hands can cope with the
extreme complexity of planning
and delivering architecture that
is of its place and which serves
both people and the planet.

This was the third symposium
in the series Sustaining Identity.
An evident distinction from the
previous two was the inclusion
of Chinese practitioners. Li
Xiaodong presented the award-
winning Liyvuan Library outside
Beijing funded by the Luke Him
Sau Charitable Trust, while the
landscape architect, Yu Kongjian,

promoted his ‘Big Feet Aesthetic’,

which rejects the damaging
consequences of high-culture
and advocates building an
infrastructure based on ecology
and environmental ethics.
However, the symposium’s trump
card was this year’s first ever
China-based Pritzker Prize
winner, Wang Shu. His work,
more than any Chinese architect
before him, combines the
country’s unique aesthetics and
customs associated with its
ancient building traditions

with the modern practice of
architecture. In nearly all of his
projects, not least the Ningbo
Museum and the Xiangshan
campus of the China Academy

Traditional construction methods were used to build this school library in Gando, Burkina Faso (2012) by Francis Kéré Architecture
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of Art, Wang Shu has reached
unprecedented heights of
originality and beauty in an
architecture that invigorates
cultural meaning and restores
a sense of place.

Under the intellectual guidance
of the symposium curators,
the Finnish architect and
theorist, Juhani Pallasmaa,
and South African architect and
director at Arup Associates, Paul
Brislin, the seeds of this emerging
architectural paradigm have
been carefully nurtured and have
flourished. It would be simplistic
to deduce from Pallasmaa’s
renowned rebuttal of newness for
newness’s sake an endorsement
of nostalgia, traditionalism or
conservatism. Sustaining
Identity is a celebration of
continuity in the creative process
and an architecture that sustains
cultural identity and is
profoundly connected to place.

Pallasmaa’s thinking resonates
with his contemporaries in other
intellectual fields, suggesting
something more profound is
under way. Building on the
ground prepared by Edward Said,
Shmuel Eisenstadt’s theory of
‘Multiple Modernities’ contends
that “Western patterns of
modernity are not the only
“authentic” modernities.
Instead, he proposes ‘the
best way to understand the
contemporary world, indeed
the history of modernity, is to
see it as a story of continual
development and formation,
constitution, and reconstitution
of multiple, changing and often
contested and conflicting
modernities. If Pallasmaa,
Eisenstadt and many other
like-minded intellectuals
and practitioners are right,
then we are at last being liberated
from the celerity and celebrity
associated with 20th-century
Modernism and its homogenising
effects, and entering an era
characterised by a planetary
consciousness and a creative
heterogeneity derived from
manifold traditions — an age
of multiple modernities. How
fitting that those blazing the
trail in architecture are from
territories formerly perceived as
peripheral: places as far-removed
as Burkina Faso, Finland, South
Africa and China.
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Saint-Louis,
Senegal

[talo Calvino would
have felt at home in
Saint-Louis, the former
capital city of Senegal,
and the Venice of Africa,
reports Paul Brislin

There is an island on an African
river that has something of Venice
about it, and of Italo Calvino too.
It seems almost a city of dreams:
a faraway world where anything
is possible as it balances on the
cusp of its future between the
currents of the Senegal River and
the rolling waves of the Atlantic.
This is Saint-Louis. Formerly
Senegal’s capital, the tides of its
economy have waned. The high
water marks are still there to see
in its architecture. But the shift
of rule to Dakar, the cessation
of heavy harbour trade, and the
failure of the single railway line
have cut the city off. Ironically,
this isolation has made it special.
Although threatened, there is still
a vibrant fishing economy. And
its battered, faded architecture
remains: 19th-century French
colonial villas, the courtyards and
shaded balconies designed for the
tropics; 1920s Art-Deco houses;
early *30s civic buildings; small
'50s international-modern office
blocks. For these layers, and their
human scale, the island is now a
UNESCO World Heritage Site.
But Saint-Louis is important
for more than its beautifully
disintegrating plasterwork. It is
a living experiment in tolerance;
a negotiation of the complex
relations between past and
present in the uneasy transitions
of Africa. ‘For a long while’, says
an indigenous Saint-Louisian, ‘we
did not care about the history or
the buildings. They represented
the worst of the past, a colonial

iew from...

oppression. But that made us
what we are, a new African nation.
If we destroy the past we destroy
part of us, and of our future too.

