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Taichung Cultural Center 
International Competition
Public Library & Fine Arts Museum

Invitation
If you have vision for branding a city's cultural identity • 
If you have prowess in choreographing a city's urban aet 
We are looking for you!

WANTED; /
A Master Architect to Shapfe 
Taichung's Cultural Persona

About NTS 2,410.000,000. (Approximately USS • Stage One Terxier SubmiseiMThe site is 2.03 hectare in area and located on 
the southern end of Taichung Gateway Park.

is part of Taichung Gateway District, Taiwan 
(R.O.b-k^fth Taiwan Tower immediateiy to its 
north, this prefect wiH integrate parkland larxiscape 
(o form a key cuUu^l larxlmark and an entryway 
gesture Into Taichung G^eway Park.

80,000,000. Subfect to the announced ten 2013/05/27
document.) ■ Stage Or>e Jury

2013/05/30
■ rmnnnrriMin of Shortiisted T

2013/05/31
■ Stage radlineThe service fee for this project is 1^5% of the 

total construction ixrsl. (Subject to thg announced 
tender document.) /

18/27
• Stage Two Jury

Spacial RequH 2013/08/29>*^013/06/30
■ Atrwuncement of the Winners 

2013/08/30The project wiH comprise Taichung PuWic 
ar>d Taichung Fine /Vte Museum. Qualificatiorj^ for Participation 

^ (far Stage^M

IflM(R O.C.). alone

4 I' I

For more information, please visit
aephitect of1. Any

or in joinl tender>|->.^ ,
2. Any Kcer^sed arcfwtect ^ Fkm / Corporation) of 

foreign courrtry. alone or in joint tender.
3. Joint tender of licensed architects of Taiwan 

(R.O.C.) and licensed architects (or Firms / 
Corporations) of foreign countries.

For more information, piease visit our website or 
refer to lender noli<».

w.TCcenter.com.twIn response lo a growing urban population, urban 
development and changing cultural environment, 
this project aims to provide citizens with a 
multipurpose cultural, artistic and recreational 
facility. By combining arxi synergizing the functions 
of arts, culture arxl education, the overall goal is 
to enharKe cultural services, amenity, making arts 
and culture an integral part of the city life.
Other design objectives include promoting culture- 
related industries, linking tourism, marketing 
resources and enharKe branding of the city as a 
cultural hub.

(officiat lauTKh on Februaiy 27^ 2013)

^ Organizer ;

Barry Cheng Architects H
TEL: 886-4-2326-1799 FAX: 686-4-2326-5212 
EmaM: barry-cheng|bumait.hinet.net

Taichung City Government cordially invites 
outstanding local and international design firms 
to contribule your vision and participate in this 
competition!

___^ Taichur>9 City Government. Taiwan (R.O.C.)Host Organization



flow glass beauty, reflected.



t ♦44 1244 520 677 
e inloOlfH'ShngloficuIxles corr* 
www thnsl'ngtoncubic'es com

thrislington cubicles

\
Bespoke design service 
dvailable. which enables 
almost any specification.

At Thrislington we 
don't believe in half 
measures which is 
why our full-height 
Flow cubicles go up 
to 2.7m high end have 
no outwardly wsiWe 
fixings to spoil their 
impeccable flush fit. 
Flow Glass leaves 
only Its flush stainless 
steel lock plate on 
view as a rernmder of 
the tough anodised 
aluminium framework, 
patented self- closing 
door mechanism and 
pivoting hinge system 
concealed within.
Our unique bespoke 
design service also 
means that we are 
able to work with 
you. to create your 
ideal specification.
A choice of 25 glass 
colours is standard, 
but as a special order 
we are now able to 
match almost any 
colour or shade.

Stainless steel lock 
complements the wide 
range of glass colours.

Unique bottom pivot, 
securely fixed using 
concealed fixings.

t





f

BEGA
BEGA - Light outdoors.

Distribution in the U.K.: 
Zumtobei Lighting Ltd. 
Chiftern Park
Chiltern Hill. Chalfont St Peter 
Buckinghamshire SL9 9FG 
Tel. +44(0)1753 482 650 
Fax +44 (0)1753 480 350 
bega@zumtobel .com 
www.bega.com

Wall luminaires available in three sizes, 
either with fixed fight distribution or 
light distribution adjustable in 4 steps 
with LED or for tungsten halogen lamps, 
fluorescent lamps and discharge lamps 
190-15000 Lumen



LSAVE UP TO HALF THE AR SUBSCRIPTION PRICE WITH OUR SPECIAL STUDENT OFFER UN £SS I USA £551 ROW £65 SUBSCRIPTION.CO.UK/AR/AAIN





THE HKOKISa) COMPIEX
Korovtv Val Street, Moscow

O

cc

O

8-1 FKppov^iy pereulok, Moscow, Russian Federatioa tel.: +7495 925 2812, fax; *7 495 925 2811, web; www.abv-group.ru email; info9abv-groig>.ru





mcniRE
I

I
L

Join the AR for a series of lectures at 
the RIBA with some of our 2012 ar+d 
Emerging Architecture Awards winners 
and highly commended entrants, 
who will be presenting their projects 
and approach to architecture I

WITH THANKS TOSPONSOREDBINASSOCUTIONWITH

poggend line RIBAth^ pohl^ Wilkhahnid.
KNUD HOLtCHER DCSIDN



lABOLGHOVERAND 
URAL URBAN FRAMEWORK

MAHBOOB CHOWDHURY 
ARCHITECTURE

'tJA V •

'ft*

I I

I

11 I

ARCHITECTS ANO 
lESTUEBARCHITEI

ITTWTanWIALKS2ln3iEVaiTBRITE.COMIII



*

We know biidget matters^

; ,.J

i

Unity
We designed Unity 
you can affoi 
cubic

j^^ji4fu§n fronted 
ever your budget. 

JirtffPring in our V1 range it 
will make a big impact on your 
washroom but won’t have the
same impact on your budget.

We know washrooms.
Call 01474 353333 www.venesta.co.uk 
10-year guarantee

We know washrooms.

Venesta



Editorial view
Combining glamour and 
ruthlessness, architectural 
competitions arc the profession’s 
beauty contests. Yet they have 
sliaped architecture to a profound 
and often surprising degree. An 
imaginative competition can catalyse 
a paradigm shift in architectural 
culture, allowing something totally 
new and unexpected to break 
through, whether or not the 
winning entry is eventually built.

As Farshid Moussavi writes: 
‘Competitions are driven by the 
desire to go beyond what already 
exists iinthought-of architecture - 
whereas commissions are mostly 
demand-driven and often by those 
of the market’ (p27). Moussavi’s 
Yokohama Port Terminal (AR 
January 2003) is a case in point, 
a physical manifestation of hitherto 
conceptual propositions about a 
new form of topographic architecture 
that came about as the result of 
an open, international competition.

But they can also descend into 
farce. The wrong brief, wrong winner, 
rethinks, redesigns, secrecy, scandal, 
corruption and worse. History is full 
of missed chances. As Niall Ilobhouse 
recalls (p07), the competition for 
Napoleon’s Tomb, the defining 
commission of the age, fell by default 
to a middling architect because 
the jury could not decide between 
the rival heavyweight proposals of 
Victor Baltard and Henri Labrouste. 
The more recent saga of Zaha 
Iladid’s Cardiff Bay Opera House, 
repeatedly redesigned and then 
rejected, is especially shameful, 
although Hadid has since claimed that 
the experience only made her more 
determined to succeed.

Competitions 
are frustrating 
and wasteful of 
resources - but 
they are vital to 
architectural 
creativity

Architects have become wearily 
resigned to the frustration and 
expense of producing work that 
goes nowhere. Moussavi notes that 
in 20 years she has taken part in 
218 competitions, with a success 
rate well below the supposed average 
of one in 10. But contestants still 
keep hoping for that elusive tiara. 
The 1983 competition for the Bastille 
Opera attracted 750 entries, and 
today, even the most modest brief is 
hotly contested. All of the buildings 
published in this issue were the 
outcome of competition processes, 
some more convoluted than others, 
such as Robbrecht on Daem and 
Marie-Jose van Bee’s scheme for 
Ghent’s new market hall (p30). Their 
original entry won on the second 
time round after being disqualified 
from the initial competition.

What can be done to improve 
such an admittedly imperfect yet 
frequently inspired way of making 
buildings? For Farshid Moussavi, the 
answer lies in an active opening up of 
the competition process which would 
involve publishing all entries more 
widely, a common enough practice 
in Europe and Japan, but less so in 
the UK and America. ‘This not only 
fosters a richer professional culture 
where we learn from each other’, 
she writes, ‘but it also generates 
publicity and public engagement.’ 
Disseminating a greater range 
of thought processes would add to 
the depth and diversity of discourse 
and restore at least some dignity 
to the brittle world of the 
architectural beauty contest.
As Moussavi rightly remarks, 
what have architects got to lose? 
Catherine Slessor, Editor
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Overview
For conturios we have been hold 
back by an outdated Hcientitfc 
paradigni that places the mind 
above and beyond both the body 
and the material world. Not only 
is this view ingrained in our 
architectural practice and theorj', 
it also defines the very culture in 
which we live. However, recent 
scientific research has started to 
re-centre our environment, our 
architecture and the inanimate 
objects around us as formative 
elements of our cc^ition.

This is far from new; such 
beliefs liavo been at the root of 
oriental philosophy f(tr milhmnia. 
Likewise, over a century ago the 
plienomenologists made similar 
philosophical assertions; and, in 
the late 1000s, the cybernetician 
Gregory Bateson researched the 
relationship between cognition 
and environment and coined the 
phrase ‘the extended mind’. But, 
despite a wealth of supporting 
scientific literature being 
published since then, the mind/ 
body dualism remains dominant.

Contemporary scientists, 
philosophers and artists loyal 
to the cause argue that this 
bias is not only grossly outdated, 
but that its effects on normative 
thought are to the detrimtmt 
of humanity itself. In order to 
respond to this, the Academy 
of Neuroscience for Architecture 
(ANFA) was set up to promote 
and advance knowledge that 
links neuroscience research to 
agrowing understanding of 
human responses to the extended 
environment. Set up 10 years Jigo 
at the Salk Institute in California, 
John El>erhard, its founding 
president, insists that only by 
referring to the sciences and 
the humanities side by side have 
wo finally l>egun to unelerstand 
the effects that the latter have 
on our neurological composition.

Over the last decade,
ANFA has organised a series 
of collaborations and events with 
departments of architecture, the 
latest of which, Minding Design: 
Neuroscience, Design Education 
and the Imagination, took place 
in November 2012. Hosted at 
Taliesin West, the Frank Lloyd

Wright School of Architeotare’s 
Arizona campus, the tw’o-day 
event saw speakers Micluiel 
Arbib, Iain McOllchrist, Jeanne 
Gang and Juhani Pallasmaa 
cometc^ether to discuss recent 
findings in neuroscience and 
bring them to the fore of 
architectural discussion.

Something that lias been 
asserted by numerous artists and 
scientists, and which went on to 
form the core of the symposium, 
is that we urgently need to 
overcome the alienating and 
reductive Cartesian division 
between body and mind. Without 
acknowledging it, the majority 
of us still adhere to the idea of the 
mind residing somewhere in the 
brain, perhaps detached from tlie 
body altogether. This has led us 
to disregard the significance of 
the body and favour the lirain 
{and with it the rationalising 
intellect), ns the most important 
aspects of humanity.

The speakers agreed that this 
is simply not true. ‘Our brains 
don’t expt?riencc tilings - we 
experience them. We are not 
brains in a vat, we are embodied 
beings,’ said McGilchrisl. Having 
studied both the scionws and the 
humanities, and now practising 
as a psychiatrist, he insists that 
artists and designers should once 
again refer to phenomenology 
(and in particular Maurice 
Merleau-Ponty’s notion of 
the chiasmatic bind) as an 
appropriate companion to 
contemporarj' findings in 
neuroscience. Both toll us that 
the world and the self do not 
constitute a polarity of distinct 
elements, but rather a continuum 
of interpenetration.

Elaborating on these issues, 
Michael Arbib said that just as 
the mind has been theoretically 
confined to the brain, so too 
has the body been isolated from 
its environment and context.
This is another long-standing 
remnant of Liniiacan taxonomy 
- the tradition of isolating 
and classifying organisms for 
scientific c'ategorisation.
Today’s scientists now agree that, 
wliile serving as a useful tool, this

reductive pierspective ignores the 
complex formative infiuence that 
surroundings have on cognition, 
development and evolution.

One manner in which we might 
overcome this, Arbib suggests, 
is by exploring the notion of the 
‘extende<l phenotype’. Much like 
Jakob von Uexkiill’s celebrated 
theory of the ‘milieu’ or Head and 
Holmes’ ‘body schema’ - both of 
which are now almost a century 
old • the extended phenotype 
calls for us to include anything 
that creates or is created by the 
organism into its phenotype. 
Opera might be included in the 
human phenotype as much as a 
damn and hydrological systems 
might bo in a beaver’s phenotype. 
Given such a definition, 
architecture clearly becomes an 
incredibly influential agent in the 
formation of the human organism.

‘Architecture is born of the 
body,' Pallasniaa said, ‘and as it 
is experienced it returns back to 
the body.’ During her presentation 
Jeanne Gang offered just one 
example of this relationship in 
the form of the Malian Togu Na, 
or men’s meeting-house. As an 
instrument of civil action these 
public buildings reportedly 
have low ceilings so that one 
cannot stand and sliout. Thus 
architecture comes to inform 
both bodily action and culture 
and vice versa until they form 
an indistinguishable whole.

Furthermore, recent 
exporiinenls with chimpanzees 
showed that the area of the brain 
associated with touch and action 
activated dilFerently when a tool 
was seen within reach. When a 
tool became commonly used, 
the neural connections of the 
brain would reform. So for 
humans, we liegin to understand 
the manner in which the tools we 
use w’hether a pen, a chisel or 
acompuU?r actually restructure 
the neural network. They are 
no longer objects at a distance, 
but become part of our schema.

Those findings coincide with 
the research of Bernard Stiegler 
and Lamliros Malofouris, whose 
theories of opiphylogenetics 
and cognitive archaeology

LONDON, UK

The great 
divide
The Cartesian split of 
mind and matter has 
hampered our thinking 
about architecture for 
too long, says Joseph 
DeanCy but that could 
all be about to change

Th« human brain by Descartas
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imperative for the research 
of organisations such as ANPA 
to permeate mainstream 
education and practice.

At a time when the British 
government is pitting the 
sciences and humanities against 
one another in an unintelligible 
contest of favouritism, wo would 
be better served by promoting 
the interrelation of the two 
disciplines. Architecture, it would 
seem, stands quite perfectly 
between the two, esdstiug as 
what Pallasmaa calls ‘a logically 
impure discipline; fusing 
irreconcilable ingredients; facts 
and beliefs, means and goals, 
quantities and qualities.'

Architects could readily 
position themselves at the 
forefront of such a movement.
As professor of neuroaesthetics 
Semir Zeki insists, ‘Most painters 
are also neurologists.’ And if 
that is the case, then perhaps 
scientists may one day 
reciprocate and learn to practise 
as artists. Such an alliance might 
prove nothing less than the next 
stage in our cultural evolution. 
Juhani Pallasmaa's Encounters II 
Is reviewed on page 94

Pallatmaa’s mentor Aulis Blomstetft draws with a bag ever Ms head to suppress the over-ratkmal coerdiMtioa of eye, hand and mind

respectively hold that human 
intelligence itself evolved 
as a direct result of somatic 
interaction with external 
artefacts. Simply put, the 
brain was born of the body.

Expanding the discussion 
further still, McGilchrist 
continued to outline how 
scientists and philosophers now 
believe the physical construction 
of the brain might affect the 
formation of culture itself.
The title of his book The Divided 
Brain: The Master andHis 
Emissary draws on Nietz8(!he’s 
famous parable to illustrate how 
the left hemisphere of the brain, 
once subservient to the right, 
has been privileged and cultivated 
throughf)ut modernity. The result 
of this is a culture of brains that 
prioritise rationalisatioJi and 
categorisation above all else.
‘Our art, aesthetics, philosophy, 
technologies, even our legal 
systems and bureaucracies show 
these stifling effects, and new 
kinds of mental illnesses have 
emerged,’ stated McGilchrist.

The recent reviews in UK 
educational funding that have 
seen an outright prioritisation of

the sciences only serve to enforce 
such assertions. Pallasmaa and 
others are in accordance with 
such viewpoints, insisting that 
the mainstream curriculum and 
its associated teaching methods, 
even including those relating 
to the humanities, are becoming 
increasingly rationalised. This, 
McGilchrist claimed, is ‘death 
to the mind, to the imagination, 
in fact to our civilisation.’

The widespread publication 
of such findings is, however, 
beginning to have an impact 
on the education system. More 
progressive schools are looking 
to developmental psychologists 
such as Howard Gardner, whose 
research suggests that while the 
Western education system has 
evolved to cater to one dominant 
mode of learning there are in fact 
multiple categories of intelligence 
that we should acknowledge.

‘The existence of our ethical 
sensibility alone calls for 
imaginative skills’, said 
Pallasmaa, referring to what 
we miglit commonly call empathy. 
This is not to negate the 
importance of logic altogether, 
but rather to re-centre the

significance of the embodied 
and emotive elements of the 
mind as equally vital elements 
of our culture that should 
be formally acknowledged.
When the architect anticipates 
an inhabitant’s emotional and 
functional needs, they are 
engaged in an empathetic act. 
They are designing a body 
schema of the other.

The repercussions of such 
findings on both architectural 
practice and normative culture 
in general are profound. From 
how we regard our bodies and 
the significance of somatic 
experience, to how we 
comprehend the agency of the 
structures, environment and 
objects that surround us, we are 
finding that we are not isolated 
entities but rather the result of 
an infinitely complex series of 
embodied encounters.

In light of such findings 
discussions abont politics, 
design and sustainability could 
and should take completely new 
trajectories. However, the traces 
of obsolete scientific models 
still persist within the cultural 
mindset, and it is therefore

london.uk

A fuller 
understanding
Roberta Butiazzi
The Architecture& lecture 
series was organised to expose 
architecture to cutting-edge 
thinking developed in adjacent 
fields, to either construct spaces 
for exchange or to expose 
inadequacies. In this second 
event on Architecture & Ecology, 
scientist and artist Rachel 
Armstrong and sociologist 
Steve Fuller had the arduous task 
of casting new light on ecological 
approaches to building.

Before a packed auditorium, 
the two speakers took turns 
outlining their views on the 
subject. The conversation flowed 
smoothly benefiting from the 
long-standing professional 
friendship linking Armstrong and
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was increasingly implied but 
never clearly stated. If, on the one 
hand, this reflects a recent trend 
through which other disciplines 
have convincingly included 
the word architecture in their 
vocabulary (for instance, software 
design) allowing some sort of 
knowledge transfer; on the other 
hand, architecture itself has been 
somehow' diluted to become an 
ever more ubiquitous and generic 
concept. However, the history of 
innovation in architecture is rich 
with precedents in this area.

The pattern with w’hich new 
technologies are assimilated 
is often characterised by two 
phases: first a new material is 
merely applied often to simulate 
the features of an existing one; 
then the new material is 
‘architecturalised’, and charged 
with the potential to redefine 
the canon. A good example of 
this is the Domino diagram 
by Le Corbusier, in which 
the application of concrete to 
structures enabled new kinds 
of spatial arrangement.

At the cultural end of 
the spectrum, there are also 
numerous studies on self-built, 
spontaneous vernacular 
atructuros able to strike a 
remarkable balance between 
artefacts, inhabitants and 
environment. The referemxj here 
\s Architecture Without Architects 
by Bernard Rudofskj-, who in 
1904 argued that such stnictures 
were indefed architecture.

There is a distinct feeling 
that the debate on convergent 
technologies would be enriched 
by confronting more disciplinary, 
conventional issues concerning 
architecture, which are too often 
sidelined. As critic Steve Hhaviro 
noted, this w'ill perhaps promote 
the formation of‘an aesthetic of 
decision, rather than the current 
metaphysics of emergence’. 
Archifeefurt A Ecology, RCA/AR 
lecture, V&A Museum. London, on 
4 December. The next lecture in the 
series, on Architecture A Beauty, is 
on 19 February, with guest speakers 
Will Alsop and Stephen Bayley. 
Ipr~archltectural-revlew.com/ 
ArchItectureAnd

Fuller (his latest book, Preparing 
for Life in Humanity 2.0 is 
dedicated to xVrmstrong).

They definitively agreed that 
in order properly to investigate 
ecological issues, it would be 
necessary to ask radical questions 
that could elevate the debate 
from immediate pragmatic 
concerns to a more holistic 
view. Ecology is here understood 
as a paradigm-shifting concept 
equipped with its own 
technological, philosophical and 
imlitical means, able to give rise 
to an original approach to design.

xVrmstrong elegantly 
introduced her research on 
Living Architecture also the 
title of her latest ebook (AR April 
2012) - by polemically arguing 
that Modernist thinking has 
for too long portrayed nature 
and technology as oppositional 
categories to the detriment of 
human relationships w'ith the 
enrironment. Living Architecture 
literally applies biotechnologies 
to constructions, banking 
on Armstrong’s research on 
prritocells - microscopic material 
coinpomids which exhibit life-like 
characteristics, though bereft of 
any actual DNA. She advocated a 
much closer relationship between 
environment, artefacts and 
politics, one mediated by highly 
responsive, interactive materials 
able to compute external 
information. It was refreshing 
to see Armstrong grounding her 
research in early experiments 
on biological computing by 
Alan Turing to remind us that 
the computing power of our 
machines is only a minuscule 
representation of what can be 
found in nature, even in the 
most elementary organisms.