Saint-Louis is a living, working
city under pressure. Pressure to
move the tough fishing quarter, as
sanitation is non-existent and the
waves that blow from the US roll
over the island in storm season.
Pressure from the quickening
pace of decline. Some buildings
have fallen completely. And where
restoration has been attempted,
delicate timber fretwork balconies
are replaced with precast concrete
bollards, and naturally ventilated
spaces stopped up forever.

But how to chart the path
ahead? Fishing — and tourism of a
particular kind — will remain the
economies of the future. But what
is especially interesting is that,
somehow, Saint-Louis is choosing
the kind of imagination it wants to
attract. Nearby Mali is the heart of
the desert blues, the origin of a
host of Western music forms.

Fear of kidnap now makes Mali
off limits, so Saint-Louis has
established itself as a centre of
West African musie, its annuoal
Jazz Festival attended by major
African and international artists.
There is an air race from Paris,
across the dunes of Mauritania;
and a transatlantic rowing race
to Cayenne in French Guinea.

At the level of architecture and
city planning, there is imaginative
small-scale intervention. Activists
such as Yves Lamour and Marie
Caroline Camara are central to

YANN ARTHUS-BERTRAND/CORBIS

Adriftin the Senegal River,
the island heart of the old
colonial city is protected
from the fearsome
Atlantic breakers by

an urbanised sand spit,

the Langue de Barbarie

these fragile efforts, culturally and
in urban planning terms. With the
help of French universities, a
planning guideline demonstrates
how the essence of the city can be
maintained, without rejecting
responsive contemporary
architecture. Intelligent buildings
are the result. Yves has revitalised
a F'rench colonial villa. Meals are
held in a stair-sheltered courtyard
while air flows through verandas
and shutters to naturally ventilate.
Marie has chosen an entirely
different approach, stripping her
house to its essence. A palm
courtyard flows into the living
spaces with no separation apart
from a movable fabric screen

for the Aarmattan that blows in
winter. Through the spirit of a half
dozen individuals like these, a
fragile course is being charted.

I hope that the winds and
currents are beneficial for Saint-
Louis. It could go in any direction
from here. The UNESCO funds
may dissipate and the buildings
fall into ruin. Or tourism might
pickle the island in a pastiche
of its past. The city is in balance.
But it may be successful too: if
only for the fact that to reach it
from, say London, requires a leg
to Paris, a six-hour flight to Dakar,
and a five-hour car journey
through the baobabs and palms,
where the police will stop you
for transactions of one sort or
another. So if you are the kind of
person for whom the journey stirs
a sense of adventure, reach out a
hand to Saint-Louis.
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PETERCOOK

Musingon
the value
of museums

LAST WORDS

Viewpoints

Among my early memories is one
of Leicester Museum, where the
stuffed giraffe and a Duncan Grant
exhibition seemed to be in the
same space. Moving to Ipswich
and its museum | have a similar
memory of a stuflfed rhinoceros
with some East Anglian water-
colourists, and for years absorbed
such ‘culture’, along with Terence
Rattigan acted-out by repertory
companies, visiting pianists and
flint-knapped churches,
Gradually, the distinction of a
museum as such began to mirror
those between cathedral/church,
orchestra/quartet, palace/manor
house, So: a mandate to be taken
seriously. Long before the
internet, hunger for information
and stimulus was satiated via
books. Even now, a good
exhibition drives you to its
catalogue, the catalogue to
discussion with companions and
then, maybe, back to the internet.
A drive along a provincial
highway in the UK, Germany,
France, New England, and many
other places, reveals museums
of owls, village erafts, old cameras,
a submarine in a hut, a museum
for the preservation of interest in
the indulgencies of a 19th-century
man of money (post-rationalised
in a natty catalogue by an art
historian). Museums have become
a vehicle for anecdotes, T-shirts,
but most of all for a special game
of culture-play that is easier and
cheaper than going to Rigoletto.
Then we have the architecture.
Often it is the appropriation of an
existing building: owls in a barn,
cameras in a beautiful Sverre Fehn
conversion near Oslo or
Bournemouth’s Russell Cotes
Museum that charmed with its

‘Each afternoon at the
Colony Room was like

a bizarre cocktail party
hosted by Jean Genet
and Albert Steptoe; an
extraordinary mix of the
exotic and down-at-heel’

Craig Brown on the Colony Room,
The Times, 3 December

comfortable Edwardian past
but stultified all serious museum-
making in the region for a century.