Living Architectu re as 
ad^■ocated by Armstrong finds 
a natural ally in the notion of 
Humanity 2.0 that Steve Fuller 
has been articulating. The role 
of human beings in a world 
increasingly governed by 
convergent nano- and bio- 
lechnologies will unavoidably 
fade for at least three reasons.

First, the (ifTecls of climate 
change demonstrate that human

ProtoceHs produce >ol(d eubstances which may have future archnecturual aupiicationa

Fuller’s argument drew from the 
influential study Poor Economics: 
A Radical Rethinking of the Way 
to Fight Global Poverty by 
A Banerjee and E Dufio, 
which concluded that in order 
for innovative solutions to be 
adopted by local residents, 
substantial work needs to be 
done at grass-roots level. 
Comparing the task of 
eradicating global poverty to 
constructing architecture out 
of living materials appeared 
appropriate to Fuller: both 
concern global problems and 
neither will be implemented 
without a larger, international 
political will backing it.

Fuller repeatedly challenged 
Armstrong to map out strategies 
in support of the notion of 
Living Architecture, not without 
suggesting some himself. The 
most interesting and plausible 
of these is to rethink school 
curricula to develop early 
awareness of ecologj' and 
convergent technologies.

As the evening drew to a close, 
an interesting and perhaps telling 
gap opened up between the title 
of the lecture Architecture & 
Ecology - and the ideas discussed 
by the two speakers. The more 
the conversation progressed, the 
more it focused on scientific and 
social issues, drifting away from 
architecture, whose definition

actions are problematic: they 
arc causing natural resources to 
rapidly deplete with the risk of 
eventually endangering the entire 
biosphere. Second, the notion 
otLiving Architecture implicitly 
levels out differences between 
living beings and inorganic 
matter. Biomaterials react to 
information whether this has 
been generated by humans or not. 
Living Architecture takes much 
greater care of the whole 
ecosystem w'o inhabit: botanic 
life, animals, etc. After all, 
as Armstrong pointed out, most 
firing creatures share up to 95 
per cent of their DNxi material.

Finally, the definition of design 
and designer will also have to 
radically change. As a plurality 
of actors and factors begin to 
‘design’ our environment, the 
architect w'Ul recede into the 
background to become more a 
designer of systems of interaction 
i-athcr than fixed objects.

Interestingly, Fuller decided 
not to stress the obvious parallels 
between his and Armstrong’s 
work, but rather to accept the 
general premise of her thesis and 
speculate what next steps would 
be required to actually implement 
such teclmologies. Swiftly the 
conversation moved away ft<jin 
technology to investigate the 
social and political issues 
posed by Living Architecture.
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All entries must Incorporate facades, roofing or other architectural
elements of copper or copper alloys. Any scale or type of project
can be entered - from major landmark buildings to modest schemes.

Architects and critics, drawn from a panel including some of the
most influential designers in Europe, will judge all the entries on
their architectural qualities from graphic submissions.

Final deadline for receipt of entries: 31st May 2013

For more information on entering the 2013 Awards-16 and on previous
awards entries and results, visit: www.copperconcept.org/awards



Broader view
example, two years before it was 
finished, the great Paris iniellos 
of the day railed against the Biffel 
Tower, denouncing it as an ugly, 
hateful bolted-tin column; now it’s 
one of the most loved monuments.

John Rnskin, Victorian booster 
of Nature’s beauty, campaigned 
manically against the ugly 
intrusion of the steam railway 
into the unspoilt, tranquil Lake 
District. And he despised the 
introduction of the noisy 
mporetto into the dignified Venice 
he regarded as his private 
intellectual playpen. Now we see 
each machine as quaint and lovely, 
even beautiful. Back in Buskin’s 
London, the Albert Memorial, 
now a national architectural 
treasure regarded as fondly 
as hot buttered toast and the 
shipping forecast, was described 
as verminous and crawling.
Yet the same Nature that Buskin 
thought ineritably beautiful can 
be repellent. We are now required 
by custom to admire Alpine news, 
but mountains were once thought 
disgusting: dangerous, scary and 
home to demons and bandits. 
Nature can be ugly. Not all plants 
conform to beautiful conventions: 
the Amorphophallus Titanum 
is a %’ast, hideous, swolkm phallic 
thing that stinks of death: it is 
known as the corpse flower.

Darwin believed breeding 
good-looking children is a au^vi^'al 
characteristic: I, for example, may 
feel the need to fuse my premium 
genetic material with yours so 
humanitj’ continues in the 
same fine style. But there may 
be a mathematical, as well as 
biological, basis to conventional 
ideas of the beautiful. The Greeks 
believed beauty can be described 
by numbers. Classical sculpture 
was based on strict ratios and 
Classical architecture is pleasing 
because its proportions are based 
on the field of vision of the eye.

These rules may still exist.
I know a designer in the car 
industry who keeps a phot<^raph 
of Claudia Schiffer’s face on his 
laptop. He has an app that allows 
him to distort the image in any 
dimension. This he does as a 
demonstration to show how at

What la ugly? Not the magnificent 
power station. No, the way 
that Bemd and Hilla Bechcr 
photographed the decrepit 
infrastructure of the Bulir made 
sooty Industry beautiful, surely?

When the designers were 
working on the jacket of my 
new book, someone suggested 
including a question mark after 
the title and giving the whole 
a mirror finish. Curious browsers 
would be immediately confronted 
with a deadly question. How 
beautiful are you? Tact prevailed 
and we used a scarj’ detail from 
a Hierommius Bosch nightmare 
instead. We put Brno Goldflnger’s 
Trellick Tower on the back cover.

Wo all enjoy beauty. Hut an 
appreciation of ugliness is 
necessary to it. The beautiful 
and the ugly are not opposites, 
but aspects of the same thing. 
Concerned what people think 
of your house? Wish your partner 
were l>etter looking? In dieting, 
getting a tan or going to the 
gym, choosing a Weimaraner 
over a rescue mutt, visiting an 
exhibition or shopping, we are 
trying to acquire beauty to get 
a i>ersonal competitive advantage. 
But don’t worry if you feel ugly: 
perceptions change.

In 1060, some London 
advertisers, tirod of conventions 
of their trade, started The Ugly 
Modelling Agency. They wanted 
faces with character, not bland 
perfection. Look at the shots from 
the tijiio and you wonder what 
the fuss was about. The agency 
survives as Ugly Models, whose 
clients include Diesel and Calvin 
Klein. Meanwhile, ever since 
the Francophile Nancy Mitford 
popularised the expression, 
we have had the idea of jolie-laide, 
a woman who can be attractive 
and ugly at the same time.
Mitford was herself an exarnph^. 
So too is Jeanne Moreau.

‘Beauty’, however defined, 
is not necessarily attractive. And 
ugliness is not always repulsive. 
Besides, tastes change, erasing 
aesthetic certainties. This is a 
truth so disturbing that most of 
our assumptions about art are 
immediately undermined. For

a specific moment, what was 
beautiftil becomes, one millimetre 
too far, unacceptable.

Besides measurement, another 
factor changing oar perceptions 
is time. ‘Familiarity is a magician 
that is cruel to beauty, but kind 
to ugliness’ according to Victorian 
novelist Maria Louise Ram^. This 
might not be as mad as it sounds. 
It’s beauty that is evanescent, 
fragile, dismaying a subject of 
measurements. MTien something 
becomes familiar we tolerate it 
and tolerance can grow into 
affection. As Serge Gainsbourg 
remarked, ‘ugliness is superior 
to beauty because it lasts longer’.

We got the word iigly’ from 
an Old Norse word ugga which 
means ‘aggressive’, hence the 
expression an ‘ugly customer’.
It’s this sense of violence that is 
initially disturbing, but this also 
means there is much more variety 
and surprise in ugliness. Beauty is 
a sedative, predictable and 
soothing rather than challenging. 
Is being sedated and soothed 
better than being stimulated?

The strange truth is, too much 
beauty would be intolerable, 
an awful world of meticulously 
cropped lawns and starched linen. 
We only enjoy the ephemeral 
deliciousncss of beauty if we have 
an active concept of ugliness. 
Heaven needs liell.

A measure of ugliness is 
essential to keep our appetites 
alive. So, exactly how much 
ugliness should we maintain in 
our world? Should we encourage 
its production? WTiat’s the 
optimum exposure to ugliness? 
Should there be quotas?

An even stranger truth is that 
ugliness fascinates. One of the 
most popular pictures in 
London’s National Gallery is 
by 16th-century’ Flemish master 
Quinton Massys (right). KnoMii 
as The Ugly Duchess, the sitter 
suffers from a bone disorder 
causing facial deformities. In the 
gallery shop, the Ugly Duchess 
postcard sells as well as Claude 
Monet’s serene Water-Lily Pond.

Ugliness deserves to be 
understood, but when you begin 
to examine it, the idea disappears.

The ugly 
truth
Stephen Bayley, 
best-selling author of 
Ugly: The Aesthetics of 
Everythmg, sees ugliness 
as a necessaiy corrective 
that stimulates a deeper 
appreciation of beauty
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It Is, for example, possible to look 
at steaming, suppurating landfill 
and find a thing of strange beaut>-. 
See the A38/MC interchange from 
the air and it is surely a thing 
of transcendent beauty. The 
murderous atrocity of tlie B-52 
is also sublime. Equally, it is 
only a matter of time before the 
Brutalist Trellick Tower, loathed 
by thatched-roof sentimentalists, 
a<rquires an admired period gloss. 
Already Grade II listed, soon, 
Prince Charles may speak fondly 
of its stained concrete.

Ugly cars were once explained 
by the ignorance or incompetence 
of their manufacturers. The AMC 
Gremlin and Morris Marina are 
just two examples from recent 
history, but now there is so much 
design competence in the industrj- 
that creating beauty is easy.
So Ferrari, with imiM‘ccable 
credentials in the manufacture 
of gorgeous automobile sculpture, 
ha.s not made a beautiful car for 
a long time: its signature curves 
have been stolen by Koreans.

So, at the end of beauty’s 
road, Ferrari design is seeking 
confrontation. When Renault 
entered the largo car market, it 
decided not to compyete with the 
indnstry-norm of German Gute 
Form, but introduced the ugly Yel 
Satis. In products, the iPhone’s 
success is to a degree based on a 
delicious physical appeal that can 
be no further refined. Whatever 
Apple does next, it is unlikely 
to be more beautiful.

Our obsession with beauty and 
our fear of ugliness goes back to 
the mid-19th century, when Lewis 
Carroll, contemporarj' of Ruskin, 
coined the term ‘uglification’ to 
describe the changes to town and 
country that industr>' had forced.

Ever since, we have fretted 
about what is good and bad.
Like it or not, we are all in 
a continuing debate about 
aesthetics. US art critic, Peter 
Schleldahl, said ‘Beautj-is... 
no big deal, but the lack of it is’. 
Maybe, but if everything were 
beautiful... nothing would be. 
Stephen Bayiey will talk on beauty at 
the AR/RCA ArchftectunA lecture 
at 6.30pm on 19 February at the V&A
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View from...
The Arctic Sunrise 
pteuflis its wiy through 
the ecean's packed ice, 
which alarmingly may 
disappear altogether In 
the summer months as 
soon as 2015
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This is where the ice comes to 
did I say Unit?’ questions 

'Fill Wagner, sea ice scientist 
from Cambridge University.
We’re reading the headline in the 
Sun newspaper which we’ve just 
downloaded via sateLite phone. 
Wo agree that he did, and raise 
a toast to a media coiij) for our 
hosts, Greenpeace, and one of 
the first major reports on climato 
change in the tabloid press.

We are at approximately 6U 
degrees North, in the |>eripheral 
ice zone that occupies this part 
of the Fram Strait, north-west 
of Svalbard, Norway. Prom the 
bridge of our ship, Gnsenpeace’s 
icebre.aker the^4re^ic Sunrise, 
we are searching out indiiidual 
ice floes, each floe a fragment of 
the frozen skin of the ocean. The 
floes we visit will be analysed and 
digitalised to an unprecedented 
level, forming part of the leading 
climate-change research by the 
Polar Ocean Physics Group at 
DAMTP, Cambridge University.

Ame, our keen-eyed ice pilot, 
surveys the horizon, plotting our 
slow, grinding course through 
the densely packed floes until wo 
find one of suitable size to provide 
a mooring and ‘safe’ working 
platform, (hir role is 3D scanning 
the top surface of the ice to 
provide mUlimetre-perfect 
models. These scans, when aligned 
to sonar data for the underside 
morphology, create a continuous 
virtual skin of the ice, which forms 
the basis for computer modelling 
back in Cambridge.

The precise measures taken 
here are a momontaiy snapshot in 
time. At any minute the dynamic 
landscape system we are drifting 
amid can change. Ice cracks 
underfoot; ocean currents push 
a floe tens of kilometres t‘ast 
or west. The whole landscape is 
a fluxing surface of thin shitting 
pliines of ice, crushing fields of 
frozen boulders and melt ponds.

We are known as 'the architects' 
by the crew, but quite how we’ve 
elided up on their ship they are 
unsure. A lot of the science team 
and ship’s crew see architects 
as naive problem solvers and 
visionaries - and not necessarily 
successful ones. We are here as 
observers, a forensic team on a 
landscape scale, our scans are the 
evidence we extract. On board, 
we find ourselves tlio least 
qualified to comment on sea ice 
levels or climate change.

Our present company do 
comment though. This year 
Qreenpear^ is focusing on the 
plight of the Arctic and the danger 
posed by international energy 
companies who want to exploit 
oil and gas reserves. Greenpeace 
aim to declare the Arctic a global 
sanctuary' and are close to having 
three million people petition to 
world governments for this cause.

Professor Peter Wadhams, the 
lead scientist onboard, has stated 
that the frozen ocean we are now 
etching our way painstakingly 
through could be subject to a 
major collapse where summer 
melt overtakes vvinter re-freezing

in a self-perpetuating cycle.
This collapse, he predictini, would 
occur in 2016-10 when the summer 
Arctic would become ice-free, 
due to one cause: global warming.

Wadhams and Greenpeace 
agree this is a human-caused 
design change on a planetar)' 
scale, yet the scientist ditfers 
from Greenpeace on tlio solution, 
feeling radical geoengineering 
ideas should be eonsidereil.

find this ambitious scale of 
design strangely familiar from 
our experiences in and around 
IiOnd(»n arcliitecture schools.

But when drifting amid the 
uncertain futures of the Arctic, 
romantic talk of dystopian visions 
does not go down well. The kind 
of doomsday scenario that might 
spark an interesting second-year 
studio brief is a live fear for 
Greenpeace. Their actions are 
seen as preventative measures.
In the case of this tour they are 
raising awareness and supporting 
scientific understanding. In the 
case of the action which followed 
our tour, the boarding of 
Gazprom’s Prirazlomnaya 
platform, they are physically 
halting the sinister creep 
northwards of landsca[H‘-alU‘ring 
machines. It is environmental 
crime, occurring now, that is 
the motivation for much of 
Greenpeace’s planetary roaming, 
bearing witness to the scars 
mankind inflicts.
The exhibition Frozen Relic: Arctic 
Works by ScanLAB Projects is at 
the AA, London, until 9 February

The Arctic die

With melting ice caps 
leading to potentially 
destructive oil and 
gas exploration in the 
far north, Matt Shaw 
and Will Trossell^ 
the founders of 
ScanLAB Projects, 
join Greenpeace on 
an Arctic ox]iedition
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Viewpoints
Taking part in architectural 
competitions is like taking part 
in competitive spmrt. I have 
participated in 218 since my first 
in 1993 roughly one even,’ 
month. While it is said that the 
success rate is around one in 10, 
in my experience it is much less 

pro<lucing a regular sense of 
disappointment (and financial 
loss). Being an architect, then, 
requir(?s being thick-skinned, 
or at least learning to be a good 
sport. And, as in sport, losing 
can have less to do with your 
performance than with the 
theatre of unpredictability within 
which competitions unfold.

I remember once being 
disqualified because the courier 
company did not deliver our entrj’ 
on time; on another occasion, just 
as we were almnt to submit our 
scheme, the countrj’in question 
broke out in civil war. 'rhen there 
is the assortment of (not always 
well-chosen) judges and therefore 
dc*cision-making politics. 
Kventually follows the painftil 
perio<l of waiting for the results, 
keeping you forever in suspense; 
c»r tlie awkward situation when 
the announcement ‘and the winner 
is...’ iinfokls right in front of you; 
or, worse, when the client doesn’t 
let you know the results and you 
read tlmm in the papers. It all 
sounds terrible, doesn’t it? So why 
do architects still participate?

Competitions are driven by 
the desire to go beyond what 
already exists unthought-of 
arcliiteoture - whereas 
commissions are mostly demand- 
driven and often by those of 
the market. We could say that 
competitions are to everyday 
arcliitocture what competitive

sport is to everj’day fitness 
training. Competitive sports 
break existing human boundaries 
and set records for bodily 
capacities. Similarly, architectural 
competitions are imitations to 
make conceptual leaps and to 
open new frames, speeds and 
scales through which we perceive 
space and time. In my own 
experience, the Yokohama 
Port Terminal would never liavo 
happened without the openness 
of an international competition. 
By inviting ideas from any 
practising architect, rather 
than directly commissioning a 
transport specialist or established 
architect, the client demonstrated 
commitment to innovation 
and our scheme broke away 
from the typical port terminal.

There are then the countless 
ground-breaking yet competition- 
losing entries that - like NASA’s 
space exploration positively 
influencing everyday life go 
on to inspire other projects. In 
1921 a more conservative design 
triumphed over Mies van dor 
Rohe’s skyscraper proposal for 
Berlin’s Friedriclistrasse. But his 
depiction of a glacial skyscraper 
contained the unprecedented idea 
that a steel skeleton could free 
the exterior walls from their 
loadbearing function. His vision 
of a glass curtain wall has gone on 
to inspire legions of architects all 
over the world. Similarly, OMA’s 
unrealised proposal for the site 
of two Yokohama markets in 1992 
envisioned a 24-hour destination 
tliat reframed the whole Idea of a 
masterplan away from definitions 
of fixed space into spact; that 
remains continuously active 
by changing use over time.

The space-time section invented 
byOMA for this project inspired 
the work of countless other 
ai-chitocts. Tliere are far too many 
of these cases to mention here.

The real argument for 
undertaking comi>etitions is 
exploration: of those ways - as 
yet-unknown - that maintain 
architecture as a creative, luther 
than stagnating, field. But, like in 
competitive sport, it is best when 
spectators have an open view. In 
many parts of Europe and Japan, 
there is a long-standing culture 
of open, public competitions with 
ail entries being published. But in 
the UK and the USA, open, public 
competitions are rare, and the 
limited type of competition (or 
‘selection process’) is increasingly 
used by the private sector. In 
these eases, tlie entries - and 
even the competitors’ names 
are almost always kept secret.

But W’ho benefits from all this 
secrecy? Strategising ahead of 
meeting planners is no easy task 
for clients whose speculations 
are often riddled with complex 
politics. However, in an 
unprecedented show of confidence 
t he recent c^ompetition for New 
York’s 426 Park Avenue tower 
published ail the architects' 
presentations online. This not 
only fo.stei’s a richer professional 
culture where we learn from 
each other, but it also generates 
publicity and public engagement 
well ill advance of even breaking 
ground. Clients and architects 
wondering about the process 
of keeping competitions behind 
closed doors should take a look 
at this example online and ask 
themselves what they have 
to lose... or perhaps win.

FARSHIDMOUSSAVi

Creative leaps 
in the arena of 
architectural 
competitions

LAST WORDS ‘A young couple were 
discovei’od making love 
above the auditorium. 
The architect said 
he considered their 
act the building’s 
consummation’
David Owen on the Norwe0an 
National Opera's inaugural 
performance, Mew Yorker, 21 January

‘Tliero’s acollabonitioii 
that I’m working on with 
Zalia Iladid, we’re toying 
aroiuid \vith the idea 
of a prefab house’
Pharrell Williams, the US rapper, 
singer and music producer, 
Hypebeaet. 3 January

‘Being an architect is 
a very dangerous job 
because if you are 
wrong then of course 
everybody knows’
Renzo Piano interviewed in 
Daily Teleffapb, 22 January
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Your views
I was perturbed by Paul Davies’s 
review of the exhibition Playboy 
Architecture in January’s issue. 
After a year and a half of broadly 
progressive, critically robust 
AR, uncharacteristically this was 
a self-indulgent piece that sadly 
swapped discriminating oversight 
for salacious puns.