But then comes the status game
of the German cities: if in the 19th
century it was the opera house,
in the 20th century it was the
museum. In Frankfurt’s high
moment (before the fall of the
Berlin Wall), the creation of the
‘museum mile’ elevated the city
by ranging a series of institutions
along a strip of villas with the
Stiidel Museum at one end and
Meier's three white blocks around
one villa (forming the Museum of
Applied Art) at the other. This
building became part of a tacit
competition between Meier’s three
friends/rivals: Hollein in Monchen-
Gladbach, Isozaki in Gunma or
LA and Stirling in Stuttgart. Each
expressing an extreme moment
of creative mannerism and
generating spatial experience.

Similarly, Libeskind’s Berlin
Jewish Museum became a marker
of insistent fusion between
conseience, spirit, statement and
architectural language. However,
Gehry’s Bilbao Guggenheim
changed the rules of the game.
Even picky English eritics who
like the meek and the modest had
to admit it was special. The effect
upon local restaurants, hotels
and airlines ricocheted around
the world and ‘iconic’ building
syndrome was born. Closer
inspection would have revealed
that the foreunnner was actually
Gehry’s Vitra gallery: hated by the
Germans and Swiss because it’s
funky, but an exercise in lighting
and access to take seriously.

In striet functionalist terms,
the museum is a flaky model: for
even issues of natural v artificial

lighting, ‘staginess’ or straight
narrative presentation bewitch
curators and others who brief
their architects and there is
always the conflict of the museum
as public ‘attraction’ versus its
usefulness as a centre of study.
How many researchers are still in
poky pockets by the boiler room?

Perhaps the best museum of
all is Venice: with a steady supply
of German and British retired
schoolteachers and the generally
bored to keep it going until
it drowns. Ideal, because it
bombards us with so much that
has ‘a story’, with a tapestry
of aesthetic that can flatter the
observer laid into a circulation
system that has its own logic yet
remains perverse. Almost lost,
is the fact that it was once tough,
operational and authentic.

If a museum building can rarely
have such a degree of integrity,
it remains a casket that has to
deal with the same titillation
as unwrapping a present. The sigh
of ‘o, or the delighted cry of
‘oh’ levels out at the dimension
of a building. Those who have
made buildings for travelling
shows or installations have
enjoyed the opportunity to play
with the surrounding town (hence
our ‘naughty nozzle’ in Graz
that focuses on the castle and
appropriates it as an ‘exhibit’).
Others have used the gravitas
of history, or rather dual histories
(of Egypt and Berlin) that can
resonate, as in Chipperfield’s
Berlin Neues Museum.

Yet I'm still uneasy among all
this posturing: for the mix of the
giraffe and the Duncan Grant felt
good, and remained in the mind
for a long time.

‘It’s time fo make
Yakult for the built
environment!’

Rachel Armstrong speaking at the
AR'’s Architecture& debates series,
the V&A, 4 December

‘Brasilia is a model for
architecture. I don’t know
any architects for whom
Singapore is. That would
be like calling MecDonald’s
to help you open a fine
food restaurant’

UIA President Albert Dubler at the
Pan American Congress, 29 November
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Cast out the
joss sticks,
crystals
and Spiral
Dynamics?

Letters to the Editor
should be sent to:

The Architectural Review
69-77 Paul Street
London EC2A ANW

Or by email to:
areditorial@emap.com
Letters may he edited
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Your views

With the greatest respect for the
ambition and sentiment behind
Peter Buchanan’s Big Rethink,

I wonder how this Campaign fits
in with the (exciting, admirable)
relaunch of the AR as a eritical
organ? The rather loopy
theoretical component of
Buchanan’s campaign, Integral
Theory, is accepted uncritically
(certainly not the case in
mainstream academia), whereas
the unthinking adoption of other
ideologies comes in — quite
rightly — for a sharp slap on the
wrist. Integral Theory is New Age
woolly thinking dressed up as
science: to point out just one

of its contradictions, it’s highly
critical of other thought systems
with universal pretensions, but
what could be more one-size-fits-
all than this attempt to plot all
cultures and all history, both past
and future, on one spuriously-
labelled graph? As a result,
architecture is treated as if it
existed in some vacuous
‘Noosphere’, purged of power
relations and economic realities
(the combination of Teilhard de
Chardin’s spiritual terminology
and marketing nonsense like
‘StriveDrive’ and ‘Beige Memes’
is revealingly Boomerish, mixing
business and bullshit). It would
be more productive to bring
architecture back down to earth
where it belongs; in this era of
deep global crisis and rising
inequality, we don’t have time
for joss sticks and crystal gazing.
André Todd, Arundel

You've got to hand it to Peter

Buchanan. Just when you think

he can’t get any more bonkers,

he goes and writes last month’s

essay (AR December 2012).