The article painted an 
unpersuasive picture of Playboy 
as a buccaneering, boundary­
pushing lifestyle experiment 
while clumsily skirting the 
far more critical issues of 
exploitation, misog>Tiy and the 
oppression of women, which were 
key weapons of the ’50s capitalist 
consensus exemplified by 
Playboy. I have no doubt curator 
Beatriz Colomina was more than 
aware of these issues, but Davies 
brushed them tinder the rug.

In his final paragraph, Davies 
wistfully alludes to a cultural 
manifesto, for him represented by 
the virginal Playboy, before such 
innocent optimism was violated 
by the global marketplace.
The irony of this hopelessly tiaive 
statement is painful - can there 
be any more serious allegation 
levelled at the adult publishing 
industry than its corrosive 
distortion, fetishisation and 
commodification of innocence? 
After all, the most imiMWtant 
bottom in Playboy was always 
the bottom lino.

Davies’s review might have 
seduced readers into giving the 
AR a boost in website traffic but 
it has dealt a severe blow to the 
journal's credibility as a feminist 
publication and yet again 
reinforced the glass ceiling.
Articus Grairt. S«i Fnuicitco

expertise that will aid the student 
in the creation of architecture 
are neglected and even shunned. 
Few students are given even a 
basic education in the history or 
craft of architecture and, without 
the means of appreciating 
anything constructed before 
the 1990s, they are incapable 
of engaging with 99 per cent 
of the built environment.

We need only recall the debate 
surrounding Prince Charles’s 
intervention in the Chelsea 
Barracks furore to see that the 
profession becomes excessively 
defensive when attacked on such 
grounds. Architects quickly 
rallied to the defence of a 
pathetically mediocre design 
while refusing the right of anyone 
outside the profession to an 
informed opinion. The sad irony 
is that while the profession is 
militant in its defence of its 
owTi (dubious) expertise, it too 
often insists on the myth of 
the arcliitect’s ability to lead 
in all other fields.

Architects are uo longer 
respected or considered 
indisp>ensable in Britain 
because they too rarely provide 
architecture and too often insist 
on the primacy of their own 
poorly wrought opinions over 
the knowledge of others. Thus 
architects have made themselves 
irrelevant in Britain, with those 
commissioning buildings and 
those using them unsure exactly 
w’hat service it is the architect 
provides. Architecture is not 
economics, politics or social 
policy and, apart from in schools 
of architecture and the specialist 
press, it thankftilly no longer 
pretends to bo. Buildings 
may be born as the result of 
investigations into these fields 
but such research Is undertaken 
by others and buildings are not 
necessarily, indeed rarely are, 
architecture. Anyone can design 
or construct a building, it is the 
architect’s role and theirs alone 
to make this construction art. 
This is w hat the student of 
architecture must bo taught, 
but too rarely is.
OavM Vjyintiiy, by emiM

The lost art 
of architecture
I’m grateful to W’illiam JR 
Curtis for the views expressed 
on architectural education in 
the Decemlxir issue. I completed 
my diploma course two years 
ago with a project based in a 
towm that faces the threat of 
eniption from Vesurtus.
The project sought solutions 
to architectural problems posed 
by this future threat and by a 
shrinking population. However, 
when the project was presented 
I had to defend myself from the 
accusation that I was fiddling 
while Home burned.

Yet while the problems of 
population shrinkage and threat 
from eruption remain real, they 
are immense political, economic 
and logistical problems, not 
architectural problems. This 
might seem a shocking statement 
to those brought up with the 
idea of the architect as a social 
problem-solver, but to suggest 
that the architect should even 
aspire to solving such problems 
is an unfortunate liangovcr 
from a defunct idea of the 
architect; it is patronising 
arrogance disguised as goodwill. 
If the failure of the Modernist 
project has taught us anything,
It is surely that the profession 
must wake up to the limits of 
its own competency.

Architecture is the creation 
of beautiful public and private 
spaces, nothing more, nothing 
less. However, the true art 
of architecture has all but 
disappeared. Students are 
encouraged to think of their 
activities as cures for social 
ills and are led to believe that 
intensive research Into such 
problems will help to shape 
architecture. Having carried 
out their amateurish research 
into economic or social ills, 
the student Is expected to 
somehow extrapolate a design.
It is patently obvious that none 
of these issues will affect the 
creation of a piece of architecture. 
Yet pen ersely, those areas of

Skirting 
the issue

Congratulations to Beatriz 
Colomina for her renewed 
efforts to sex up architecture. 
Playboy may w’ell have been read 
by all the architects of the time, 
but is it really tenable that 
this was actually a progressive 
architecture magazine in 
disguise? Surely there were only 
serious articles so that (pre- 
iniemet) architects had a good 
excuse to c^le pretty women. 
SaNy Vvdiey. BrMporl, M(

Ltttan t* tiM E4n»r 
fliMiWb«s»iltt«;
TiM ArtbIteetunI Itovlew 
69-77 PaylStTMt 
L»ndMEC2A4NW 
OrbyMMaiite:

Lettars may be aAited
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Market Hall, 
Ghent, Belgium, 
Robbrecht en 
Daem and 
Marie-Jose 
van Hee

Ghent’s historic urban realm assumes a new resonance 
through this thoughtful proposition about civic culture
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1. (Previous page) 
GoiiandfNammoii 
tactfutly square up 
In Ghent’s historic 
centre. The new 
market hall is tin 
focus of a wider plan 
to reinvigorate
the public realm
2. Sketch showing 
the relationship of 
the new building to 
its urban context

2

'Conceived of as a light 
folded timber roof, 
protected by bespoke 
cathedral glass shingles, 
the roof’s scaly surface 
reflects and catches the 
light. Chameleon-like, 
it constantly changes 
its appearance’

emergent twins, tourism and conservation 
practice. At the beginning of the 20th century, 
the three paradigmatic structures of the city 
- St Bavo’s Cathedral (containing the Van 
Eycks’ Adoration of the Mystic Lamb), 
the Belfry and St Nicholas’s Church - were 
cut free from the accretions that cemented 
them into the city fabric, critically described 
in the words of one early guidebook writer 
as being ‘... like barnacles upon a stately ship’.

In this process of editing, these civic 
buildings became monuments - like boulders 
in an erratic field - made explicit in the terms 
established by and the emerging
tourist industr>*. At about the same time, 
the careful differentiation of the various 
around the monuments by trade, in particular 
markets (the Korenmarkt, the Poeljesraarkt), 
was diminished, then lost. In the 1960s the 
situation was exacerbated by the demolition 
of another city block for an extension of the 
towm hall: a plan which failed to materialise. 
The undifferentiated, leftover space between 
monuments was then used for parking.

Into this slow urban drama came local 
practitioners, Robbrecht en Daem and 
Marie-Jos6 van Hee. In 1996 the two practices 
(who share a studio, and have a 22-yoar 
histor>- of collaboration), ent ered a 
competition organised by the city authorities 
to create an underground car park beside 
the town liall with a public square on top - 
the sort of project that was ubiquitous across 
Europe at that time. Feeling that parking 
was the last thing needed in the strange slack 
space resulting from clearance (and indeed, 
would directly contradict the city’s ow'n plans 
to push traffic out of Ghent’s central public 
spaces), the team comitered with a proposal 
for a park, together with an enclosed volume 
for staging events. This non-compliant entry 
led to their disqualification.

CRITICISM
TOM HOLBROOK

From its castle to the Belfort - its World 
Heritage-listed belfiry - Ghent has at hand 
everything needed to contemplate the 
evolution of the Northern European merchant 
city. As the UNESCO listing notes, the 
building typology of the belfry emerged as 
a sign of a developed post-feudal mercantile 
culture. In this respect it vied with the castle 
and the bell tower as sjnnbols of seigneurial 
and church power respectively, and was itself 
eventually supplanted by the more expansive 
typology of the hdtel de viUe in representing 
the Independence and power of a city.

The markets of Ghent, controlled by 
powerful guilds and aldermen from this 
mercantile period on, developed at its heart 
a highly differentiated hierarchy of urban 
spaces. These spaces have suffered over the 
last century, but are about to regain their 
urban resonance through a ren»arkable 
project to re-energise the city centre.

In his essay, ‘Energ>’ & Matter’,
Adam Caruso describes the intention of 
Caruso St John’s public realm project in 
Stortorget, Sweden: ‘Before pavements, 
kerbs and roads, the linear ordering of 
the stones was a continuous field up to 
and around the surrounding buildings. 
Thenew design attempts to expand the 
potential of the square by returning 
Stortorget to a kind of origin and emptiness 
once held by the undifferentiated space of 
the field.’ Caruso goes on to contrast this 
approach with received conservation practice 
w’hich would be to retain and articulate the 
various layers of historical use.

In the centre of Ghent, this play between 
abstraction and figuration of its public spaces 
began over a century ago, driven by the

Market Hall, 
Ghent, Belgium, 
Robbrechten 
Daemand 
Marie-Jose 
van Hee
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Koranmarkt

2 sculpture
3 St Nicholas's Church
4 Ooutfen Leeuwplein
5 The Green (park)
6 market hall
7 Poel|Mnarkt
8 city hall 
8 belfry
10 St Baafsplaln
11 St Bavo's Cathedral

crowd Haer plaa key
1 technical area
2 cycle parking
3 storage
4 wee
8 dresstrtg room
6 caf6
7 covered outdoor area
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Market Hall, 3. (Left) in the shadow
of Ghent's great belfry,Ghent, Belgium, the eiaggerated feemetry

Robbrechten of the market hall's
roof peaks abstractsDaem and the language ef the

Marie*Jose surreundii  ̂buildings
4. A large cafb undervan Hee the main hall overlooks
a new green space at
the east end of St
Nicholas's Church
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The winning project, once publicised, 
proved hugely controversial, sparking a rare 
public referendum in proloat and ultimately 
forcing the city to abandon its plans.
The centre of Ghent remained neglected 
space.By 1S98, the city administration 
realised the ironic situation that the lacuna 
that had been created in its centre was 
actually antithetical to the city’s burgeoning 
role as a tourist destination.

Another competition was instigated, this 
time effectively adopting the brief established 
by Robbrecht en Daem and van Hee’s earlier 
entrj'. The collaboration eventually won this 
second competition: a victory coinciding with 
the establishment of a more sophisticated city 
administration, and a more receptive 
architectural culture across Flanders.

From this slow bum of 16 years has 
emerged an extraordinary' project in two 
parts: the first involving the direction of 
the spatial coherence of the central squares 
ofGhent, and the second, the establishment 
of a new permanent market hall structure. 
This dramatic now addition acts to repair 
the damagis of the last century, while making 
a wholly contemporary proposition about 
Ghent’s civic culture in the 21st century.

For the wider public realm project, the 
architects have taken charge of the sequence 
of squares (comprising the Korenmarkt, the 
Braunplein, the Poeljesmarkt and Gouden 
Leeuwplein) running from St Nicholas’s 
bridge (under which they have created a cycle 
park) to the east, comprising the main tourist 
itinerary of Ghent.

Paul Robbrecht talks about the 
establishment of a landscape sequence, with 
interspersed ‘minorar and green spaces, from 
the Korenmarkt through a new ‘Green’ at the 
east end of 8t Nicholas’s Church, to the stony 
precincts of the belfry and cathedral through

to the green space of Limbiirgstraat. In the 
new' Green, excavated to a storey below’ the 
Braunplein, the grass runs up to and around 
the apse of the church in the English manner.

Robbrecht en Daem and van Hee are also 
curating a series of public art works to further 
articulate this urban sequence, relocating to 
the Green a fountain by the influential Ghent 
sculptor Oeoiges Minnc, and directing the 
commissioning of two new vertical art works 
in the Korenmarkt. Further east, by the 
cathedral, a rather bombastic monument to 
the van Eycks is to be ‘corrected’ with a new 
piece by the artist Berlinde do Bruyekere.

A layer of dark basalt establishes a datum, 
integrating people’s movements from the 
tram stops and negotiating level changes 
and places to sit and to meet. The jmwerful 
De Lijn company, W'ho run the trams, has 
been prevailed upon to accept some spatial 
integration of their system - usually deployed 
with a transport engineer’s pragmatism and 
concern for the generic over the particular.

The new’ basalt layer floods the space 
and serves to emphasise continuity, playing 
dowTi detail, such as tramline clutter, to form 
a ground plane on which the monuments are 
presented. To this ‘carpet’ has been added 
anew urban character - the market hall, 
which conversely acta as an engine of 
diflferentiation, choreographing a dynamic 
play between the various squares. This open­
sided structure retains remarkable continuity 
with the original competition in terms of 
its conception. From that time it has evolved 
through very careful Iteration and a4ju8tment, 
continuing from the first model through to 
work on site 16 years later.

Conceived of as a light folded timber 
roof, protected by l)e8poke ‘cathedral 
glass’ shingles, the scaly surface of the roof 
reflects and catches the light. Chameleon-like,

‘Feeling that parking 
was the last thing needed, 
the team countered with 
a proposal for a park, 
together with an enclosed 
volume for staging events. 
This non-conipliant entry 
led to their disqualification 
from the competition’

Market Hall, 
Ghent, Belgium, 
Robbrechten 
Daem and 
Marie-Jose 
van Hee
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5. (Pravfout pace) 
described by its arcUtect 
as 'resemblinc a folded 
sheet of paper set on four 
treat feef, the market 
hall shelters different 
activities and unites
the urban realm
6. Shimmering glass 
shingles give the 
huge volume a 
surprising delkacy
7. (Opposite) 
simuitaneously domestic, 
with Its giant gable ends, 
and chric, as a piece of 
urban infrastructure, 
the building swaps easily 
between ttiese registers

Market Hall, 
Ghent, Belgium, 
Robbrechten 
Daem and 
Marie-Jose 
van Hee

6

^Tlxis project demonstrates 
the power of engaging 
in one’s own city, 
bringing locally-attuned 
spatial imagination to 
make propositions about 
a positive future’

termination of a medie\-al alley. Its ability to 
Bwap between these registers is remarkable: 
the hall is simultaneously house-like, with 
its fireplace and domestic decorative motifs, 
and yet the scale of its civic works indicates 
that It is also operating at the urban level - 
at a horizontal scale equivalent to the belfrj'’s 
imposing symbolic verticality or the massive 
outworks of a castle.

Beneath the market hall is formed a 
south-facing cave, at the lowest level of the 
Green, which accommodates another cycle 
park and a Grand Caf6 with a broad terrace. 
To the w’est, abutting the church, is a new 
bell tower which also encloses a bike lift.

The hall will clearly be used intensively, 
programmed by the city for numerous events, 
using the spaces it creates in different 
combinations. Ghent has a vibrant street 
culture, culminating in the Gentse Feesten, 
one of the biggest public gatherings in Europe 
with over two million visitors over a fortnight 
in July. The project cost €12m, drawing on 
state and EU fiinding. It’s hard to see how the 
city could benefit more from this investment. 
It has engaged the Intelligence and care of 
some of its best architects, and in doing so 
lias restated a concern with the civic as a 
difficult, time-consuming but highly rewarding 
component of the political realm. None of this 
stuff is easy; very few architects are capable 
of confidently operating at the scales required 
by this kind of work while producing results 
of such strength and humility.

This project demonstrates the power 
of engaging in your own city, bringing 
locally-attuned spatial imagination to make 
propositions about a positive future. Every 
city administrator should be bussed in to see a 
project tliat so elegantly sidesteps the inertia 
of a conserved city centre to make a confident 
statement about enduring civic pride.

it constantly changes its appearance. 
Hundreds of rectangular pipes pierce the 
roof construction, lighting the hall’s interior 
by day, and shining out at night when the hall 
is internally lit. The shingles add an Important 
scale and pattern to the surface, belying 
the scale of the roof and referencing the 
surrounding decorative use of brick and 
tile, as well as the weathered stone of the 
neighbouring historic monuments.

The market hall is simoltaneously 
contemporary in terms of its materiality and 
form, and yet grounded in its place. It draws 
obliquely on Ghent typologies: the great roof 
of the 16th-century Groot Vleeshuis (butchers’ 
hall), for example, or the city’s evident love 
of craft, pattern and texture. These references 
combine to make a figure which is of sulRcient 
strength to participate with the cast of other 
monuments, and in finding this poised, 
rather awkward character, it restores the 
differentiation to the various spaces that 
had been stripped out over the last century.

The structure - described by Uobbrecht 
as resembling a folded piece of paper set on 
four groat feet - has a disarming directness, 
recalling the matter-of-fact placement of the 
Victorian railway viaduct piers that he much 
admired in Newcastle. The hall roof spans 
these piers and acts like a giant spirit level, 
against which the subtle topography of the 
surrounding squares may be read. U’he giant 
piers contain key senices to support ^'ariou8 
events one contains a lift to the level below, 
and one a great fireplace with its chimney.

The volume is highly dynamic, a<iopting 
an asymmetry found in the gables of other 
surrounding buildings. The hall appears 
sometimes as a piece of inft^tructure its 
40-metre span resembling a bridge - and 
sometimes |n super-domestic mode: its gable 
end seen, for instance, as the picturesque

Architset
Robbrecht en Daem and 
Marle-Jose van Hee 
Photographs 
Marc de Biieck 
® Robbrecht en Daem
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Spijkenisse
Library,
Rotterdam,
The Netherlands,
MVRDV

NOVEL
The short shelflife of this Dutch 
library’s collection enabled MYRDY 
to turn the spines out to face the 
town and invite in its inhabitants
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the declining levels of library use and literacy 
across the Netherlands and particularly in 
Spijkonisse. But docs this impression work 
in practice in a built-up town?

Unlike its flatland pen-friend, Tlietford, 
Spijkenisse is a town that has been furiously 
re-thought by energetic architects with a back 
catalogue of housing projects articulating 
several generations of postwar dialogue over 
social rehabilitation and housing reform. 
Arriving by train, a Byker-Wall-size block is 
foregrounded by a 1980s brick terraced estate 
saved from resembling Brookside by its slightly 
more sophisticated roof forms. The space 
between the two is animated by a real model 
farm complete with large sows and brightly 
painted timber bams. Bob Dylan might have 
muttered ‘housing project hill’ to himself but 
of course all is very, very flat. The shopping 
precinct, swiftly erected by Sjoerd Soeters, 
offers a jumbled set of eclectic vernacular and 
decorative references that somehow satisfy 
shoppers by reassuring them that they are not

Spijkenisse
Library,
Rotterdam,
The Netherlands, 
MVRDV

CRITICISM
ORIEL PRIZEMAN
Spijkenisse is a 18th-century town twinned 
with Thetford In Norfolk. It has a shorter 
Wikipedia entry than any of the partners 
of MVRDV. Although technically within 
the Rotterdam conurbation, creating the 
sense of a distinct town is still an ambition 
of its councillors. The Book Mountain library 
is part of a three-phase regeneration project 
which involved the reh^ilitation of its 
commercial and civic centres. MVRDV 
originally won the library competition in 
2003, the building wns completed in May 
2012, the precinct and surrounding housing 
in September. The iconic ‘bam’ form of the 
building realises the ambition of landscape 
architect and urban designer Winy Maas to 
register the historic fabric of the area, as if the 
architecture were the culmination of refining 
an agricultural process. The building is 
intended to glow as a ‘beacon’ challenging

2

Mtepian

I. (Previous pags)
MVRDV sought the 
maximum possible volume 
for the library within an 
envolopo that mot the 
planningfuldelinos 
relating to tha height of 
the ad|acfliit church and 
a 45-dogree roof pitch 
243(oppoolto).Tho 
Hbrory Is hrtondod to 
be a Htend os well as 
metaphorical ‘beacon’. 
The public space In 
front is paved to show 
the denser plan of 
I7th-centary houses, 
the edges ef whkh are 
lit at night wftti LEDs. 
MVRDV also designed 
the neighbouring housing

44 ARI FEBRUARY 3018





BirnTTri
c I

■ '

2fJ 111111 Ll-I I I IIV:

I
fIftlifiMrffluiMcwHl flow irtaii

first now piM fourth floor puui
0 lOmo

Hilrd floor planpound floor plan

46 ARIFEBRITART 2013



main entrance 
commercial units 
meeting room 
information desk 
reading room 
children's education 
centre 
chess club 
staff area 
quiet study room 
study centre 
group study room 
auditorium 
cafi

2
a
4
B
6

7
B
9
10
II
12
13

4 actually occupying the dreary town they live 
in, but belong to a global marketplace in a 
similar way to the Cape Cod / Bicester Village 
experience. The precinct unexpectedly 
swallows up the old town’s dyke which is 
surmoxmted by a slightly rusty escalator 
feeding you into the more windswept-feeling 
original civic centre. Ironically, a nearby 
windmill, surrounded by new developments 
that threatened its access to gusts, has had to 
be raised. It spins somewhat more frenetically 
than it might previously have done.

The urban setting of the library is 
unexpectedly quiet. Although the original 
brief did not incorporate the housing 
element, the open site provided the unusual 
opportunity for the architects to establish and 
secure the scale and disposition of most of the 
library’s neighbouring relationships. The open 
space in front of the buUding sets it squarely 
in conversation wdth the church opposite.
The ground is paved to delineate the much 
denser plan of houses and fields that stood 
on the site in the 17th century. Tlio names 
of previous occupants are carved at the 
thresholds. Window openings are marked in 
the stone plan and LED lights demarcate the 
same ghosts at night. The raking of the paving 
to accommodate level changes, bicycle stands 
and steps, although carried out with only 
supervision rather than full direction by 
the architects, is still commensuratoly part 
of the whole. At the rear, the central house 
and ground it sits on are peeled up and tilted 
to admit two storeys of parking beneath the 
librarj’ building. The lights that illuminate the 
streetscape are the same as those used inside 
the library, further unfolding its potential.