Perhaps my characterisation

of Buchanan’s essay is more than

a little unkind and probably says

more about my own ‘meme’ status

than anything else, but unkind

or not, many will respond to it

in just the way that I have done.
It would be unfortunate if such

a response prevented readers

from seeing the importance of

some of the central issues raised

in the essay, not least that of the

need to change ‘thinking’ at
a fundamental level in order to
develop the capability to effect
the sort of change that creating
a sustainable world requires.

There are a number of obvious
problems/questions regarding
Spiral Theory and its application
which Buchanan himself
addresses (rather naughtily) right
at the end of the piece. Surely the
Red Meme dominated profession
will not make it that far.

The discussion on memes does
shed light on just how difficult
it is to change our own minds,
let alone those of others. There
is a well-known Blue Meme
solution to this problem. Crisis.

History shows us that change
in perception is often forced
through crisis and the fact that
we are currently passing through
various crises of a natural,
financial and political kind, tells
us something about the type and
magnitude of crisis that will be
required to effect the necessary
change this time around.

Maybe Peter Buchanan isn’t
s0 bonkers after all.
Michael Badu, London

Vidler on Eisenman
on Palladio

Anthony Vidler recently

contributed a lengthy article

on Peter Eisenman’s exhibition:

Palladio virtuel, at Yale School

of Architecture (AR November

2012). In the most effusive terms,

Vidler states that it is one of the

most intellectually challenging,

myth-overturning and beautiful

exhibitions of recent years.

His enthusiasm goes on to

affirm that rather than tracing

the modifications of the

Wittkower-Rowe ABABA

grid, Bisenman has identified

three fundamental volumes

characteristic of all 20 villas:

the portico, the transition

or circulation spaces and

the central or main spaces.
However interesting

Eisenman’s models and the third

dimension drawings could be,

to affirm that he identified the

porticos, circulations and main
spaces of Palladio’s villas is really
such a revelation that one is left
with the sense of being cheated
with something that is clear even
for an architectural student;

let alone for experts.

It is clear that Vidler is a close
friend of Eisenman, but to affirm
that he demonstrates that none
of Palladio’s villas, however pure
it seems at first glance, has any
formal consistency — or rather
has any formal typological
consistency in relation to another
is, to say the least, pure nonsense.

Vidler’s revelation contradicts
his friend’s work, because all his
work is based on formal analysis;
Eisenman’s doctoral thesis
was the formal basis of modern
architecture. One could
understand Vidler's attempt
to please his friend, but his
conclusion is erroneous.

To maintain that Palladio’s
architecture lacks any formal
consistency is an insult to the
intelligence of your readers.

The work of major architectural
critics on Palladio’s work, as
Wittkower, Rowe, and also
George Stiny, Lionel March,
George Hersey, that Vidler did
not include in his analysis, is

an example of professional work
and analysis that contradicts
Vidler’s attempt to put Palladio’s
work under Eisenman’s limits.
Nobody deserves to be
misinformed by Vidler's attempt
to please his overrated friend.
Antonio Toca Fernandez, Mexico

Errata

In the November 2012 issue

we neglected to mention that
William JR Curtis also took
photographs 21 and 22 of the Salk
Institute in his article on the work
and influence of Louis Kahn.

In the December 2012 issue on the
Emerging Architecture Awards,
Bloe 10 Housing in Winnipeg,
Canada by 5468796 Architecture
was photographed by James
Brittain, but not credited.

™ The corrected versions are now online
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Perot Museum
of Nature

and Science,
Dallas, Texas,
USA,
Morphosis

1. (Previous page)
bordered by freeways and
parking lots, the museum
confronts the distracting
urban blare of Dallas

2. Jurassic car park -
within this disconnected
milieu, the building has
the presence and solidity
of amodern castle keep
3. A glazed bar containing
an escalator is clamped
to the side of the building,
offering views of its
dystopian environs

4. The green podium
ripples above pedestrians
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CRITICISM

NICHOLAS OLSBERG
It is now 40 years since Morphosis first began
its critical and unsentimental interventions
into the urban fabric. Thom Mayne has never
lost sight of the original agenda of the firm’s
collective sensibility, continuing to cast his
work into disjunctive conversation, critical
dialogue or combinatory discussion with

the urban context, but never deferring

or merging into it. For the most part that
visual commentary on the setting has been

so determinedly and ruggedly urbanist that

it has been hard to make connections to the
sensory, to the dynamies of the body and

its comprehension of space and light, or

to nature and the larger landscape in which
all buildings sit.