MVRDV’s bold presentation and 
apparently simple geometrical concepts 
can lodge a set of fairly intransigent doubts 
in the magazine beholder of their work.
The architects claim to approach each

building typology afresh (excluding housing). 
The office is populated by ambitious models 
at all scales and all 56 members of staff 
apparently consume Emmental sandwiches 
and orange juice for lunch together at a long 
table every day, like an order of happy co-ed 
monks. As their first built library, SpUkonisse 
subverts many well-established precedents. 
Anticipating a building that might be an 
emiromnental disaster, a cross betw een the 
Luxor p>Tamid in Las Vegas and Stirling’s 
library of sweaty or freezing historians in 
Cambridge, the scheme proves to be 
imexpectedly sophisticated ui its 
consideration of climate and acoustics.

The MVRDV approach is disarmingly 
pragmatic. Their competition proposal set 
about claiming the maximum volume for 
books within an enveloi>e that met local 
planning guidelines for the height of the ridge 
in relation to the church, the eaves height and 
a 45-dcgree pitch. By imagining a bam-like 
envelope, the volume of the books and reading 
areas was sketch-modelled like a pile of hay 
bales and so they were able to offer 
considerably more volume of library space 
than had been requested. In fact, climbing 
over sound-absorbing hay bales and finding 
privacy within a huge enclosure is a good way 
to imagine the space. Thanks to imaginative 
interpretation of technical advice, the 
building has amazingly sound-deadening 
qualities while still offering open visual 
navigation of the space. Perforated mesh 
behind the brick facings of the core pyramid

Spijkenisse
Library,
Rotterdam,
The Netherlands,
MVRDV

4 a B. As t1i» library's 
books oil havo o short 
shelf Hfe, there was no 
neodto protoettho spines 
from SHnllght. MVRDV 
fhorefore made the 
unusual move of turning 
the books outwards fe 
f aca the town. However, 
the sunlight is modulated 
to prevent glare and 
overheating, not least 
by a structure at Im-deep 
pue-lamlnated timber 
portal frames set only 
1.35m opart

‘Climbing over sound- 
absorbing hay bales and 
finding privacy within 
a huge enclosure is a good 
way to imagine the space’
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soaks up distrax^ting conversations that 
are out of sight remarkably successfully.
The architects learnt from the librarians 
that the books had a short shelf life, that 
none of the books was rare or had any value, 
and therefore protecting their spines from 
fading under UV light vas not an issue.
This observation fundamentally justified and 
enabled the otherwise sacrilegious ambition 
of creating a daylit bubble for a library.
In exposing the books to the to^tii, the 
traditional strategy of securing and protecting 
books from the damage caused to them by 
light and readers is completely reversed.

While accessibility and legibility are 
cherished, unlike manj* other buildings of 
its type - including Will Alsop’s Peckham 
Library or Labrouste’s Bibliothfeque Sainte- 
Genevi§ve - this message is not delivered 
as an inscription or a legible sign: the books 
themselves are used as the visible sign and 
physical manifestation of the possibility 
offered by the librarj'. It cannot be a

6. (Left) the tep of the 
pyramid Is tfvea over te a 
eafd. The terrace Is paved 
in bricks in order to create 
a continuity with the 
eiternal public spaces. 
The potted trees, vrtilch 
are ttia same species as 
those hiMted otftslde, 
farther this eennection 
and also help to moderate 
the internal environment

Spijkenisse
Library,
Rotterdam,
The Netherlands, 
MVRDV

coincidence that Bruegel’s ‘little’ Tower of 
Babel painting lives in the Museum Boymans 
Van Beuningen - less than a mile from 
MVRDV’s office. The brickwork is apparently 
continuous from inside to out, like Isi 
Metzstein’s at Robinson College. It forms 
the external skin of the domestic buildings 
and the roof tiles are not only coloured but 
also gauged to align with the perpend joints 
of the brick copings at the top of the gable 
ends. The glass canopy of the library indeed 
frames it as a lantern, the beacon that the 
architects intended the building to become.

The other reasons that a glazed envelope 
for a library would commonly be dispensed 
with early on in the design process are the 
failure to provide adequate thermal comfort 
without significant energy wastage, and 
the very obvious challenge of providing 
comfortable visual conditions for reading 
without excessive glare. However, both the 
environmental strategy and the detail of the 
envelope at Spijkenisse library address these
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Spljkenisse
Library,
Rotterdam,
The Netherlands,
MVRDV
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issues head-on. Different environmental 
consultants were engaged at sketch and 
detailed design stages. The ambition 
was to create a very ‘calm’ thermal and 
visual environment.

Although being designed before the age 
of certification, the scheme design set out 
to minimise environmental impacts from 
its competition stage. It contains two ground- 
source heat pumps and the central brick core 
has perforations at the top and beneath ail 
the bookcases that are used as the orifices of 
a whole building mechanical ventilation and 
heat recovery system. The thermal currents 
running up and down the glazed envelope are 
directed to contribute to the circulation of the 
system. Underfloor heating offere continuous 
stable temperatures while steel sandwich 
panels, which are apparently brick faced, 
contain phase change materials to cool 
ceilings in summer.

The overarching skin is less of a slick 
one-liner than its photographs suggest. The 
skin is supported by a structure of Im-deep 
glue-laminated timber portal frames set only 
1.35 metres apart. This means that the frames 
in themselves are fins projecting into the 
space, and are ablci to provide a considerable 
degree of solar shading, acting as vertical 
louvres. An impressive amount of pipework, 
as well as the adjustable shading blinds, 
are concealed betw'een the outer face of the 
structvire and the glazing itself, leaving only 
tracks for internal glass cleaning to disrupt 
the clarity of the sturdy exoskeleton.

Significant efforts have been made to 
minimise visual clutter. The number of 
materials and colours on show is reduced as 
far as possible, bringing the lively spines of 
the books into the foreground. The stretcher- 
bond coursing of the brickwork core is 
continued in parallel on the floor and ceiling, 
wit h the bricks laid as pavers. Sliced bricks

are applied across doors and architraves and 
printed onto lift doors and interiors. When 
the perpendicular courses collide at comers, 
they are meekly and fairly knitted together 
to make diagonal junctions. Similarly, courses 
of bricks following the direction of travel up 
the treads of the stairs continue until they 
collide one by one with the turn at the top.
As a result, the w'hole appears to be excavated 
from a solid, but also the lines of navigation 
are subtly set out.

Trees grow in pots on the top terrace 
caf6 within the library (the same species is 
planted outside), and project architect Fokke 
Moerel explained that these also help to 
moderate the internal environment. The only 
non-functioning clement apparent at this 
point is the nested summit reading room, 
which, like Peckham Library, has pods which 
are not occupied. They were intended to play 
similar roles to the Peckham pods, offering 
intimate spaces to small groups of young 
people, but perhaps the experienced 
librarians are plajing a subversive role here 
by furnishing them with uncomfortable tables.

The pleasure of visiting the library far 
exceeds the promise of its photographic 
reproductions. The acoustic qualities are 
remarkable, and on an overcast January 
afternoon it evidently provided comfort and 
respite for teenagers on Facebook, in another 
world from pensioners in the caf6 above.

As library attendance in the Netherlands, 
as everyw'here, is changing, and literacy rates 
are challenged, the optimism of this design 
- so removed from the faded glory of its 
fellow’ East Anglian town - is adniirable. 
Equally impressive is the ability of a public 
client to recognise the potential role of 
architects in creating a modest local identity 
such as this. In a manmade landscape of 
dykes and poly tunnels it feels absolutely 
natural to make a mountain out of books.

7

7. N«i|libouriiiK lioMes 
use the tame iMteriali 
M ttM library, but In a 
differant configuration; 
tbo mere limited glazing 
signifies private space 
0. (Opposite) the 
brickwork is continued 
across the square, where 
planters will eventually 
be filled with foliage

Architect
MVRDV
Photographs
JeroenMusch
except 2 by Walter Herfst
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Marquee for 
Restaurant, 
Olot, Spain, 
RCR Aranda 
PigemVilalta 
Arquitectes

UGHTNESS OFTOUCH
Using banal materials to poetic effect, this dining marquee sits 
between architecture, landscape art and minimalist sculpture
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iiuhistrial and the rurai, the artiliclal and the 
natural. As well as being a remarkable work 
of contemporarj'architecture, the marquee 
is the latest in a string of experiments 
supported by an enlightened client with an 
eye for quality and sharp commercial sense.

This, the most recent structure on the site, 
responds to the apparently growing need 
for wedding banquets and large social 
get-togethers. It has an independent kitchen 
to the rear and can cater for grovips of 
different sizes: it was an intrinsic part of the 
programme that the building sijouJd feel right 
with a dozen people in it having a Sunday 
lunch, or with several hundreds attending a 
major reception. No doubt this requirement 
led the architects to the idea of compartments 
that are not compartmentalised, and to the 
idea of a big space that does not feel big. 
Beyond the usual pratiical issues of 
cloakrooms and bathrooms (tucked otf 
to one side in the masonry surround of the 
structure), ther<‘ was the need to find the 
right festive note. When solving architectural 
problems the three architects of UCU 
Ramdn Vilalta, Carme Pigein and Rafael 
Aranda - ask such questions as ‘What does 
the programme rt*ally mean?’ and ‘How can 
these problems be resolved in a way that 
synthesises the contradictions in a clear idea?’

1. (Previous page) 
diaphanous plastic veils 
let a sciatlllatlng light 
fall across the rubble 
elements of the marquee
2. Tbs roof bows In 
an elegant svreep
3. Trees poke through 
the roof plane, creating 
a shady bower
4. (Opposite) a plan 
reveals tbs dominance 
of tree cover

CRITICISM
WILLIAM JR CURTIS

'I’he niartjuce stands to the rear of a precinct 
belonging to the restaurant Les Cols (‘The 
Cabbages’ in Catalan) in the small town of 
Olot, 40 kilometres west of Girona on the 
edge of the volcanic park of La Garrotxa in 
the foothills of the Pyrenees. It is the latest in 
a series of interventions by RCR Arquitectes 
on the site, beginning with the main 
restaurant constructed just over a decade 
ago, and continuing since with a sequence 
of minimalist pavilions for overnight stays.
Tim restaurant has established a style of its 
own combining ejuaUty local produce with a 
sophisticated up-to-the-minute cuisine. One 
is tempted to say that the building and the 
contents are from the same table as they both 
fuse modernity and tradition, east and west.

The architects of RCR are ver>' much 
of their place but tlroy aLso possess a 
cosmopolitan architectural cultun; reaching 
beyond Catalan traditions to a wider world of 
inspirations including the architecture of Mies 
van der Rohe, the steel blade sculptures of 
Richard Serraaml the Zen gardens of Kyoto. 
The marquee fits into this trajectory. With its 
slender structure suggesting both temple and 
tent, it exists on the knife edge between the
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single elements serving several functions and 
carrying several meanings. Then there was 
the startling use of semi-transparent curtains 
made of iigriciiltural tent plastic, which endow 
a banal readymade material with poetry as 
it captures and filters a silvery light.

The marquee is detailed at the edges so 
that the ends of the steel rods supporting 
thelmwing roof stand free of the masonry 
walls on slender steel flanges. As a result 
the superstructure appears to hover even 
as it weighs down towards the middle point.
It suggests both strength and fle.vion. 
Meanwhile the joints of the masonry portions 
are carefully detailed to express both mass 
and surface. They supply an ancient note as 
if post-industrial nomads had stumbled upon 
an ancient ruin and decided to cover it with 
a temporarj' shelter. In RCR’s work the 
texture of materials Is one of the keys to their 
meaning. 'Fhe closer to the volcanic ground, 
the rougher and more granular the treatment 
of stone or concrete; the clf^er to the sky, the 
smoother and more transparent the materials. 
The marquee distils these generic themes 
in its section and in its very fabric. As for the 
plastic layers, they appear to be both there 
but not there. The ai chitects have never been 
‘classicists' in any obvious sense, but they liave 
absorbed almost unconsciously the tripartite 
division of base, middle and top, and in their 
way have transformed the idea of rustication.

They work like a jazz group in which one 
individual launches a theme and the others 
pick it up and develop it. Rut they still need 
to get back to the basic concepts in defining 
the identity of a work.

The site was rather unremarkable with 
vegetable gardens on one side and some 
shacks on the other. RCR decided to tlefine 
a precinct by cutting into the ground, building 
solid masonry surrounds, and surmounting 
the w’hole thing with a hovering roof spanning 
the entire lateral dimension of the space.
It was also necessary to respond Intelligently 
to the environmental requirements of the 
programme throughout the sea.sons of the 
yea r, and to cut out ambient noise while 
creating internal acoustics suitable for 
speeches. In turn it was essential to cut 
down the racket tliat can be reflected off 
floors in the din of conversation. In tune 
with the sensibility of their earlier buildings, 
RCR devoted considerable attention to 
the granular texture of ground materials, 
including not just the floor of the vast room 
itself, but also the meandering approach path. 
Circulation was crucial, and as usual they 
guided a serpentine route by orchestrating 
view’s through layers of actual and Implied 
transparency. The idea of a floating roof 
combining light filter, protection from the 
elements, air cushion and baldachin - was 
also in tune w’ith their intention of defining

‘Everj^hiiig about the 
building is ambiguous, 
beginning Avith its definition 
as an architectural object, 
for it floats in light and 
dissolves in air, seeming 
to melt into its landscape 
surroundings’
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In plan, the building is deceptively simple 
and suggests an oblong, symmetrical room 
with slender partitions defined by slots letting 
in air and light and supplying places for rows 
of trees. This is an ingenious reinvention 
of the notion of the ‘free plan’. One rarely 
experiences the plan’s symmetry directly 
(except for the arc of the roof), for one moves 
across the building along an asymmetrical, 
zigzag route. Diagonal views play an essential 
role as do the shifting planes suggested by the 
hanging curtains of plastic. Everything about 
the building is ambiguous, beginning with its 
definition as an architectural object, for it 
fioats in light and dissolves in air, seeming 
to melt into its landscape surroundings.
The roof, constructed from slender rods 
likesteel bamboo, bows down in the middle 
and draws a catenary In space, but this is 
the only easily identifiable geoinetrj'. For the 
rest, the marquee works principally with 
voids, fioating planes, unfolding limits and, 
of course, changing effects of light.

As one moves through the translucent 
plastic sheeting, the lateral slots containing 
slender saplings suggest spaces uithin spaces, 
while the shadows of trunks and branches 
supply a tracer)’ drawn by nature. The effect 
is curiously theatrical, especially when people 
gather in groups for wedding receptions or 
other ceremonial events. The figures move 
from one loosely defined compartment to the

Marquee for 
Restaurant, 
Olot, Spain, 
RCR Aranda 
Pigem Vilalta 
Arquitectes

next, and at a distance arc transformed into 
silhouettes. They themselves help to define 
the ‘form’ of the building by their presence.

Despite its modest appearance, the 
marquee touches on a range of contemporar)- 
agendas concerning the relationship between 
modern technology and the givens of nature. 
The double-skin roof, with its serigraplied 
upper glass surface, filters tlic light while 
reducing heat and blocking the negative 
effects of the sun’s rays in the summer.
At the same time the pocket of air supplies an 
insulating layer for dealing with a wide range 
of temperatures throughout the year. In turn, 
the double layer supplies an acoustic cushion. 
These pragmatic considerations are not 
dealt with by means of added gadgets but are 
integral to the solution, and correspond to the 
ethos of the architects, who favour technical 
devices responding to natural forces.

At the same time, the marquee touches 
upon the theme of origins by evoking 
archetypes such as the platform, the pergola 
and the tent. Over time the saplings in 
the lateral ‘pockets’ will grow into trees 
which will lend the whole structure the 
air of a clearing or even a natural version 
ofahypostyle hall. This delicate structure 
su^esting a contemporary version of a 
bower, frames human activity and 
intensifies the experience of the natural 
world through a poetic abstraction.

5. Agricultural phuttc 
sheeting hangs to form 
draped Semperlan walls, 
partitioning the space 
without darkening it
6. Trees are planted 
within these partitions, 
croattng a deceptively 
simple interplay of interior 
and exterior spaces
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7. (Opposite) sketched 
variations on the 
marquee theme
8. Reflections multiply 
when the space is lit 
at ni£ht, creating a 
transparent light box

Tile marquee exists in a realm somewhere 
iMitween architecture, landscape art, 
minimalist sculpture and the techniques of 
nio<lern agriculture. It takes its place in an 
oeuvre that includes other structures existing 
in an ambiguous state between architecture 
and landscape such as the winer>‘ at liell-lloc 
(see AR Januar>'2010). In that case the 
predominant themes had to do with a descent 
into the earth and into the realm of shallows 
as an exploration of the very process of 
cultivating and producing wine undergound. 
The marquee, by contrast, makes luminosity 
its main feature. The light Is filtonul and 
disposed in a variety of ways, not least by 
means of the acrylic furniture with edges 
that shine. The toplighting along the edges 
of the structure catches the rough aggregate 
walls and easts veils of vertical shadows.
The materials of the marquee dissolve into 
immateriality and the structure captures 
the slightest changes of light intensity as when 
a cloud moves over the sun. At night, on the 
other hand, the marquee is transformed into 
a magical environment, an ideal phico for 
a midnight feast looking up at the moon.

‘Almost nothing’; the phrase of course 
belonged to Mies van der Rohe and lias 
been appropriated by any number of correct 
neo-Modemists, but the work of RCR 
Anjuitectes goes deeper than that into the 
questions of structural rigour, ‘simplicity’ and

architectural space. RCR conceives buildings 
less as objects, more as voids. They respond to 
sites at several scales and read them as fields 
of potential energy which can be brouglit alive 
by the right architectural incisions. The larger 
landscape is always at the back of their minds 
and their approach is particularly relevant 
to the new conditions of a middle landscape 
which exists somewhere between an 
abandoned agriculture and the industrial 
wasteland of extra urban sprawl.

RCR has roots in a Harcelona tradition 
of architecture and landscape which irndudes 
key works by Mira!les/Pin6s as well as Torres/ 
LajMifia and Carlos Ferrater, but iu the long 
run there are di’bts to Gaud! who, in his time, 
tried to anchor a frantic urban development 
with metaphors of nature. Equally RCR has 
entered dialogue with seminal Japanese 
works such as the Water Temple by Tadao 
Ando and more recent works stressing 
transparency by, for example, SANAA and 
Junya Ishigami. Rut they have also returned 
to roots, and in their case this means not 
only the volcanic landscape of their home 
environment but also the Zen Gardens, 
temples and teahouses of ancient Kyoto.
The latter hold out perennial lessons in social 
ritual, the transition from the artificial to 
the natural, the movement through spaces 
of diffenuit intensity and the evocation of 
the spirit through emptiness and the void.

Architect
RCR
Photograiihs
PepSau
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ill a commmiist suburb of Paris, Edouard Fraiigois’s 
social housing cumiingiy conflates archetypes of 
individualist and collective living

Social housing 
Champigny-sur- 
Marne, France, 
Edouard Francois





Three beautifully 
simulated styles cancel 
each other out to become 
no style — which is one 
way of responding to 
the problem of dealing 
with no place’

tr2

to somewhere that is in a sense no place?
And how do you respond to a contest of 
dreary slabs and towers without appearing to 
judge that contert ? Francois’s answ'er was to 
bring to the site the three housing typologies 
that characterise Champigny’s fabric and 
pile them up in a confrontational dialogue.

WT»i!c isms and their ilk clearly bore 
Francois, his inten’cntion at Champigny 
owes an ob\ious debt to the games played 
by the Postmodernists 30 years ago. We find 
the same irreverent reverence for histor>'. 
the same ironic humour (funny to some, 
impertinent to others), the same flirtation 
with kitsch, the same use of collage, the same 
desire to speak to popular taste, and a similar 
Pop sensibility. Indeed Francois describes 
his intervention at Champigny as a work of 
art, a giant installation d la Rachel Whiteread 
intended to make us consider the Cit6 dcs 
Mordaes in a new tight. This is not the first 
time he has attempted such a manoeuvre: 
his Ildtel Fouquot’s Barrifere just oif the 
Champs-Elysdes (AR November 2007), with 
its black-concrete casts of Haussmann-era 
facades through which modem fenestration 
pokes seemingly at random, was also intended 
as a mirror held up to its surroundings.

Where Francois’s work differs from that 
of his PoMo forebears is in its eschewal of 
their shiny Logoland aesthetic in favour 
of something materially more subtle and 
interesting; at Champigny the articulation 
of the blocks is beautifiiUy realised so that 
the illusion of a piling up of archetyi>es is 
thoroughly convincing (hats off to the 
concrete engineers), and is reinforced by the 
various flnishes and details, w'hich include 
tile, zinc, render and shutters.

Despite initial appearances, there is a 
functional logic to th<! sclieme’s organisation. 
Bringing a sense of place to Les Mordacs has 
here boon interpreted as iiyccting a chunk 
of traditional, street-linc-rcspecting urbanism 
into the heart of the Ville Radieuse, and it is

REPORT
ANDREW AYERS

‘I was asked to bring in beauty and I refused. 
Wanting to create it at that particular spot 
could only have made things more chaotic and 
incohertmt. Beauty would have been stupid, 
selfish, forsaken, as though it had accidentally 
dropped there bang in the middle of the 
crossroads - it would have said “A/ertfe!” 
to everj'thing around it.’ Such was Edouard 
Francois’s sentiment regarding the Cit6 des 
Mordacs, a 1960s Modernist housing estate 
in the Parisian hanlieue which, thanks to its 
morphology of utilitarian towers and slabs 
disposed along wide avenues, is frequently 
described as ‘Stalinosque’. Surrounding the 
estate is mediocre suburban sprawl, w’hile 
the town centre of Champigny-sur-Marne, 
two kilometres away, displays traditional 
party-wall urbanism. Declared ^Zone Urbaine 
Sengible (‘sensitive urban zone’) in 1997, Les 
Mordacs is currently the object of a four-year, 
€73-million regeneration programme, w’hich 
includes the complete renovation of a quarter 
of its housing stock, as well as the demolition 
of two buildings (a tower and a slab, 104 fiats) 
and their replacement with 114 new dwellings. 
It is these that Edouard Francois’s firm 
completed, to much media attention, last year.

The reason Francois’s scheme garnered 
so much press was its frankly freakish form 
and dress: sited at a T-junction, tw'o of 
the buildings display what appear to be 
townhouses at the lowest level, on top of 
which a 1960s housing bar has been casually 
dropped, while the skyline is marked by 
bungalows that seem to have landed there, 
Wizard-of-Oz style, in a hurricane; on the other 
side of the avenue, the third building mixes 
the same elements in a different, and at first 
glance even more chaotic, combination.

ViewiKl in isolation the gesture can appear 
gratuitous, but for l'>ancois it was all about 
the context. How do you bring a sense of place
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Social housing 
Champigny^sur^ 
Marne, France, 
Edouard Francois

1. (PreviOHS page) hcmety 
'tamgalawt' wM t«rr»c« 
gardens are tha top layer 
of Hie tripartite strHCture
2. The block ia a crazed 
conflation af archetypes 
and materials. Ml French 
bossing life is uneasily 
here, from the tnwnbeiise 
to the Cork apartment
3. Is no stylo (but every 
style) a valid response 
to no sense of place?
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4. The eclieme'a formaJ 
contortions essentloily 
disguise whit might 
otherwise have been 
a large and imposing 
seven*storey block

Architect 
Edouard Francois 
Photographs 
Paul Raftery
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therefore the townhouses that are in the front 
line. They set the rhythm - a simulacrum of 
division into traditional plots - and are 
formally and materially the most rich 
(Frangois subscribes to the belief that most 
people are only fully aware of materials up 
to flve metres above street level - beyond that 
you can be less soigni).

The irony of sticking suburban bungalows 
(the average Frenchman’s dream dwelling 
according to polls) on top of a Corbusian 
roof terrace was clearly an opportunity 
not to be missed (hyper-collective versus 
hypor-individual, as Francois put it), and 
sodictate<l the rest of the stacking order, 
as well as, according to the architects, 
providing accommodation for families with 
young children in a manner that allows the 
little ones space to play without l)othering 
other inhabitants. Traditional urbanity 
also means street-level shops, and one 
of Franpois’s buildings duly contains four 
ground-floor retail spaces - Les Mordacs’s 
original introverted indoor shopping centre, 
which had reached a state of terminal decline, 
is currently being demolished and replaced 
by scattered retail pockets.

The reality of the internal organisation 
of Franpois’s buildings becomes clear at 
their rears; here we find massive wooden 
walkways at every level (except for tlie 
roof terrace) providing individualised access 
to each flat, and you consequently realise 
that the ‘townhouses’ are in fact nothing of 
the sort, their urban dress hiding an internal 
division into apartments. Ranging from two 
to seven rooms, all the dwellings in Franpois’s 
buildings epjoy a front-and-back double 
aspect, which is why the walkways were 
needed, in order to avoid a proliferation 
of stairwells.

Set away from the rear walls to maintain 
privacy, the walkways arc connected to each 
dwelling by 12m® private terraces, each of 
which is intended as a little ‘garden’. The idea

*The irony of sticking 
suburban bungalows on 
top of a Corbusian roof 
terrace was clearly an 
opportunity not to be 
missed (hyper-collective 
versus hyper-individual, 
as FraiiQois put it)’

4

is attractive, but the manner in which the 
terraces are stacked up on top of each other 
results in unpleasantly dark and dingy 
spaces on tlie lower levels. Lifts and fire 
escapes are internal - reached via communal 
entrance halls where the letterboxes are 
located - and provide access to the rooftop 
bungalows, whose generous terraces 
command sweeping views.

When building on a restricted budget, 
certain choices have to be made - if we spend 
on this we have less for that. The choice made 
at Les Mordacs -- and it was the client’s, 
not Franpois’s - was to invest money in the 
external appearance of buildings that contain 
rather poky, Exigtemminimum apartments 
(flflm* for a three-room flat) with little or no 
storage and bedrooms in which it would bo 
hard to squeeze a wardrobe.

Other architects hired by client Paris 
HabItat-OPII (moat notably Fr6d6rie Druot
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Social housing 
Champigny-sur- 
Marne, France, 
Edouard Francois
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WJand Lacaton & Vassal, AR January 2012) 
have tried to challenge this, but Frangois 
opted to stick to the cahier des charges.
He did, however, persuade the mayor 
ofChampigny to change the planning 
regulations for this sector of the commune 
so that he could build up to the street line 
and rise to 21 metros instead of the original 
limitation of 16 metres.

To a Modernist diehard, this project 
would presumably come across as a slightly 
retrograde, conventional building type that 
has been given an unnecessary and kitsch 
wrapping. A less-stringent functionalist might 
concede that Frangois’s formal manipulations 
disguise the bulk of what would otherwise be 
rather forbidding seven-storey blocks. But if 
you subscribe to the Postinodeniist viewpoint 
that style and content are inextricably linked, 
Frangoia’s Champigny buildings send out 
a clear message of intent. The estate that 
surrounds it proclaims, with its identical 
blocks of identical apartments, tlie socialist 
ideal of egalitarianism - everyone is housed 
in the same way because no one is better 
than anyone else; relentless anonymity as 
the great social leveller.

Champigny was and still is a communist 
municipality, but the ideolc^cal expression 
no longer follows Soviet models: here we 
have three French housing archetypes 
the individualist (but today often subdivided) 
townhouse; the highly individualist bimgalow 
with garden; and the old collective social- 
housing model - that are piled up together on 
an equal footing, in a project that attempts to 
reconcile, through its form and organisation, 
the indindualised and the collective.

Paradoxically it aims for consensus through 
shock tactics; but once the initial surprise has 
dissipated, it seems as if, collided together in 
this manner, these throe beautifully simulated 
styles cancel each other out to become no 
style - which is one way of responding to 
the problem of dealing with no place.

3
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third floor plan
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Saint Joseph 
University, 
Beirut, Lebanon 
Youssef Tohme 
and 109 
Architectes

Behind its austere concrete 
exterior, this university in 
Beirut recreates an idea of 
Lebanese public space in 
a city still healing after war
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Freii/iecl construction is ovurj’wiierc, 
oHpocially in suburbiin and mountainous 
areas unaffected by llie war. I'lic coastline 
is almost completely built up in places.

The conditions for construction projects 
are exceptional: there are no public tenders, 
no state-promoted housing policies and no 
rules without exceptiems. All that matters 
are land values. Construction is entirely 
dominated by large British firms responsible 
for both the oll'-the-shelf architecture and 
the large showcase recoiistniiition projects. 
Local architects have little chance to grow 
and develop. Their work is mostly limited 
to villas for rich private clients.

A handful of architects nevertheless seek 
to draw upon the thrilling architectural legacy 
of the 1960s and ’(50s, and to reinvigorate 
a discourse on architecture ami urban design 
that had all but fallen silent in Beirut. This is 
especially true of Piem- El Khoury, Boflll 
student Nabil Gholam and Bernard Khoury 
(the last two trained abroad and opened 
Beirut ofTic^es years ago). Their works 
n^present a profound, sometimes 
metaphorical or symlmlic engagement 
with the experience of war.

This group also includes Youssef Tohme, 
who has studied and w<»rked in Beirut and 
Pari.s; but tliis project, his debut, has entirely

different <ilmensions of scale and scope.
For Tohme, Lebanon is a cosmos of almost 
solely retle.xive responses to external stimuli: 
destniction, rebuilding and isolation.
His conception of Lebanon is of a couiitrj- 
that has grown througli fractures and sears.

In 2004, with Lebanese practice 109 
Architectes, he led the design team of the new 
building for Beirut’s Saint Joseph University. 
The project’s bold design, its unusual internal 
organisation and idiosyncratic Bnitalist 
expression, initially elicited sceptical 
reactions from the client and the contractors. 
But he eventually won them over by 
integrating the city into the project, extending 
public space vertically, and rationally 
arranging services in the lower levels 
(including a four-storey underground garage).

‘Architecture has an esix'cially precarious 
status here,’ says Tohme. ‘You must be carcftil, 
and always use clever tactics: show restraint, 
assert oneself, talk, say nothing. I fear the 
new generation of architects, trained abroad, 
will simply import ready-made images.
We must act more prudently, especially now 
that Beirut is being built anew. In contrast to 
other cities, Beirut’s identity is very fragile.’

Tohme uses the USJ campus project 
to pursue key issues explun.*d in his other 
projcHits: liow can emptiness be formulated

REPORT
KARrNEDANA
Lebanon is a narrow strip of land between 
the Mediterranean and the mountains, little 
more than 200 kilometres long and roughly 60 
kilometres wide. A highway running north to 
south is the main arterial road; it looks like an 
American commercial strip. This comparison 
epitomises how the territory is seen totla.v; as 
a succession of colliding opposites, a collage, 

When the civil war ended in 1990, the 
political system fell apart, so the interests of 
individual religious groups, communities and 
e.xtended-family clans have grown dominant. 
There is no broadly-conceived urban planning.

2

I. (Previeus spread) ttie 
monumental concrete 
walls are softened by 
Hwugbtful detailing 
2 ft 3 (opposite).
The building's creation 
of brutal urban blocks Is 
mitigated with patterned 
excisions in the facade.

Saint Joseph 
University, 
Beirut, Lebanon, 
Youssef Tohme 
and 109 
Architectes
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second fleor planground floor plan

Saint Joseph 
University, 
Beirut, Lebanon, 
YoussefTohme 
and 109 
Architectes

Tohmo places a public space at the heart 
of tho campus. Here, on the border of interior 
and exterior space, an unusual sense of peace 
dominates: the otherwise ubiquitous noise 
of the city can only be heard in muted tones. 
The court continues upward by means of 
an exterior staircase, designed to be wide 
enough for people to sit undisturbed upon it. 
This leads to the roof terrace, where you can 
stroll, play sports, talk in peace, or simply 
hang out a place for everything, open to all.

This three-dimensional public zone can 
be seen as a model for a spatial continuum 
without barriers. Tlie opportunities for 
interaction and reflection this offers are 
precious in a city still traumatised by the past. 
Tohme ^v•ant8 to encourage contemplation of 
tho principle of non-exclusion. Volumes 
intersect, compete with one another, and/or 
overlap. A complex structure emerges, 
one that perhaps comes close to a now form 
of libaniiU, of being ‘Lebanon’.

‘Working out such a spatial mood is a clear 
alternative to the obsession with architectural

where nothing of the old urban structure 
surnves, the building achieves autonomy 
without appearing monolithic. The deep 
recesses and rough edges incorporate the 
heterogeneous architecture of the immediate 
neighbourhood into the design. The university 
also required areas for variable use, and 
themes of appropriation and encounter are 
addressed in the ‘empty space’, an attempt 
by the arcliitect to experiment with public 
space and ask what togetherness could look 
like in everyday terms.

In Beirut, this concept of public space 
can be read as a form of resistance, as the cit>" 
effectively lost its public places as a result of 
the civil war. For Tohme, it is fundamentally 
important to address the continuing 
repercussions of this loss through 
architecture. In a society where all space 
is privatised, where the state has 
no control whatsoever any more, and 
wliere individual needs are the sole measure 
of things, how can one reflect on the basic 
requirements of a community?

architecturally? Wliat determines the 
relationship between pcoi)le and built 
enclosures? Can diflerent functions be 
.superimposed? Additionally, something 
uncspectod an almost, a maybe is a 
common element in his designs. Tohme wants 
to take risks. The same is true of the material 
fie selected for the CSJ project: In-situ 
concrete; a substance that is both ambivalent 
and enables everj-thing. i use concrete to 
pose questions - not as a medium to obtain 
a certain form or aesthetic.’

USJ’s Campus of Innovation and Sport 
sits directly on the old demarcation line that 
dirtded the city during the ci\il war into 
the Christian east and the Muslim west.
The building complex appears monumental 
and open at the same time. A total of (50,000 
sqm of usable floor area is packed onto a 6,000 
sepn site, which, though built up to its edges, 
still manages to create new urban spaces.
It is tlie opposite of a freestanding building.

In the middle of the high-security 
diplomatic quarter of the Rue de Damas,
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sixth floor plan roof terrace plan

‘Til a society where all space 
is privatised, Avhere the state 
has no control, ami where 
individual needs are the sole 
measure of things, how can 
one reflect on the basic 
requirements of community?’

4. (Below left) hrohen 
volumes within an 
L'Shaped plan interact 
with the heterogeneous 
urban fabric of Beirut

style that occupies international architecture,’ 
says Tohine. ‘The architectural output in 
Lebanon has become ensnared by questions 
ofa formal nature and of su|K‘rlicially 
symbolic importance. The question of the 
spatial effect seems more fundamental and 
real to me. It is about tlie seasoiy experience, 
about the creation of a system of roforenues, 
a system of emptiness resulting from the war. 
So I prefer working with the empty space 
than making purely risual stipulations. It is 
a direct expression of freedom.’

Tlie relatively small lot sizes and the great 
importance the architect attaches to public 
space have informed the campus’s vertical 
organisation. x\s if one had thoroughly shaken 
up what was originally a monolithic blrick, 
thebnilding is comprised of three parts tliat 
are, in turn, further divided into smaller units 
and interconnected via, footbridges.

The first block, to the south, contrasts 
starkly with the others due to its facade 
cladding of lightweight polycarbonate panels. 
The block contains stacked sports facilities:

4 on the ground lloor is an open space, above 
which is the gymnasium, and above that the 
swimming ptwl. At the very top, on the roof, 
is a basketball court. In the second block, 
above the glazed auditorium and the cafd on 
the ground fhmr, are a music hall and seminar 
rooms, as well as a chapel at the verj- top. The 
ground fioor of the third block contains the 
entrance foyer and a large lecture hall. Above 
these are the library and seminar rooms, 
a reading room and a rooftop restaurant.

The complex organisational structure, 
in which uses are repeatedly superimposed 
to create tensions betwtwn them, follows a 
constructive logic that deviates entirely from 
conventional layouts. There is no discernible 
pattern in the system of loadbcaring walls and 
columns with the possible exception of the 
grid in the lecture rooms. It seems as if the 
functional jirogramme has been assembled 
into a seemingly endless spatial form that 
could just as well have already existed before. 
This impression that the I'SJ might have 
always stood here is reminiscent of the
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concrete does not have a consistent colour 
throughout. In some places It tends toward 
pink, as the quarry that supplied the 
white sand ceased operations during the 
construction and the sand then imported 
from Cyprus had a significantly more 
reddish pigment. For Tohme, the resulting 
variation in the colouring reflects the 
economic reality in Beirut, which can always 
change in an unforeseeable way. ‘I have the 
feeling that with prefabrication, mucli of the 
emotionality of building is lost’, says Tohme. 
‘That particularly becomes ai)parent at a large 
scale. The in-situ concrete tells much about 
Lebanon and about the conditions that 
prevailed during the construction.’

Memories of the civil war and architecture 
are constant companions. This building 
complex for a post-traumatic Beirut 
contradicts Yona Friedman’s programme 
for postwar Berlin, in which trauma would 
create a new awareness of the uselessness 
of the static. For Youssef Tohme, the war 
has shown that the static and durable are 
not obsolete. The fundamental aim of his 
investigation is to discover how our world 
could succeed in enduring. Seen in this light, 
his architecture in the heart of the citj' is 
a defiant argument against war - and also 
against the current policy of reconstruction.

Brutalist architecture of Jacques Kalis/, or 
liina Bo Bardi’s S158C I’omp^^ia in Sao Paulo,

Precisely because the individual volumes 
cannot be read in the untreated in-situ 
concrete of the exterior facades, you get 
the impression of a continuous public space. 
In Beirut, where evcrj'one swears by natural 
stone, exposed concrete is regarded as 
materia non grata. However, the solid 
concrete walls are slit, pierced and broken 
up, thus putting customarj' readings to the 
test. Here, the concrete becomes a material 
of ambivalence, a building materia! for a east 
landscape that refuses to give the viewer even 
the slightest hint of fimctional assignments. 
The architects have tested the limits of 
formwork and casting techniques, making us 
aware of the craft and technique used to form 
this supposedly industrial material. That 
these concrete walls, reaching heights of up 
to 25m, were cast in-situ at all is a testament 
to the rirtuosity of a local construction 
company. The south-east facade looks 
like it has been riddled with bullet holes.
It is an intentional gesture, very close to 
aestheticising the horrors of war, 
but visually compelling nonetheless.

This principle of experimentation and the 
lack of perfection from working in-situ also 
relates to the material itself. The exposed

i|
i

5. A broad stair loads from 
Hie public space of the 
courtyard to the terrace 
on the roof, creating a 
mutti-dimensional xone 
far interaction and rest
6. (Right) the courtyard 
invites entry through a 
low-codinged passage

Architect
YoussefTohtne
Photographs
Joe Kesrouani

Saint Joseph 
University, 
Beirut, Lebanon, 
Youssef Tohme 
and 109 
Architectes
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Two office buildings in
Sacramento, California
— the Bateson Building,
completed in 1978, and
the Lincoln Center in
1986 — take different
approaches to 
environmental concerns, 
using concrete, organic 
materials and an unusual 
air-conditioning system

OF
SACRAMEKTO ETIENNE LOUW
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I. (Fuftoui MC*) str**t 
vi«w«fUiic*ln Plaza 
wMi liartioatal plaatinf 
awrghii wftli street frees. 
Deep cantHavere tha^ 
Hte caatlaaeae efflce 
wMaws eM cat eft 
Hie saataMf saa aaftee

for CalPERS (The California Public 
Employees’ Retirement System) - was 
completed in 1986 by Len Blackford of 
local architectural firm Dreyfuss & Blackford. 
It employed similar ideas to the Bateson 
Building, making the two structures ideal 
subjects for a double revisit.

Both bad to deal with the specific 
environmental conditions of Sacramento, 
which is hot and dry in summer, and has 
a relatively high water table making 
subterranean parking deeper than one storey 
uneconomical. Consequently, the Bateson 
Building has no on-site parking, Van der 
Ryn intending the office employees to use 
public transport instead. Lincoln Plaza, 
in contrast, has a sunken level of parking 
reached by ramps with pedestrian bridges 
providing access at street level.

Both buildings have rectangular plans 
that effectively fill blocks of the city grid - 
26,000 sqm on one city block for Bateson, 
and 60,000 sqm on two city blocks for Lincoln 
Plaza - and both are shielded from the 
streets on all four sides with abundant 
trees. You could say that they share a similar 
parti", however, this was arrived at from 
two contrasting positions.

In response to the oil crisis of the 1970s, 
California established a set of energy- 
efficiency standards for buildings, and 
architects began experimenting with low- 
energy buildings starting at a residential 
scale. Sim Van der Ryn H-as a pioneer in this 
‘green design’ movement, and when he was 
appointed California State Architect in 1976, 
an opi>ortnnity to take these ideas to a larger 
public was presented. Van der Ryn and his 
boss, Grovemor Jerry Brown were admirers 
of Gregor}’ Bateson’s Siepa to an Ecology 
of Mind and EF* Schumacher’s Small ia 
Beautiful (both published in the early *708). 
Van der Ryn was also significantly influenced 
by the Integral theorists.'

The first large-scale building to embody 
what we now* call sustainable architecture 
was a state office building in Sacramento 
completed in 1978, named after Gregory 
Bateson and designed by a team led by Van 
der Ryn and Peter Calthorpe. Incorporating 
ideas radical at the time, in sustainable design 
circles there has been a vague awareness that 
its various energy-saving systems were not 
used for long, although it vv’as unclear why. 
Just a couple of blocks away, a less published 
office building - the Lincoln Plaza Building
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SimUar diffarant tfaparturaa
It 1b no coincidence that the building Van der 
Ryn and Calthorpe designed was named 
in honour of Gregory Bateson. Bateson 
championed what he called 'the pattern that 
connects man and the natural world’, and Van 
der Ryn’s primary design aim was a 'climate 
responsive' building that wonld illustrate 
the interrelatedness of individuals, societies 
and ecosystems that Bateson promoted.