Now, in a most unlikely setting, with a
Dallas museum of science and nature that
rises into a sky punctuated by a hundred
lonely glass and conerete boxes, on a forlorn
site beneath a downtown flyover, abutting a
wilderness of parking lots on three sides and
a sentimental neo-Victorian apartment
complex on the other, he seems to have found
a voice for the poetics of the city. Dense,
opaque and monochromatic, conceived at the
wonderfully satisfying scale of a castle keep
and cast in a gorgeous concrete skin whose
narrow extrusions evoke the strata and
striations of the natural world, the Perot
Museum tower comments on the arbitrary,
mis-scaled flimsy lucent high-rises around it
with an almost visceral solidity, while the
folds of the shallow concrete skirt that falls
from it to the street and flow around the
visitor in its plaza are positively melodious.

The whole scheme, not only in its didactie
programme but in such factors as its studied
attention to conserving resources, and to
bringing light into a closed container, talks
to the planet and its crisis. Some steps in this

direction are less successful than others.
The sloping podium from which the conerete
container of the museum rises wraps around
it an arc of the geological and living
environments of Texas. Where this
undulating sequence becomes a roof, a layer
of shale flagstones and grasses is laid down,
the orientation allowing it to shed and
capture water. This didactic and rather
ghastly demonstration of natural living
environments along the roof of the plinth
becomes visible from many points, including
the adjacent freeway. As a result there has
been much discussion of the concrete forms
and other fabricated elements of the building
that were very oddly scattered among the
rocks at a late stage of design. To some —
including the architects — a positive symbolic
message seems plain enough: that buildings
grow from the shaping of materials drawn
from nature. But the idea is growing that they
represent shards that fell from the great slash
in the side of the building during some recent
fictive catastrophe, and that, as memories
of rupture, they are therefore predictive of
cataclysms to come.

Where the approaches are less didactic
or self-conscious and grounded in the
experiential, they have real clarity and
force. Some sensory moments are positively
luxurious in their attention to the body and
its awareness of motion. The main entry is the

‘'The materials| represent
shards that fell from the
great slash in the side of
the building ... memories
of rupture, they are
therefore predictive

of cataclysms to come’




exploded projection
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5. (Previous page)
gigantic concrete beams
strewn across the podium
seem to presage some
terrible cataclysm

6. Or perhaps they record
the titanic tectonic forces
that might have shaped
this jutting cliff
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Perot Museum
f Nature

and Science

Dallas. Texas

USA.

Morphosi

section DD

section CC

pedestrian equivalent of an on-ramp.

A sweepingly curved walkway, under a
luminous canopy, skirting a forest glade,
and broken by a stream of the museum’s
circulating water system, guides your feet

these fluid lines converge on the base of a
great glazed shaft cut up through the dense
container. Such splittings are now a signature
Morphosis gesture. They have a ‘combinatory’
intent, connecting the life inside the building
to that of the city outside by unveiling each
to the other, drawing in forms and materials
from the exterior language and exposing to
the world at large elements and activities

on the inside. Here the open shaft is also used
to display — as if it were a kind of science

in itself — all the varying heights, scales,
materials, shapes, systems and lines with
which the building operates. Thus we are
welcomed to the museum by an anatomical
section of the structure and its armatures

to the entrance. The initial entry comes where

‘Morphosis leads us ... to

a world in which the body
and mind pace movement
and recognise the moments
of wonder that come with
the slowing of motion’

rather as if it were the skeleton of a dinosaur.
In another nod to the morphology of
buildings and towns, a busy and brightly lit
‘entertainment’ district — the museum’s store,
café and theatre — spills off from this, settling
under the gently rising landscaped roof that
serves as a watershed.

It is all a little too compressed and
complicated, but both the compression and
the complexity have their points, especially in
nudging visitors — like the bridge at Breuer’s
Whitney or the great steps of a 19th-century

gallery — into the change of speed and gaze
that has to mark the transition from street

to sanctum. In this case Morphosis leads us
from an automobile city in which the privilege
of motion is almost entirely granted to the
machine to an alternate world in which the
body and mind pace movement and can
recognise the moments of wonder that can
come with that slowing of motion. One of
those moments comes very soon in a vast,
shockingly dim basement lobby. It is a sudden
explosion of space, undulating surfaces and
visible structural members, covered by a

high web of starlights beyond which it is
impossible to exactly discern the finite
ceiling. Morphosis says only that the lobby’s
patterns ‘reflect the dynamism of the exterior
landscape, blurring the distinction between
inside and outside and connecting the natural
with the manmade’. But, decorated with a
single giant dinosaur, this evocation of the
‘great hall’ seems to say much more. It could
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7. Interior spaces
juxtapose organic