In contrast, CalPBRS placed more emphasis 
on the human dimension for Lincoln Plaza.
As managers of the state employees’ vast 
retirement fund, they rely on attracting the 
best and brightest workforce. The point of 
departure for Len Blackford was to create the 
best working environment possible. The client 
conducted a detailed cost-benefit analysis, 
which concluded that a five to 15 per cent 
increase in productivity could be achieved by 
improving interior ennronmentol factors and 
the psychological qualities of the individual 
workspaces.* With that goal in mind, Blackford, 
working closely with departmental heads, 
concentrated on creating optimal spaces, 
in both psychol<^cal and environmental terms. 
This ‘^m the inside-out’ design approach is 
clearly evident in the finished structure.

In the Bateson Building, conventional 
construction elements interact to perform 
multiple tasks. The building has an exposed 
concrete lattice-frame structure providing 
thermal mass to capture, store and release 
heat internally in winter months. In summer, 
the structure is purged of heat by the cooler 
night air to absorb it internally during the day. 
Within this exposed concrete structure, 
alummiam-framed window systems and 
exposed wood spandrel panels fill the grid.
In some areas, the stmctural grid is exposed 
both vertically and horizontally in the pergolas 
and outdoor terraces which break up the edges. 
To illustrate the interrelatedness of systems, 
Van der Ryn has expressed the essence of the 
concrete and wood in an unadorned ‘Brutalist’ 
manner. It is unusual to see exposed wood used 
so extensively on building of this period, and 
along with the surrounding trees (which are 
approximately four storeys tall), these panels 
help the building blend into the streetscape.

The facades are bandied diflTerently to 
address their solar orientation. On the east and 
west facades, motorised bright yellow canvas 
shades drop vertically from the horizontal 
concrete beams to keep early morning and late 
afternoon sun off the glass. The south facade

Z. South-west Miial view 
ef the Beteeen BulMing 
INiMtretliif the rifeer 
ef the ox#eee4 concrete 
freme. Mechenieelly 
operated verticei canvaa 
Minds protect the western 
glass expoetire, and the 
lattice frame an the 
eeuth elevation cuts 
the senthem snn antfes. 
The influence ef Herman 
Hertzberger It evident 
S. North seat serial view 
thewiag the stepped-hech 
caattlevera at Unceln 
Plaza. The hulMlag Is 
camouflaged by planters 
and a screen ef trees
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Tho building has a cool and understated 
elegance. The concrete is well finished and 
the continuity of the panels provides a 
horlKontality that was commonplace in 
early ’80s ofllce buildings. These stepped 
floorplates, and the extensive planted roof 
declm, elicit comparisons with the work 
of Arthur Erickson in Vancouver. Erickson 
called concrete ‘the marble of our time’, 
and the juxtaposition of concrete and lush 
planting was regularly seen in his early work. 
Sacramento has a vastly different climate to 
Vancouver, and Blackford’s Lincoln Plaza is 
a startling oasis of visual coolness and respite 
from tho hot and dry Sacramento summers.

4. BatMMi BuiMIng 
SMrth*wMt view wttli 
file yellew vtrHcal cuvat 
MlMlt. Tbe MHtli etavatien 
HlMtratM ttM harhoatal 
cencrata bafflea whieli

has a horizontal concrete extension of the 
lattice structure with closely-spaced concrete 
beams to reduce the glare of the summer sun, 
while the north facade is unshaded.

The Lincoln Plaza Building, surrounded 
by a moat of submerged car parking, is 
reached by pedestrian bridges on three sides. 
The west elevation has direct street access to 
loading docks. Even more so than the Bateson 
Building, Lincoln Plaza disappears behind 
a green wall of foliage. This is achieved by 
a dense screen of trees in conjunction with 
extensive planting on a3i levels. Generous 
five-metre cantilevers provide deep shade 
to almost every facade, and each cantilever 
lias precast concrete panels fixed to the edge 
of the slab holding a 460mm-deep planter 
filled with foliage that cascades over the edges 
and effectively camouflages the building.

All four focades ai« handled consistently 
and, although the depth of cantilever provides 
a valuable deep recess for sun control, it does 
inhibit, to some extent, light penetration 
on the north facade (these cantilevers are 
also accessible for window and planting 
maintenance). The deciduous street trees 
provide additional shade in summer, and 
allow winter light to penetrate effectively.

art tiMC*# apart to 
pravMa airflow bat cat
tho maanor saa aagloo

CnaiDr-afflciaiit Mms
Tho internal organisation of the two 
buildings also begins from similar starting 
points: both have perimeter office 
space arranged around a central atrium.
In the Bateson Building, this is a crucial 
component of Van der Ryn’s ‘climate 
responsive building’, with the four-storey 
unconditioned space acting as ‘the lungs of 
the building’. It is in the design of the atrium 
that his energy-efficient ideas are manifested 
and the integration of systems is played out.
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The atrium roof has a sawtooth profile 
with clear glazing on the north-facing incline, 
and operable rertical lourres facing south.
On the roof, solar panels assist in heating 
the domestic hot water. General office lighting 
comprises fluorescent light fixtures placed 
between acoustic baffles under the concrete 
soffits, and is supplemented with individual 
task lighting.

Although the building is linked to 
the state’s central utility plant, which 
provides steam and chilled water to more 
than 20 state-owned buildings in downtown 
Sacramento, the intent n-as to design a 
building that would use 80 per cent less 
energy than would ordinarily be the case.*
This would be achieved by ’pre-conditioning’ 
the air by heating it in winter and cooling it 
in summer by passing it from the atrium 
over two 600-ton subterranean rock beds 
located beneath the atrium floor. At night, 
air from the atrium would be passed over 
the rock bods and supplemented and 
moistened with evaporative spray air 
washers. In winter, the released thermal 
mass of the exposed concrete structure 
together with heat from the central utility 
plant passed through the rock beds would 
have the effect of pre-heating the air.
In the atrium, vertical canvas tube ducts and 
fans were installed to prevent stratification 
by pushing the ^^urm air downwards.

-41
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However, in 1976 a mould InfeBtation in an 
air-conditioning system led to the outbreak of 
pneumonia at an American Legion convention 
in Philadelphia and soon acquired the name 
‘Legionnaire’s Disease’. In 1976 the State 
of California opened the Bateson Building, 
and in 1961, a class-action suit on behalf of 
State employees who worked in the building 
\^'as hied.* Althoi^h no infections could be 
attributed to the pre-heating and pre-cooling 
rock bed design, the State deactivated the 
system soon thereafter, and the building 
now operates fully off the central-plant piped 
steam and chilled water system. Reports of 
occupant dmcomfort were largely attributable 
to faulty variable air-volume control boxes 
that reduced the air supply to occupants. 
Furthermore, a rushed completion schedule 
and late installation of fabrics and carpetii^ 
containing the irritant formaldehyde caused 
additional discomfort.*

In 2008 the State of California 
commissioned an inft^tructure study which 
examined the building in considerable detail.* 
It found that the roof-mounted solar water­
heating system w’as removed mainly because 
of roof load. The report determined that the 
possibility of mould together vrith control 
considerations was the prime reason for the 
deactivation of the rock bed as a means to 
pre-heat and pre-cool the air in winter and 
summer. In addition, the atrium socks were

6
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dificonnected as the atrium is not heated 
and there is minimal stratification.

The study concluded that the Bateson 
Building can be repaired, retrofitted and 
brought into compliance with current 
codes together with LEBD Silver or Gold 
certification for existing buildings at 30 per 
cent of replacement cost. In addition, the 
recommendation includes the reinstallation 
of the Rock-Bed Thermal Storage System 
with some modifications. For example, the use 
of water to cool and add moisture to the air 
would be eliminated, thereby removing 
mould concerns. Critically, however, the 
original design in 1078 was based on a 
fi«sh-air ventilation requirement of 
five cubic feet per minute per occupant, 
whereas current code requirements are for 
IScubic feet per minute. The atrium cannot 
be used as a source of fresh air and this 
increased requirement will increase the 
heating and cooling loads to be met.

Lincoln Plaza, which covers two city 
blocks, has double the floor area of the 
Bateson Building. Its plan is arranged 
around two m$jor spaces. The first is an 
enclosed atrium with glazed roof, and the 
second is an open courtyard adjacent to the 
cafeteria and auditorium w’hich can also be 
used as a spill-over space. Overlooking the 
open courtyard, an extensive outdoor roof 
garden with significant planting further blurs

the relationship betw'een the building and the 
trees on the street.

While the Bateson’s atrium was intended 
to play a critical part in the passive heatii^ 
and cooling of the workspaces, Lincoln Plaza’s 
designers adopted a different approach to the 
significant challenges of cooling the building 
in the summer months. Since the project was 
located in a predominantly residential area, 
an early decision was made to minimise 
external noise from cooling towers and 
boilers. Consequently, a ground source heat 
pump system was installed. The building 
condenser w'ater system consisted of a 
single-pass ground-water cooling and heating 
system from two wells and then re-iiyeetod 
into the aquifer. With ground water at a 
consistent IS’C, the building could be 
pre-cooled prior to summer momii^s by 
using only the well water. As the temperature 
rose, the heat pumps would kick in. In winter, 
the heat from the computer room equipment 
was captured and used to a\:^meni the 
heating cycle.^

However, because the ground water 
contained iron bacteria, the filter screens 
needed cleaning and flushing with chemicals. 
Since this was an open loop system, the 
compliance cost for chemical discharge 
became more onerous. Along with a rise 
in general maintenance costs, this led to 
a decision being made - after 22 years of
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REVISIT

successAil operation - to abandon the system 
and replace it with conrentional roof-mounted 
chillers and boilers. Replacing the open-loop 
system with a closed-loop system requiring 
multiple wells would have been a more 
costly solution.

The thermal mass of the building is 
significantly increased through extensive 
landscaping which covers approximately 
14,500 sqm, with an annual maintenance cost 
of approximately tl8 per sqm. This allows 
for significant periods of time during normal 
operation when a oombination of outside air 
from the heat exchangers and recirculation of 
inside air can maintain desired temperatures 
without input from chillers or boilers.
The building’s HVAC, pumps, lighting, etc are 
controlled by a sophisticated digital energy 
management system (EM8.) Thermostats are 
set by the EM8, and occupancy sensors switch 
lighting off if there is no movement in a 
particular space, although entrance areas 
remain lit (after-hours workers can turn 
on extra lighting as necessary).*

areas. However, thermal control appeared 
inadequate to more than 60 per cent of 
respondents, and general w'orkspace lighting 
levels were considered poor by approximately 
30 per cent of respondents. The sun'ey 
revealed that a large majority viewed the 
atrium as a positive feature and that it 
eqjoyed individual and departmental use.
In summer it w'as particularly w^ell used, but 
in winter a majority found it too cold, with 
inadequate lighting levels, particularly 
on cloudy days.

By implementing the Infrastructure 
Study Report’s recommendations, occupant 
concerns regarding thermal comfort can be 
addressed. Some ill-considered interior space 
planning changes have compromised light 
penetration from the atrium into surrounding 
office spaces. When the the motorised blinds 
are lowered on the east or west facades, 
natural light is reduced yet further, making 
the building more reliant on expensive 
artificial lighting.

Fabric blinds that achieve the right balance 
between light penetration and heat transfer 
could easily be installed, and general lighting 
levels can be improved quite simply by 
painting the concrete soffits which have

8

lO

lirtarior wMiltlMCM
An occupant survey at the Bateson Building 
revealed general satisfaction with the work
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dulled with age and reduced the intensity 
of reflected general lighting levels.

In contrast, Lincoln Plaza has benefited 
from closer attention being paid to employee 
comfort and flexibility requirements. All office 
spaces have raised access floors to enhance 
flexibility, and are used for power, datii and 
telephone networks. Indirect lighting, task 
lighting, glare-free general lighting, acoustic 
workstation panels, flexibility in workstation 
configuration and visual connection to outside 
light and greenery all contribute to a 
workspace environment that has consistently 
received praise from employees.

Hard-walled spaces are located in the 
internal core of the building, and open office 
spaces are visually linked to the exterior 
greenery of the building. Meeting rooms are 
also confined to the ‘inboard’ edge of the open 
office spaces, and arranged at right angles to 
the window wall to maximise external light 
penetration. Interior office spaces have been 
well managed and the architects continue to 
be engaged in designing all changing spatial 
departmental requirements. Generous 
outdoor green spaces on each level give 
employees the opportunity to conduct group 
meetings, or just to enjoy the surroundings.

M
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This might be a more common approach 
today, but 30 years ^o in the era of utilitarian 
office space, it was quite far-sighted. It has 
borne fruit - employees are reluctant to 
leave the building and relocate to the newer 
CalPERS building completed a few years ago. 
There is no doubt that the quality of light, 
the generosity of outdoor green space and 
the mature way in which employee needs were 
addressed, all play a significant role in this 
respect. Over a period of time, all buildings 
undergo interior reorganisation of 
workspaces. Here it is evident that Lincoln 
Plaza has controlled and managed this aspect 
very successfully by retaining Dreyfliss & 
Blackford to design the changes according 
to the original organising principles. On the 
other hand, the Bateson Building is subject to 
different contracting protocols, and continuity 
in design input is harder to achieve.

In 1978 the Bateson Building cost $80 per 
sqm. The Lincoln Plaza Building cost 1160 
per sqm in 1086. But taking inflation into 
account, the cost of the Bateson in 1686 
dollars would be $187 per sqm. The Lincoln 
Plaza Building has a subterranean basement, 
extensive landscaping and superior interior 
finishes. That said the two building have very 
similar basic cost structures.*"

Through the energy-efficient measures 
designed at the Bateson Building, Van der 
Ryn was expecting an 80 per cent reduction

in energy usage per sqm over 20 to 80 years 
to pay for the building. The State did not test 
this hypothesis, and the abrupt deactivation 
of the Rock-Bed Thermal Storage System 
enabled critics to rather unfairly dismiss 
the building’s energy reduction ideas outright, 
even though they had not been given an 
adequate chance to prove their viability.

MakitsHsiica and comfort
The limited exterior material palette on both 
buildings does make ongoing maintenance 
rather efficient. On the Bateson Building, 
the only areas where exterior deterioration 
has occurred are in the sealants between 
concrete, wood and aluminium, and the 
waterproofing of outdoor terraces. Modern- 
day sealants and waterproofing materials 
are vastly superior to the products around 
in the *708. Notwithstanding these advances, 
the original materials have stood up well 
over the 86 years since installation. Despite 
extensive raised plazas and landscaping on 
Lincoln Plaza, there have been relatively few 
waterproofing Issues. In fact, the landscaping 
has largely protected the waterproofing from 
the degradation associated with heat and 
sunlight. With almost no direct sunlight 
on the windows, sealants have held up welL 

Both buildings merge into the Sacramento 
streetscape with an air of easy conviviality. 
The Bateson Building uses materials - those
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wood-panelled apandrels - to make the 
connection between the facades and adjacent 
trees. Likewise, Lincoln Plaza uses extensive 
rooftop and edge planting to achieve 
the blurring of building and street trees, 
so becoming an integral part of nature.

Besides these similarities, the two designs 
have a starkly different ethos. Tlie Bateson 
Building sought to make construction 
elements ‘multi-flmctional’, which was 
a buzzword in the 70s. For example, the 
concrete beams act as structure, heat-storer, 
pergola, and a device firom which to hang 
canvas sunscreens. ‘Energy-flows’ are made 
evident in the Bateson Building, with the 
canvas tubes in the atrium drawing immediate 
attention to an element which has undeniable 
sculptural qualities and at the same time 
raises an immediate question as to their 
function. It does come to mind that the 
health and comfort of the occupants might 
have played a secondary role in the resolution 
of the energy-saving methods attempted.

On the other hand, Len Blackford 
explained that the design approach on 
Lincoln Plaza was centred on the individual 
and the creation of a comfortable workspace. 
For example, the structural grid was driven by

making the spaces relatively column-free 
for flexibility, but also to ensure that no 
workspace was far removed from a source 
of natural light and a visual connection to 
greenery. The organisation of the plan also 
provides broad corridors that lead to outdoor 
rooftop green spaces. Whether it Is a visual 
connection with the outdoor street trees, 
or access to the abundantly planted roof 
decks, the natural world is always easily 
accessible to employees.

Much of the appeal in revisits lies in 
the opportunity to evaluate original design 
hypotheses. Unfortunately, the State of 
California never tested the Bateson’s promise 
of an 80 per cent reduction of energy- 
consumption. Nevertheless, research done 
in 3008 means that the Bateson Building 
is well understood, and recommendations 
to reactivate the Rock-Bed Thermal Storage 
System are welcomed. In contrast, no attempt 
has been made to measure the employee- 
centric design approach of Lincoln Plaza, 
which was supposed to lead to a five to 16 per 
cent increase in productivity. What is evident 
is that this revisit reveals the Lincoln Plaza 
Building to be a relatively little-known 1080s 
masterpiece deserving of wider recognition.
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SKILL

DOMES OF 
DISCOVERY

Frustrated by both expensive and 
labour-intensive methods of moulding 
concrete with steel or wooden 
formwork, Italian architect Dante 
Bini pioneered ‘air stnictnres’: gigantic 
balloons that could be covered with 
a thin layer of concrete then inflated 
to form domes in a matter of hours
WIUMCLEAN
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On the afternoon of 14 July 1964, a young 
reporter was travelling on the road that 
connects Bologna to a tovui named 
Crespellano. He had been assigned to write an 
article about a local beauty contest. Towards 
midnight, driving the same route on his way 
back, he could not help spotting a ‘sinister’ 
grey mass, a globular form nearly 20 feet high, 
illuminated byliis headlights. It had certainly 
not been there on his trip out that afternoon.

His curiosity was such that he stopped the 
car and cautiously approached ‘that thing’, 
which in addition to a sound was also giving 
off a fine mist resulting from condensation.
He touched the surface of the structure and 
realised that it was warm concrete, in the 
process of setting. Having first ruled out 
the idea that Martians had landed, he spotted 
the light of a nearby farmhouse window and 
rapped on the windowpane. IMien he asked 
the farmer what had happened, the man 
repiied in dialect: ‘An architect from Bologna 
came, made this big ball, then went homel’

Dante Bini has dedicated his professional 
life to the development of what he calls 
‘automated construction technologies’.
In 1966, in Bologna, Italy he successfully 
constructed a 12-metre-diameter, 6-metre- 
high hemispherical concrete shell structure 
in three hours, using the unique pneumatic 
formwork of a giant low-pressure balloon.
This first prototype did, however, have 
some teething problems, particularly the 
uneven distribntion of the wet concrete 
caused by an unpredictable (asymmetric) 
inflation. Improvements were made, and 
in 1967 at Columbia University, New York,
Bini demonstrated in a few hours the 
construction of another large-scale BinisheU.

For this first US prototype, Bini used 
a complex web of helical ‘springs’ with steel 
reinforcement bars threaded through their 
middle, which allowed for a geometrically 
controlled inflation and thus uniform concrete 
distribution of the shell structure. For this 
demonstration and subsequent BinisheU
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structures, an additional external membrane 
^'as also used, allowing for the \ibration and 
compaction of the concrete, post inflation. 
Over 1,600 Binishells were constructed 
throughout the world between 1970 and 
1090, with diameters betA^'een 12 and 36 
metres and with a varying elliptical section.

In chapter two of .Air Btructurti: A Surrey,* 
Dante Bini is credited for his work wuth 
inflated formwork. This report, co-authored 
by Cedric Price and Frank Newby, remains 
an impressively comprehensive survey on 
the possibilities of using air for construction. 
As Cedric Price said in a lecture: ‘I like air 
structures because the major structural 
element you can breathe and it smells of 
violets and you can't draw it.**

Dante Bini, while enjojing the odd ‘top 
drawer’ artefact of his own architecture, such 
as a Sardinian holiday house for film director 
Michelai^elo Antonioni and actress Monica 
Vitti, was demonstrably more interested 
in ‘construction automation’ and inventing
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7. Cdwcrtft to 4totrtlMte4 
fUt«v«r Hm Inflattkto

new lightweight processes by which space 
is enclosed. Less concerned with the 
experimental form-finding technique of 
engineer Heinz Isler, Bini is more interested 
in how to use the very same techniques as 
a lightweight formwork to actually build 
his structures.

Ck>ncrete shell structures, in particular 
Isler’s ‘form-found’ Swiss carapaces, are 
structurally efficient and elegantly enclose 
huge volumes with a small amount of 
material. However, the fabrication of the 
formwork required a large skilled workforce 
and corresponding amounts of construction 
materials. Bini’s inflatable formwork or 
‘Pneumoforra’ eradicates the need for such 
a large site team, reduces material use 
and speeds up construction.

Both Pneomoform and construction 
automation were developed in Bini’s 
university dissertation, in response to his 
concern that ‘the timber or steel temporary 
formwork used to obtain the sophisticated

‘Concrete shell structures 
are structurally efficient 
and elegantly enclose 
huge volumes with a small 
amount of material’

rstoforcsKSt 
g.Stoip t»iH«|c»iicrits 
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In tbo Bmistar system, a reticular spatial 
structure is assembled fiat on the ground, and 
a membrane cushion is inflated which is used 
to raise the structure as well as providing the 
environmental cover. When the extensible 
tubular structure reaches its designed height, 
the specially designed node connectors lock 
into position, creating a rigid steel grid-sholl- 
type structure. These structures have been 
used for temporary events at Expo and 
World Cup venues.

engineering expressions of F61ix Candela and 
Heinz Isler cost more than the final structure’. 
Bin! has described how a game of tennis in a 
snow-covered inflatable tennis court led to 
the realisation that the low pressure of a few 
hundredths of an atmosphere could literally 
support tons of weight.

Bini’s quest for construction automation 
continued outside his work with shell 
structures aith other systems, which all 
shared the ‘material’ of differential air 
pressure. His Binlx system uses a series 
of precast triangular ft^me units raised 
into position with a pneumatic formwork 
cushion. The geodetic lines are then filled 
with concrete and reinforcement, ‘knitting’ 
together the structural components.
In the Binix system there are clear parallels 
with projects by Pier Luigi Norvi like his 
Palazzetto dello Sport, Rome, of 1969, 
where a mixture of prefabrication and 
in-situ concrete casting was used to 
create the elegant lamella dome.
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Blni Domn construction sequence
The sequence of Bini Dome fabrication first 
involves the construction of a ring beam and 
ground floor slab. The ring beam cleverly 
contains a ‘cast in’ egg-shaped void that will 
contain a separate inflatable tube to hold 
the main membrane in place during inflation, 
as well as air inlets and outlets. The internal 
pneumatic form Pneumoform of nylon- 
reinforced neoprene is then laid over the 
slid) and secured at the edge on top of which
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a complex network of criss-crossing helical 
springs is stretched across the diameter.
The springs have no specific structural 
function, but control the even distribution 
of steel reinforcement bars (which are 
threaded through the springs) and also 
maintain an even concrete thickness by 
holding the mix in place.

Once the reinforcement is in place the 
concrete is poured. A regular concrete mix 
is used with small amounts of retarders and 
plasticisers added to extend the workability 
of the mix for two to three hours. After the 
pour, an outer membrane of PVC is laid over 
the wet concrete, which will help to control 
evaporation during the setting process 
and allow for vibration of the concrete.
The inflation procedure then begins using 
low-pressure blowers, which takes about 
an hour; pressure is regulated by controlling 
the outlet to maintain an even lift.

When the shell is hilly inflated, the 
concrete is ribrated using rolling carts hung

from cables at the top of the structure.
The internal air pressure is maintained for 
between one and three days depending on 
the diameter. For a 36-metre-diameter dome 
the thickness of the completed shell is 126mm 
at the base and 76mm at the crown.

The UK's only existing example of such 
a dome, is the Edinburgh Sports Dome in 
Malvern, 1977, by architect Michael Godwin, 
lie used Bini’s system (licensed at the time 
as Parashell in the UK) to create a school 
sports hall. Interestingly, he raised the entire 
dome on a series of eight concrete pilotis 
to provide natural light reflected from the 
surrounding pool in which the dome sits.
In May 2009 the scheme was Grade II listed 
by the Government for its rare (unique in 
the UK) construction method and quality 
of arcliitectural execution.

I became aware of the work of Dante Bini 
and his remarkable Bini Dome structures 
through the research of restless innovator 
and superlative draughtsman Jonathan

li.WiMiitnfUrlMla 
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Adams while we both worked for Will Alsop; 
and whether we were just looking for ways 
of making blobular forms or just non-standard 
ones, these solidifted bubbles seemed like 
an exotic lost art.

In lus book,^ Dante Bini recounts a 
wonderful storj' about a visit from legendary 
engineering professor Mario Salvadori who 
travelled from the US to Castelfranco, 
near Bologna, to witness the construction 
of a prototype In 196S. ‘For the American 
professor, the local farmer set a pale blue 
wooden table, with a glass of water, a bottle 
of sparkling red wine and an old kitchen 
chair’, all of w'hich sounds more like an 
artist studio visit rather than a visit to a 
construction site. Salvadori sat at the table 
from 9.30ain until 1.30pm. At 1.30pm the 
12-metre dome was complete, Salvadori 
stood up, took a sip of wine and prounounced: 
‘Look, today I saw an amazing thing! If you 
w’ere an engineer you would never have 
conceived such nonsense!’ Following which,

13. Strips eftlM 
oiftarnMaibraiM,
Hm ttmetart Is locally 
clwcliod ani rooaireil
14. Oponings can than 
ba cut froM the tMa 
•tructiiralslioll
15. A largo door opening 
Is rsmovsd without largo 
sito oqolpmnt. Koto tbo 
•omHnflatod intomal 
monbrano, which was 
mod to Hff tho structuro

15

Architect 
Dante BIni 
Photographs
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Aiwyn Cooper, 17
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Bini was officially invited by Columbia 
University to repeat the experiment on its 
campus. He did so successfully in 1907.

The Binishell company is now run by 
Dante's son Nicold, and there is renewed 
interest in the cur^'ilinear possibilities of 
the Bini Dome. In part, the interest may 
be inspired by a retro impulse; more 
significant is the environmental imperative, 
in Buckminster Fuller’s phrase, of ‘doing more 
with less’. The domes are models of structural 
efficiency, with corresponding minimised 
material use and an incredibly lightweight 
formwork the chief component of which is air.

10. Typical tectlon 
•faBlnltli«li rioma 
cMiatritctlMi, aiMilar 
to that as«4 in Sydnay’s 
Aabbury School pre)oct 
IT.ThtQrado-lliiotoO 
EOhriHirfli Sports Doom In 
Malvom, UK, by archltoet 
Michael Godwin, idvaRced 
the Moaa Inhoront In the 
nnl Demo

1. Cedric Price & Frank Newby, Air Structurts: A 
SuTvey, Department of the Environment, 1971, HMSO.
3. Cedric Price, Cauge and tiffed Gecture at the 
Architectural ABBociation, 6 June 1984).
3. Dante Bini’a book, A catallo di un toffio d’aria 
(looaeiy translated as hiding on a puiT airO is 
published in Italian by Querini e Associati, Milan.
An English edition will be published by Bibliotbeque 
McLean later this year.
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REVIEWS

Senseand 
sensibility
RICHARD WESTON
Encounters 2, Juhani PallasTnaa, 
ArchUectural Essays, Peter 
MacKeith (ed), RakennustieU) Oy, 
Helsinki, €61

, Since its publication in 1096, Jxihani 
I Pallasmaa’s slim but passionately 
I argued book The Eyes of the Skin 

has become one of the most widely 
recommended student texts. Despite 
the gap in time, readers familiar with 
his phenomenologically-inspired 
ideas will feel verj' much at home 
with this second collection of recent 
essays (the first having covered 
the years up to 2006). There are 
new themes and emphases here - 
a topical interest in biomimicry 
and ‘atmosphere’, a recurring 
concern with time and the need for 
‘slowmess’, and a determination to 
see ‘sustainability’ as a cultural, 
not narrowly technical challenge, 
for example - but the character of 

I his arguments feels broadly familiar.
; The book begins with a lively 

and biographically informative 
conversation with the editor,
Peter MacKeith, in which Pallasmaa 

I laments the ‘catastrophic loss of the 
understanding of the traditional 
literary and artistic culture’, worries 
about the ‘lack of resistance and 
physicality’ of the digital world, 
and berates the ‘suicidal ideology 
of perpetual grow'th’. Sensing the 
fine line between the wisdom of age 
and appearing a grumpy old man, he 
suggests that the arts are necessarily 
grounded in ‘metaphysical 
melancholia’ bom out of Vonderat 
the basic enigma of life’.

The essays themselves are 
, presented in groups that alternate 
i between theory and critical accounts 
, of architects and artists. Personally,
I I found the latter much the more 

congenial. A piece on Aalto is finely 
nuanced while that on Reima Pietila, 
grounded in his long acqnaintance

but through the ‘silent wisdom of the 
body’ - and this in turn highlights 
my difficulty with the genre of 
phenomenologically-inspired writing 
that has dominated architectural 
discourse in recent years. Faced w ith 
a particularly florid example of the 
genre, I recall the late Charles Moore 
remarking that ‘not every staircase is 
a Jacob’s Ladder to heaven’. With its 
repeated appeal to ‘essences’ - like 
that ubiquitous mystification the 
genius loci - such writing tends 
towards the grandiloquent.
More worrjlngly, it can verge on 
the coercive, privileging the writer’s 
superior insight over the reader’s 
less developed sensibility without 
offering a way to enlightenment.

Take, for example, the statement 
made next to a reproduction of a 
Van Gogh drawing of trees around 
a rocky outcrop. For Pallasmaa 
it ‘stands for all perceived and 
experienced trees and their innate 
life force’, w'hereas to me it is the 
acute topographical description 
that seems so striking. I could 
elaborate at some length on how 
that is conveyed, w'hereas quite how 
the ‘innate life force’ of‘treeness’ is

with the architect, is an essential 
reference. And when he turns critic, 
Pallasmaa can be refreshingly 
forthright; Koolhaas’s Seattle 
Library exterior, for example, 
is discussed as ‘urban terrorism’.

With the more wide-ranging 
pieces, however, I have problems. 
Read singly they can inspire, but 
the collectcd-essays format is 
not helpfiil: the prose style is rather 
leaden, and you begin to notice 
that too many beginnings are 
‘ver)’’, essences ‘basic’ or ‘original’, 
intentions ‘deliberate’ and logic 
‘rational’, leading you to wonder 
what else they could be. There is 
a good deal of repetition, and the 
^quent use of favourite quotations 
only serves to emphasise this.
They also reveal the tendency to 
rely on portentous assertion rather 
than discursive exiKisition. The poet 
Joseph Brodsk)’ is quoted frequently, 
notably his contention that ‘the 
purpose of evolution, believe it or 
not, is beauty’: it sounds wonderful, 
but as a statement of biological fact 
it is, of course, nonsense.

It may be that such assertions 
are not to bo understood rationally,

Abwrt: Miani Mlasaua 
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articulated through these particular 
marks on paper I have no idea - and 
Pallasmaa, needless to say, doesn’t 
let us into the secret.

Too many of the comments on 
architecture are of a similar kind: 
the Farnsworth House, for example, 
somehow reveals ‘the metaphysical 
and hidden order of reality’. Such 
assertions have become the common 
stuff of architectural writing and it is 
perhaps only when you read a book 
80 richly packed with them that their 
emptiness becomes so apparent.

procedures, and, as Le Corbusier was 
to demonstrate, its ghost lay behind 
the elaboration of the fVee-plan.

‘Composition’ was thus a 
fundamentally French idea, but 
the French system spread to Britain 
(the University of Liverpool) and the 
United States (MIT, Columbia, the 
University of Pennsylvania, and with 
the appointment of a Beaux-Arts 
architect, Jean Labatut, Princeton). 
As Colin Rowe observed in his 
ground-breaking article, ‘Character 
and Composition; or Some 
Vicissitudes of Architectural 
Vocabulary in the Nineteenth 
Century’ (written in 1P63-64, first 
published in Oppositions 3,1974), 
The shelves of any representative 
architectural librar>’ in the United 
States or Great Britain might 
surest that between 1000 and 1030 
the rntyor critical interest of the 
architectural profession throughout 
the Knglish-speaking w'orld lay in 
the elucidation of the principles 
of architectural composition’.

Save for this one article, how’ever, 
and the numerous handbooks 
published between 1800 and 1030, 
there has been no serious attempt, 
before this deeply researched and 
comprehensive work by Jacques 
Lucan, to draw out the history of 
this formidable word, that at the 
height of its usage demanded a 
rigorous approach of the student 
and architect that enabled the 
formulation of aporfi, or starting- 
point, appropriate for every 
programme and any site.

The history assayed by Lucan is 
thus not one of individual buildings, 
styles or technology, but rather of 
ideas of architectural formulation 
before the emergence of final 
projects or constructed works.
As Lucan wiites, ‘composition is 
antecedent to “styles”, or, to put it 
another way... a given composition 
can be dressed in several different 
“styles”.’ A question of‘syntax’ 
rather than ‘vocabularj'*, the idea 
of composition at any moment in the 
10th and 20th centuries is intimately

bound to the idea, or tlieory of 
architecture itself. Shifting from 
the 18th-century theory of the 
arrangement of interior rooms, 
to the volnmelric organisation of 
irregular plans in the Picturesque 
movement of the early 19th, thence 
to the disposiliuu of identifiable 
elements of the programme in 
the Beaux-Arts, to the rational 
oiganisation of structure and 
ornament in the Gothic Revival, and 
operating as an abstract technique 
of manipulating what Rowe called ‘an 
architecture of pure form’ from 1900 
to the 1960s, ‘composition’ emerges 
in Lucan’s account as the primaiy 
key to modem architectural thought.

As such the book marks a 
welcome and long-awaited 
breakthrough in the history of 
architectural theory'. In one sense 
its belated arrival can be explained 
by the history of ‘composition’ itself, 
as only when definitively abandoned 
as a technique, or strategy of design, 
could its profiles and deep influences 
be written. Rowe, who made the first 
attempt, was himself trained in the 
attenuated Beaux-Arts curriculum 
ofLiverpool in the late 1930s and 
early 1940s, and indeed his \ision 
ofCorbusian and Miesian Modernism 
was always to be inflected by 
compositional formalisms - an 
analytical and design approach 
which he w'as successful in handing 
down to successive generations of 
architects from James Stirling and 
Peter Eisenman to many of my own 
generation at Cambridge or Cornell.

Lucan, as a part of the generation 
of ’08 in Paris, and having previously 
written the history of that generation 
in its stru^le against the Beaux-Arts 
system, is well-placed to take a 
cooler, insider look at the immense 
success of a word and a concept that, 
as he concludes, still exercises a 
considerable, but almost invisible 
power over architects from Rem 
Koolhaas to Herzog & de Meuron.

Lucan’s narrative, as he develops 
this ‘story of a word’, is never dry or 
dull, as the question is always

••low: OMA'a Cmb d« 
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The story 
of the word
ANTHONVVIDLER
Composition, Non-Composition, 
Architecture and Theory tn (he 
Nineteenth and Ticentieth Centuries, 
Jacques Lucan, EPFL, Lausanne, 
distributed by Routledge, €76

Recently the term was ‘parametric 
iteration’; some decades ago it was 
‘design method'; but for most of the 
19th and 20th centuries, the word 
‘composition’ served to indicate the 
process, if not the rules, by which 
a work of architecture was designed. 
Appropriately enough, the word 
‘composition’ came into full service 
at the same moment that the 
curriculum of architecture became 
established in schools - from the 
ficole des Arts of Jacques-FranQois 
Blondel, through the long reign 
of the ficole des Beaux-Arts and 
surviving in the Modern Movement 
to the middle of the 20th century.
The teacher and encyclopaedist 
Blondel devoted an entire chapter 
to it in his magisterial Cours 
d'architecture (1771-77); the 
polytechnician JNL Durand 
systematised its rules for his 
two-year students, the 6cole ratified 
it until, ossified, it came under attack 
from outsiders like Tiollet-le-Dnc. 
But, as Lucan points out, even 
the radical introduction of‘Gothic 
reason’ could not dispense with its
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Qarches, the Beist«gui apartment, 
together with the Mill Owners’ 
Association BuUding, Ahmedabad, 
are revealed in a new guise as 
the heirs to the opening up of 
compositional modes brilliantly 
reformulated by Le Corbusier.

Finally, the analysis of Koolhaas’s 
diagrammatic programming gains 
enormously when placed in the 
context of the hundreds of previous 
diagrams in the book. If not the ‘last 
architect’, Koolhaas is seen as the 
latest in a continuous history of an 
idea, that, through the manipulation 
and inversion of solid and void, 
volume and surface, interior and 
exterior, has remained a fertile 
instrument of conveying meaning, 
not through style, but through the 
abstract process of‘composition’ 
until today. Whether or not the 
recent rise of computer science 
represents a new ‘paradigm shift’ 
in this histor>' is a question Lucan 
leaves unanswered.

addressed through examples - 
whether drawn from the rule books, 
or analysed as the processes by 
which projects emerge. His own 
order of composition is, however, 
not entirely chronological, but 
thematic, moving from an 
introductory discussion of what 
he calls the ‘closed order’ of the 
19th*centur)' academic system, to its 
apparent opponent in Viollet-le- 
Duc’s emphasis on ‘construction’, 
and only then to a treatment of the 
question of irregularity’ embodied 
in the Anglo-American Picturesque 
movement, itself beginning in the 
18th century. His final chapters 
deal with the ‘open order’ developed 
in Modernism, and the present day, 
poised in his terms ‘between 
composition and non-composition’.

! In this thematic rather then 
chronological treatment, something 
important about the continuing 
discourse of architectural order 
is lost. While satisfying a certain 
epistemological approach, signalled 
by Lucan’s citation of Michel 
Foucault at the outset, the often 
violent debates and oppositional 
partis-prU of the last three centuries 
are occluded, and the to-and-fro of 
argument, treatise versus treatise, 
not to speak of the battles among 
different schools - of thought as 
well as education - seem dropped 
in favour of the investigation of 
their inner systems. Thus, to take 
the most glaring example, the 
Picturesque is named as a ‘new 
paradigm’ following the Beaux-Arts 

^ and VioUet, as if it emerged as such 
chronologically. Yet, as we know, 
the influence of the originally British 

I movement on late 18th-century 
French composition, especially in 
the realm of gardens - although, 
asLaugier attests, in urban planning 
as well it was strong - remained as 
a theme for rural architecture 
alongside and often opposed to the 
Beaux-Arts before being adopted 
as the ‘rule’ for American country 
houses with the Shingle Stylo.

This lack of a dialectical approach, 
however, in no way diminishes 
the innovative nature of the book, 
with its extraordinarily original 
takes on individual thinkers and 

I projects. Some of the best analyses,
! appropriately in regard to Lucan’s 
I earlier research, are of Le 

Corbusier’s projects for villas,
Long buried beneath the apparatus 
developed by Row'e - neo-Palladian, 
transparency ‘literal and 

' phenomenal’, and Mannerist

and an axonometric drawing.
In most cases, the drawing gives key 
horizontal and vertical dimensions, 
and makes it possible to understand 
in detail how the human figure 
relates to the window. Aalto once 
said to a student: ‘Mlien you are 
designing a window, imagine your 
girlfriend looking out of it’, and to do 
so, the dimensions of eye, hip, elbow- 
must be clearly related to the design.

The visual record is thus most 
w'elcome, but I have to say that 
I found the classification system 
and the accompanying text quite 
mystifying. This may partly be the 
result of research done by a number 
of students in different parts of 
the world; it may occasionally be 
the result of poor translation.
The individual descriptions and texts 
do vary widely in their quality, and 
perhaps that is inevitable in a shared 
research project. But when the 
windows at Ronchamp are called 
‘random’, and Barrag4n’s window- 
frame is said to divide the window 
‘aimlessly’, I feel that further editing 
should have been done.

The system of classification used 
to organise the material makes it 
almost impossible to predict where 
a particular window- might be found. 
There are 16 window categories such 
as ‘pooling’, ‘dissolving’, ‘workaholic’ 
and ‘aligning’. These categories are 
further grouped under three general 
headings: ‘Light and Wind’, ‘Beside 
People’, and ‘Symphonic Poem’.
Each window could easily have 
been assigned to several of the 
16 headings, and to at least tw-o 
of the three master headings.

What is consistent and helpful 
is that each window is assigned a 
climatic location, although I would
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Window
displays
MJ LONG
WindowBcape: Windoxc 
Behatiourology, Yoshiharu 
Tsukamoto Laboratory (eds), 
Tokyo Institute of Technolc«>-, 
1176 Japanese yen

It is often in the detailed design 
of its windows that the language, 
performance and formal quality of a 
building is most rividly represented. 
This collection of varied examples 
(about 180 of them) is therefore 
welcome, particularly since each is 
illustrated with both a photograph
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I do believe, though, that both the 
subtitle and the subjective system 
of categorisation should be 
discarded. What I want from a 
book like this is good visual and 
factual information, not inconsistent 
and subjective notes. I will make 
up my own mind about the tactile, 
functional and poetic quality of 
each example if I am given the 
information to enable me to do so.