and angular forms to
Scharounian effect

8 & 9. The epic sweep
of the concrete facade
is broken up by irregular
striations that recall
the geological strata

of a cliff-face




Perot Museum
of Nature

and Science,
Dallas, Texas,
USA,
Morphosis
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10. (Opposite) layered Perot Museum

walkways and bulbous ¥

concrete piers imbue the of Nature
mechanics of circulation and Science,
with a powerful spatial alizs Wuws
and sapartenstal ivsma Dallas, Texas,
i1. The low, dark lobby USA,

is the lair of a solitary MUl‘phllSiS
dinosaur: a reminder, along

with the star-spangled

ceiling, that the cosmos is

more awe-inspiring than

our car-strangled cities

Architect

Morphosis

Associate architect
Good Fulton & Farrell
Task lighting/exterior
Erco

Acoustic ceilings
Hunter Douglas: Techstyle
Structural glazing
Novum Structures
Locks and door closers
Dorma

Photographs

lwan Baan

be seen as a lovely and mysterious reminder,
as the museum’s tale of the planet begins,
not simply of how one’s journey began
in the great halls of the traditional natural
science museum but of the smallness
of the human place in our universe and of
the vastness of the human capacity to
comprehend it. This is one of a number
of points at which Mayne’s work transcends
the determinedly virile and unlyriecal
manner in which his team describes it.

The second moment of intended
amazement is less successful. Taking its
cue from Wright's Guggenheim, the Perot
addresses the problem of the vertical
museum both aesthetically, by celebrating
the vertical circulation, and pragmatically,
by carrying you first to the top and allowing
for a gradual descent. Models show an
extraordinary amount of attention to the
huge glass escalator shaft that breaks out
from the most vigible facade of the museum.
It follows the same lines and serves much
the same purpose as a giant telescope, taking
visitors to the roof of the building and
with vistas of the city along the route
leaving them at the end of its trajectory
among a discussion of the stars in the
museum’s gallery of the universe. Yet so much
has been done by the time one takes this ride
to introduce this experience — the most

“I'he museum succeeds in ...
the many moments of almost
loving, sensuous spatial
poetry with which its
supposedly cool, proudly
prosaic, rugged, critical

and urbanistic architect

has endowed it’

conspicuous feature of the building and

its most touted — that there is very little
surprise or excitement in the short journey;
positive disappointment in the dismal vista
of parking lots and banal office towers it
affords along the way; and no excitement at
all in the final meagre and vertiginous little
observation deck it takes you to (with an
urban view of next to nothing). The best views
by far are actually those looking down and
around, to the very elegantly crafted and
beautifully lit white stairwells, the simplest
and clearest passages in the entire building
and the least cluttered with ideas.

The memory of those stairs becomes an
essential counterpoint to the overwhelming
visual noise of so many of the galleries,
in which the spiral scheme, the architecture
and especially the unfortunate specimens
themselves, all become lost in a garish forest
of labels, billboards and flickering backdrops.
The few points of focus and repose in this
busy scene — the quietly glowing hall of
minerals is one — serve only to point out
where the museum best and most
surprisingly succeeds in arousing a desire to
keep this earth intact, which is not in its
displays, nor in the rather fierce and didactic
xerigraphy of its landscape scheme — but in
the many moments of almost loving, sensuous
spatial poetry with which its supposedly
cool, proudly prosaie, rugged, critical and
urbanistic architect has endowed it.

The museum’s conversations between straight
line and curve, softly dense wall and decisive
cut, completed box and open cylinder are
too abrupt at times. But there is in that
abruptness something true to how nature
shows itself in an urban setting; so that one
walks away rather moved by the memory

of this fiercely lovely silo settling onto its
wandering plinth like a morsel of gravel
onto an oily raindrop, catching the light

and casting reflection in a thousand ways.
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HORIZON
s LINE

Synthesising allusions to the
vernacular with contemporary
abstraction, the new Parrish
Art Museum encapsulates the
changing dynamic between art,
landscape and architecture

Parrish Art
Museum,

Long Island,
New York, USA,
Herzog &

de Meuron
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1. (Previous page) set

in the bucolic coastal
landscape of the
Hamptons, the new
Parrish Museum is a long,
precise bar, its scale and
abstraction apparently at
odds with its rural milieu
2. Yet at ground level,

the building evokes the
familiar gualities of
vernacular structures
such as barns and houses
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3. The Parrish is ariposte
to the idea of the museum
as art work, typified by
Jean Nouvel's Musée

du Quai Branly in Paris
4-6. Herzog & de Meuron's
recent museological
antecedents: de Young
Museum in San Francisco,
Museum der Kulturen

in Basel and London's

Tate Modern conceived

as a giant mineral landform




Parrish Art
Museum,

Long Island,
New York, USA,
Herzog &

de Meuron

section AA

EMMANUEL PETIT

Opened last November, the new Parrish Art
Museum displays works from the museum’s
permanent collection of American art,
encompassing paintings, works on paper and
sculpture amassed over its 115-year history.
The building is sited next to the village
of Southampton, one of Long Island’s most
affluent communities and a weekend refuge
for many Manhattaners who periodically
flee the island for the bucolic idyll of the
Hamptons. A 90-minute drive takes you
from the traflic-congested city to the serene
dune-and-shrub landscape of Long Island.
Amid the disjointed, small-scale beachside
buildings, Herzog & de Meuron nest an
abstractly detailed, longitudinal bar with a
double-pitched roof set on a strict east-west
orientation to catch north light for galleries
through rhythmically-placed skylights.

In this project, H&dAM revisit two of
the keyv themes that have come to define
their architecture. On one hand, they see
architecture as emerging from the genius
loci, and on the other, they interpret it
as the tautological tectonics of the ‘house’.
While these two aspects reconfirm their
own penchant for a phenomenological
architecture, perfected over the years and
shared with contemporaries such as Steven
Holl and Peter Zumthor, in respect of this
latest project, one consequential question

remains. What should one think about
the harmonious, attuned and seamless
coexistence of art and architecture at the
Parrish Museum and the insistence on genius
loci at a time when notions of local materials
or crafts, and the unmediated and genuine
access to both nature and art seem to have
been displaced for good in our culture?
For all the tectonic perfection of this
building and the elegance of its materiality
and detailing, the architecture of the Parrish
has an orthodoxy and sternness which seems
atypical of both contemporary museum
architecture and of H&dAM’s own work.
Frank Gehry’s Guggenheim in Bilbao
(AR December 1997) challenged the
orthodoxy that a museum had to be a neutral
backdrop to suspend art in an autonomous,
conceptual, ‘zero gravity’ space. In the face of
contemporary art, which abandoned its more
traditional ‘object’ status and now claimed
to be spatial in its own right, Gehry’s riposte
involved making architecture even more
sculptural and object-like. Similarly, Jean

‘For all the tectonic
perfection and elegance of
its materiality and detailing,

the Parrish has an orthodoxy

and sternness atypical of
both museums and H&deM’

Nouvel’s Musée du Quai Branly in Paris (AR
October 2006) explored the fundamentally
mediated nature of exhibits (in this case
anthropological artefacts). Here, architecture
engages art in a spatio-geometric dialogue
by immersing it in a sensually intense and
formally complex experiential milieu that
exploits to great effect the superposition
of reflections, transparencies, textures,
colour and light. On the building’s facade,
Nouvel devised a vertical garden (mur
végétal), which transformed nature itself
into an artefact and object of the manmade
environment. Arguably, these two buildings
are emblematic of what came to be called
the era of postmodernity, where the belief
in the essential differentiation between
medium and content, between container
and contained, and between architecture
and art object, has been suspended.
Not so in the Parrish Museum.

On Long Island, H&dM’s earnest take
on the interaction of museum, art and nature
is surprising, especially in light of their own
repertoire of museum projects. Take the
Museum der Kulturen, which plays with the
traditional iconography of Basel's medieval
roofscape and wittily invokes nature when
suggesting (at least rhetorically) that part
of the building is supported by ‘inverted’
columns made of hanging plants. Every
element is treated without any pathos about
the alleged genuineness of nature or tectonic
authenticity of architecture. Similarly, the
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‘It’s conceivable that the
passive and conventional
role H&dAM’s architecture
assumes in relation to
the art it houses comes
with the territory’

ongoing extension to London’s Tate Modern
likens architecture to a gigantic mineral
landform, so severing the romantic
connection between natural environment
and architectural form. And at the de Young
Museum in San Francisco (AR October 2005),
architecture and nature are integrated in
diagrammatic and abstract ways that

largely deny all sentimental apprehension

of the genius loeci.

A satellite image reveals the Parrish Art
Museum’s autonomous scale and orientation
in the landscape and points up one of its most
important characteristics, the silvery metal
roof, which makes the structure stand out
against the dark ground plane. Standing in
front of the building, you immediately grasp
the phenomenological intention. The long
roof reflects and merges with the bright and
luminous sky, the cast concrete sidewalls are
rooted and terrestrial. Architecture is seen
as a meeting point between sky and earth;

a sort of horizon in its own right, or at least
an expressive interpretation of this notion.
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7.Conceived as a horizon
inits own right, the long,
silvery bar of the building
is transformed into an
evocative meeting point
between earth and sky

8. Materials are treated
with great finesse and
precision. Concrete walls
are rooted and terrestrial,
while the metal roof
merges with the sky

9. The roof oversails
ateach end to create
sheltered spaces under
its double-pitched canopy
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The typological choice of a long linear
structure, which exceeds the possibility of
being apprehended as a finite object, confirms
this intent. Unlike the small houses that seem
whimsically scattered around the landscape,
this building wants to be a matrix of the
landscape itself: it makes visible what is
otherwise only conceptually accessible.

In one of his more famous essays on the
onto-phenomenological role of architecture,
Heidegger likens architecture to a
longitudinal structure — a bridge: ‘The bridge
does not just connect banks that are already
there. The banks emerge as banks only as

the bridge crosses the stream ... The bridge
gathers the earth as landscape around the
stream ... a location comes into existence only
by virtue of the bridge. In other words, nature
does not simply predate the insertion of the
architecture/bridge, but architecture frames
the landscape so that it becomes, for the first
time, visible with all its inherent qualities.
Architecture is a bridge that connects the
human to his/her environment — it is an
Auslegung, interpretation, or ‘lay-out’, which
makes things accessible to consciousness

and thus renders them intelligible.

The Parrish Museum can certainly be
conceptualised this way: its horizontality
makes visible the smooth topography of
the dunes; its hard geometry explicates by
contrast the soft forms of the vegetation:
its framed views of the landscape reveal the
long-drawn-out spaces of the fields and the
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‘Architecture frames the
landscape so that it becomes,
for the first time, visible

with all its inherent qualities’

beaches. H&dAM’s own precedent to the theme
of building-as-horizon is to be found in the
Dominus Winery in Yountville, California
(AR October 1998), where they made
horizontality itself into the very theme

of their architecture.

The Parrish is essentially an extruded bar,
cut off to reveal a double-pitched roof which
runs with the grain of the building and thus
evokes the imagery of a double house or barn
on both end elevations. This architectural
two-sidedness is reminiscent of John Hejduk’s
IBA projects in Berlin, where Hejduk gave
his buildings one figural facade with a sort
of inverted roof obliquely referencing the
iconography of the traditional house. He then
extruded this architectural sign into deep
space to create abstract and ‘modern’ side
facades. Hejduk designed a whole series
of conceptual ‘double houses’, and also
‘half-houses’, suggesting that architecture
had a double grounding in the symbolic and
allegorical realm of the human imagination
and, at the same time, in the material and
pragmatic logic of the ‘real’ world. These
ideas resulted in a two-and-a-half dimensional
architecture that suggested the domestic

scale of the individual dwelling and the
scale of the urban apartment house could
paradoxically coexist in the same building.
At the Parrish Museum, H&dM deploy
the symbolism of the house in many different
ways. The entrance to the building is marked
by a missing section of the long bar, which
takes on the shape of the ‘absent’ barn.
At this point, the visitors set foot in the
architectural thematic of the shed even
before they proceed to enter the actual
building. The entrance door is made of a very
sophisticated black textured wood, which
is more reminiscent of the small doors of
a jewellery chest than of a building. Inside,
the cafeteria and galleries are defined by
the contours of the house, lined with white
walls but opening the space to the whole
height of the pitched roof. The exposed,
untreated wood construction of the
timberwork emphasises the reading and
reinterpretation of a vernacular structure.
H&dM have previously turned to the
symbolism of the traditional house. Projects
such as the recent VitraHaus in Weil am
Rhein (AR March 2010) make clear how the
iconography of the gable roof and Urkut have
determined their architecture. With both
the VitraHaus and the Parrish Art Museum,
they are less mythical about the motif of the
house than Hejduk, but it similarly helps
them to reconcile the institutional scale of a
museum with the domestic reality of the local
architecture. The tectonic meeting point of
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10. Benches are cast
into the external walls,
adevice also employed
at the VitraHaus
'S
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# 13
I corrugated metal roofing
2 waterproof membrane
3 roof deck assembly
4 timber purlin
§ spray foam insulation
6 batt insulation
7 metal fascia
8 steel welding plate and

steel angle in wall cavity

9 rigid insulation

10 cast