This is a frustrating book in its 
present form, but the work done is 
valuable, and it could be expanded 
into a really beautiM and lucid book 
on a subject which is right at the 
heart of architectural form.

architectural circles were consumed 
in a vigorous theoretical debate 
about the nature, and the styles, 
of the new building typologies that 
were appropriate to the modem 
city. More than anything, it was 
the precision and tone of this 
debate that sot the scene for 
the breathtaking quality of the new 
urban monuments which were built 
for commerce and public education 
(in the present context, Baltard, 
for the markets; Labrouste, for 
the libraries), while the citj' re­
formed itself around them. And 
if this talk sounded at times rather 
narrow and abstract, that mayjust 
be something that contemporary 
architects could do well to note 
before making their own large 
claims to be the makers of the cit}\

What is remarkable, certainly, 
is the quality and passion of a public 
discussion, begun by Pierre FranQoia 
Leonard Fontaine in his aborted 
schemes under the Empire and 
continued (at various tempos 
and volumes) first by his pupils, 
through the three decades after 1830 
by Labrouste and Baltard, and later 
by Viollet-Le-Duc and Gamier.
Of couree it all ended badly, 
as all long-running architectural 
arguments tend to do; an exhausted 
truce was declared by the beginning 
of the 1860s. One can accept the 
Opera Gamier as a key moment 
in architectural history without 
believing that profligate eclecticism 
offered it a real future. If the story 
told in this way sonnds a little 
broad-brush, keep in mind that 
for much of the same period most 
architects in Britain were trapped 
in the narrow frame of Ecclesiology, 
while the others - the Nashes, the 
Burtons and the Barrj's - just got on 
with the business of building the city, 
without any equivalent ideological 
apparatus to speak of.

The parallel ra,reer8 of Labrouste 
and Baltard began more or less at the 
same moment in the Villa M4dccis, 
each as winners of the Grand Prix. 
Tlie former had already left before 
Ingres’ arrival as director in 1886, 
a key event in Baltard's professional 
fonnation. Both participated in 
the revolutionary rethinking of 
those years, as to what a modern 
architecture might take from the 
buildings of ancient Rome. Charles 
Garnier’s mot, that the young Baltard 
could have ‘become an excellent 
doctor, or a remarkable politician, 
a scientist or a manufacturer, a poet 
or a merchant’, says something

ft !• ul4 that tke 
fMiig Victor iaftarrf, tlioiini 
fitrt in a aalf-portrait. covM 
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have found it much more helpful 
if the windows had been grouped 
solely by geographic location.
What is astonishing, though, 
is that I think I only counted six 
of the entries containing information 
about orientation. Surely a specific 
orientation should be noted for 
each entry, since it is fundamental 
to understanding many of the 
designs in the book.

The subtitle of the book 
is ‘Window Behaviourology’. 
Behaviourology is not a word I 
have found in the dictionarj', and 
it has been used in a ver>* sloppy way 
to refer both to the behaviour of the 
w’indow and to the behaviour of the 
building’s occupants. Surely the 
window functions and the humans 
behave? We could then understand 
the relationship between the two, 
and the important distinctions 
between them. Perhaps, then, the 
basic geographic groupings could 
be subdivided into functional 
subsets such as ‘residential’, 
‘commercial’ and ‘institutional’.

There is an incidental suggestion 
that in the days of international 
commerce along the Silk Road, 
window design conventions may have 
been transmitted from culture to 
culture. This is not supported by the 
location of the examples shown, few 
of which are located in the Middle 
East or central Asia. But the 
powerful frontispiece photographs 
of densely window'ed streets do 
start to suggest that some such 
thesis might be worth considering.

On the whole, the book deals 
with a subject w’ell worth pursuing. 
With an expanded representation 
of locations, more rigorous 
descriptions, and above all a 
consistent representation of 
orientation, it would be a valuable 
addition to an architectural librar>'.

Thieving
Baltard!
NIALLHOBHOUSE
Victor Baltard (1805-1874X Iron 
and Paintbrush, Mus6e d’Orsay, 
Paris, France, closed 13 February

What, besides its continuous 
occupation over centuries, makes 
a citj' great ? Specifically, what 
can designers do, in periods of 
spectacular growth, to mediate and 
preserve continuity (and greatness)? 
What might an exploding Moscow 
be learning now from the pattern 
of change of the built-form of 
18th-century London, or of Paris 
in the middle years of the 19th?

From London, not perhaps so 
very' much. The Georgian city seems 
to have been a kind of slow accident: 
a shifting cocktail of land ow'nership 
structure (aristocratic, and cash 
hungry, ground-landlords), a limited 
material palette (brick and stucco), 
and low consumer expectations 
(the primary residences were still in 
the country). Mostly good luck then, 
and, for once, a reticent profession.

Paris, in the years betw een the 
fall of Napoleon I and the fall of 
Napoleon III, offers some more 
positive lessons, when faced with 
a rate of growth equivalent to 
London’s and with social pressures 
that were much more dramatic.
The recent exhibitions devoted 
to the w'ork of Henri Labrouste 
and Victor Baltard suggest one 
intriguing answer, and together 
imply that there are sometimes 
moments in history w’hen architects 
can indeed assert themselves as 
useful agents in the city, without 
necessarily addressing very 
directly the city itself.

Throughout the period
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i about the fluid human geography 
of Paris in the 1880a (any trace of 
the sneer which we can perhaps 
hear is belied by the phrase in the 
French, and as pronounced by 
i\iBX grand fonctionnaire of the 
Second Empire).

In fact, Baltard did not choose 
architecture over his first training 
as a painter until his departure for 
Rome (and he was collaborating 
on canvas with Ingres himself after 
he got there). On his return he was 
indeed to deploy many different 
survival skills throughout an 
astonishingly successfiil career 
which was to last into the 1870s, 
as an architect in public employ. 
Thus do youthftilly self-conscious 
radicals become, in their later years, 
the safest pairs of hands; but his 
career was certainly accompanied 
tliroughout by a level of mddisance 
from his competitors - that he 
had cribbed the iron structure of 
Les Halles from a rival project 
by Hector Horeau, or that he had 
taken the idea of Saint Augustin 
ft-om Labrouste’s great library 
schemes. At times indeed Baltard 
does sound exasperated, and too 
shrill, in his own defence.

What does remain elegiacally 
memorable is the enormous 
public popularity of the great 
market buildings, and the 
photography and the descriptions 
of the light as it flooded through 
the roof and sides of a building 
of such mundane utility. That, 
t<^ethcr with the great elegance 
of its detailed design, in which 
slender triangular brackets were 
substituted for tic-bolts at real 
additional cost, on a slim pretext 

I of structural stability.

The exhibitions in Paris,
Henri Labrouste at the Cit6 de 
I’architecture (AR December 2012) 
and Baltard at the d’Orsay, could 
together have been read as a 
charming reprise of the professional 
ri^ulry of their two subjects; 
but French institutions are subject 
to their own curious rivalries, and 
last autumn no reference in either 
museum could be found to the 
exhibition currently on display at 
the other. In 1641 both architects 
had submitted projects for the 
defining architectural competition 
of the age - a tomb for the returning 
body of Napoleon I, under the dome 
of Mansart’s chapel in the Invalides.

Labroustc’s consisted of a huge 
oval bronze shield set on eagle 
brackets which held it just enough 
above the floor to allow light, and 
the reverential gaze, to penetrate 
to the tomb in a simple crypt below. 
Baltard’s proposal, shown for the 
first time at the d’Orsay, had an 
equestrian statue by Marochetti 
in the Cour outside, the base 
ornamented with a bronze door 
that led down into a plain corridor 
towards the crypt, where the 
tomb itself sat below the crossing 
under a mosaiced vault; in the 
church, directly above, lay a 
bronze recumbent Napoleon 
on a stepped pedestal.

In the event the jury was 
inconclusive, choosing neither 
the melancholy simplicity of the 
one nor the bold grandeur, and 
smooth expediency, of the other.
As sometimes happens, what must 
have seemed then the commission 
of a lifetime reverted to Louis 
Visconti, the architect originally 
appointed for the job.

Drawing
attention
VAELREISNER
Sketches, Zvi Hecker, Hatje Cantz, 
Ostflldem, €86

‘Hand drawings help to channel the 
vague pondcrings of the mind into 
visual images of a germinatii^ 
concept. It is then up to the eyes to 
trace and decode its meaning,’ says 
Zvi Hecker in this new collection. 
Naturally that’s why sketches were 
always important and intriguing as 
they followed one’s mind. These days 
a lot of architects think with the 
digital mouse in hand, while using 
software that quickly facilitates 
a buildable appeal of almost any 
design, while there is a great danger 
in shortening the design process and 
oliminating the core moments that 
lead to good architecture. Has the 
assessment of thoiights visually 
disappeared from the architect’s 
design process? Are a lot of 
architects rushing towards the end 
game dropping the necessary middle 
process of design? What will happen 
to the intuitive immediacy of the 
hand drawing in days where one’s 
thoughts are channelled by softw’are?

Nevertheless, all is not as it seems; 
there is confidence among young 
architects that sketches and 
drawings are not dead, as some 
claim, since they are natural and at 
ease with much software, and seem 
to be engaged with visual thinking 
through a wide range of drawing 
applications that are wider than ever 
before, leading to a sophisticated 
architectural output.

Or perhaps such ant^onistic 
observations reflect on a clear schism 
between professional practice and 
academic circles? In the practice of 
today, speed and practicality are 
the main yardsticks, where Building 
Information Modelling (BIM) for 
architects and engineers accelerates 
dramatically the design process; 
whereas In the academic context 
the pursuit of a design process 
articulated through drawings 
is highly valued.

Hecker’s astute observation 
clarifies his unique angle: Tm 
an artist whose profusion is 
architecture’, and that ambivalent 
reality was plvrased by him 
knowingly saying ‘an architect 
is alw'ays w ithin a schizophrenic 
situation because, on one hand, he 
is a professional and, on the other.

L«tt: BaHard't tfriwiac ff 
L«s Halles. The architect was 
accused of crlhhlng the iren 
ttmctiire fretn a rival preject 
by Hector Hersaa »
Above:... It was also said that 
he took the Mea ef Saint 
Austin frem Lahreyite’s 
great Hbrary schemes
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Thus the sunflower’s line network 
is hidden or unseen when you are 
looking at the buildings, but in the 
Jewish School in Berlin it retained 
the potential due to openings that 
capture and spread daylight into the 
interior of the school. Naturally, it is 
a similar case with the Spiral House 
in Ramat Gan, where one of its moat 
unique and contemporary aspects 
(in one of its earliest appearances) 
is that Hecker’s interpretation of the 
organisation captures a spatial depth 
with many oj>ening8 cutting through, 
creating this unique see-tlirough for 
a building that otherwise is rather 
heavy and unforgiving. These allow 
cross ventilation, unusual views, 
connections between interior and 
exterior, illustrating a characteristic 
of all Hecker’s work that directs the 
viewer along a series of progressions 
and delays through the building

much like a journey through a city.
Hecker’s sketches are naked since 

no materials are expressed, though 
his use of materials communicates 
few'of his intentions: a cultural critic 
as ill the spiral apartment-block, 
or touching a nerve of the collective 
inemorj' as in the Palmach Museum.

Hecker’s freehand sketches of 
people, cit}' landscapes, old historical 
buildings or trees inform us he can 
draw weU naturally with elegant 
lines that portray the subject. 
Nevertheless, when designing he 
avoids being seduced by his lightness 
of hand, thus the sketches’ attraction 
is more about framing thoughts and 
early ideas that often are incomplete, 
and (for an architect wdio wished to 
keep this sense of incompleteness 
through his architecture as well), 
it’s fascinating to see the build up 
for that. His painterly sketches arc 
three dimensional, capturing the 
building’s dj'namic in space, and 
are often expressive - more about 
an impression than about the 
completeness of form (another 
feature that software cannot handle).

Designing through numerous 
sketches of plans and sections is a 
reflection of a 20th-century design 
medium that is disappearing, where 
these days the rigorous design is 
taking place three dimensionally, 
and plans and sections are often cut 
at the end of the process, dissecting 
the end product so as to provide 
working drawings and building 
instructions. The three-dimensional 
thinking is through software and 
always looks complete, leaving the 
charm or attraction of an incomplete 
sketch as a memor>- from the past.

he is within a creative process of 
searching and developing the design. 
The beginning of the process is an 
experiment - much like creating a 
dish that is not yet cooked and ready 
to be served. So the architect must 
admit that the design is still not 
perfect and is only in development.’

The brilliant structural engineer 
Peter Rice would have agreed with 
lleckcr, as he dedicated one of his 
lectures in the mid 1980s, at the 
AA, to the importance of creative 
work not falling into the category 
of being extremely professional.
Most architects will agree with that; 
this is the ver>- nature of brilliant 
architecture for hundreds of years, 
so why is it so troublesome?

In this new book the sketches are 
mostly Hecker’s studies leading to 
his projects, built and unbuilt, and 
portray his passion for his work, as 
well as his sincerity and commitment 
to architecture - the most complex 
of all arts. They are hand drawn in 
pencil, colour pencil, ink and acrylic 
paint, capturing his laborious 
thought process with doubts and 
assertions that can be traced as 
perceived and developed while 
drawn on paper, recording his 
sense of responsibility as w'ell as a 
relentless search for a new aesthetic. 
His sharp comments are displayed 
among the visual report of his 
design process, in short paragraphs: 
anecdotes, w'ords of wisdom, 
cynical humour with a few battles 
illustrated, placing him along other

maverick artists w'ho often were 
misunderstood, and even more 
so in their hometown.

Hecker has selected studies of 
16 projects, starting with one of his 
first building, the Bat Yam city hall, 
Israel (1960), and ending with his 
latest building to come: the Royal 
Military Police District in Schiphol 
Amsterdam AirjKjrt (2001-13). In all, 
it represents 40 years or so of 
architectural thinking by one of the 
most prominent maverick living 
architects; work that is often 
exhibited as art w’ork in galleries, 
private collections and museums.

Tliree of Hecker’s projects, of 
which two made him known with 
the international community, are 
represented in the book by numerous 
studies. Each starts with the 
fascinating sunflower’s geometry 
or mathematics, an interest that 
w'as initiated in 1970 when he was 
given a drawing that showed how 
logarithmic spirals determine 
the grow'th of the sunflower seeds 
in the golden progression.

Tt was Frank Lloyd Wright 
who first considered geometry as 
scaffolding, which is later taken olT 
says Hecker. Similarly, Hecker’s 
plans and sections are his common 
medium for studies with which he 
often thinks and works out his 
moves. Most of the sketches tell 
us about Hecker’s struggles and 
rigorous design process, as when the 
building has been built the decisive 
acts hide any traces of the thinking.

Leaminc in IB70 alout 
tbt logarittinilc ipiral that 
undaracarai tiM pewtli af 
tiMflawar see* InffaencM 
Hecker's later werk, tuck 
as Spiral Aparfmetrt Heese 
plan (belew) and Spiral 
perspective (abeve), 
katb frem 1986
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PEDAGOGY

Founded in 1764, the school - 
which was originally an academy 
of ‘painting, sculpture and building’
- was a birthday gift for King 
Frederick V. During the early 
years of the institution, the king 
would regnlarly attend its meetings; 
his intense involvement underscoring 
the pivotal role played by culture 
and its historical association 
with Europe’s nobility.

Placing building alongside 
painting and sculpture, the 
academy’s formulation of culture 
aimed to unify craftsmanship 
with the tine arts. Equally significant 
has been an insistence at KADK, 
since the mid-20th century, 
on prioritising research in the 
evolution of architectural knowledge. 
Such enlightened attitudes have 
contributed to the popularity of a 
school which grew so rapidly in the 
1970s that a restrictive admissions 
policy was introduced.

KADK hopes to recover a 
reputation for being ahead of its 
time, especially in regard to the role 
of research. Peter Thule Kristensen, 
the new Head of School, specifies 
the integration of research ‘including 
research by design and artistic 
development’ with studio teaching as 
crucial to KADK’s current processes 
of transformation. In addition, 
he highlights the need to balance 
a desire for consistent standards 
across the school with promoting 
difference and innovation - 
especially in the teaching of design.

There is nothing new about a 
school of architecture, particularly at 
diploma or master’s level, promoting 
its programme in terms of diversity: 
as a menu of studios offered to 
students. This suits both the 
academic superstructure's natural 
wish for broad appeal and also the 
design tutors: those who teach each 
studio, often on a part-time basis.

I. KADK filter CiMrfto 
Steenkerg encMiraget 
iMrstiideiits fa aAopta 
practical approach to 
ttieir otudio projecti.
Horo maoter'o ctwlont 
Marl ProH Uoo attampti 
to address the concern 
of effective energy 
eptimisatieii In a Msteric 
setting. She propesoo a 
snrtos of alterations to an 
agehig Modemitt can^s 
in Copenhagen

KADK, Denmark
MATTHEW BARAC
Recent managerial appointments 
across the board at the Royal Danish 
Academy of Fine Arts (KADK) have 
set in motion, according to Katrine 
Lotz - an Associate Professor at the 
School of Architecture - ‘a long-term 
change in the academy coltnre’ 
rather than targeting easily-defined 
objectives. The institution is 
engaging students and staff alike 
in ‘a transparent process of hearings 
and debates’ ostensibly framed by 
the 2011 merger of the Danish 
Design School with the Academy’s 
Schools of Architecture and 
Conservation. Emphasising both 
internal connections and external 
collaboration, KADK hopes to 
reinvent itself for the fbture and, in 
so doing, to reappraise its continuity 
with an august and dignified past.

I
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charged with providing a distinctive 
approach. And yet, at KADK the 
desire for difference overshadows 
claims to a collective vision; Niels 
Grpnbaok suggests that he and his 
tutor colleagues consider the very 
idea of ‘one school’ to be ‘restrictive’. 
As Lotz clarifies, this is not just 
about exercising the right to assert 
a point of view. ‘We are really 
embracing difference - what it 
means that some things are different 
from others but have to coexist. 
Perhaps this is a challenge to our 
culture of consensus.’

Grpnbmk agrees: ‘Copenhagen 
is not one thing.’ Celebrated for 
its liveability, the city is regularly 
characterised as a democratic venue 
for multiple viewpoints mther than 
a single vision. The implication of 
mapping this multiplicity back, from 
city onto school, is that difference 
is vital if architectural culture is to 
flourish. For Lotz, this entails more

than passive acknowledgement 
of plurality, ‘not only allowing for 
differences but actively pursuing 
how' they are done’. The resulting 
debate is played out across a range 
of pedagogical attitudes in the 
master’s level studios at KADK.

A project by Gronbsek’s student 
Karin Bjorsmo exemplifies such 
an approach. Her Mausoleo de 
la Revolucidn proposes an archive 
for historical reflection in Havana.
A series of exhibition and study 
spaces display documents and 
artefacts, excavating Cuba’s 
revolutionary history in settings 
that progressively dig deeper into 
the ground and swing out to describe 
an arc in plan. Bjorsmo uses drawing 
and imaging techniques - sequential 
sections and multiple-exposure 
photographs - to test ideas about 
time, notation and recollection. In 
Gronbaek’s studio, representational 
methodologies are exploited for both

2. Rigorous raalUm in 
detaiiing the scheme ailowed 
Proil Lien carefuify to 
enhance both the technical 
and phenomenological 
performance of the 
refurbished buildings 
3&4. A distinctly different 
approach to studio work 
taken by tutor Niels Grenbsk 
informed his student Karin 
BJbrsmo's proposal for a 
historical archive In Havana. 
Experiments with multiple 
exposure photography and 
sequential modeliingwere 
used to generate a tectonic 
form for the project

their creative and critical potential.
By contrast, Charlie Steenberg’s 

studio adopts an emphatically 
practical approach to address ‘how 
things are actually done’. Although 
most master’s level students are 
well-acquainted with the wider 
challenges facing architecture, 
a ‘feeling of deficit’ often holds them 
back. In her teaching, Steenberg 
aims to balance conceptual 
knowledge and technical capability. 
Student Mari ProU Lien’s project 
investigates the pressing problem 
of energy efficiency, but with a focus 
often overlooked at architecture 
school: renovating old buildings. 
Lien’s proposed alterations and 
additions to a Modernist scheme 
aim to bring its technical and social 
performance into step with current 
demands. Her project emphasises 
detail, building an argument for 
strategic intervention in the existing 
fabric only when necessary.

3
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REPUTATIONS

that were real, and Brunelleschi 
knew they didn’t exist. This allowed 
man to dominate the landscape 
and not have it populated any 
more by goblins, and spelt the 
end of the medieval.

Perspective revolutionised 
painting and upended architecture, 
but Brunelleschi’s consequent mature 
work is instantly recognisable as 
satisfyingly proportioned, oozing 
harmony in its rhythmic grey and 
white, and featuring mere dabs of 
iconography suddenly extraneous to 
the purpose at hand. The Chiesa di 
Santo Spirito (1434) and the Ospedale 
degli Innocenti (1419-27) exemplify 
calmness and rigour, even if, from the 
perspective of the newly discovered 
perspective, harmony is technically 
as elusive as it might be universal, 
simply because this harmon>’ of 
nature, music, mathematics and 
man was of course easiest illustrated 
in just plan, section and elevation.

The Ospedale (foundling hospital) 
plan is especially elegant on a difficult 
site, the parallel composition united 
to the piazza by the perpendicular 
bill-length lo^a, while the section 
seems clearly predicated on healthy 
cross-ventilation. That qualitj' of 
knitting order into context is also 
erident in the modest Palazzo di 
Parte Guelfa (1420), and even seems 
naggingly universal; the Pazzi Chapel 
(1429) could have been done last week 
and probably has been, in the dreams 
of architects the ilk of Eric Parry,
Ed Jones or Demetri Porphyrios.

Brunelleschi was a notar)'’s son 
but showed a talent for the ingenious 
rather than the bureaucratic. In early 
life he took to goldsmithing. His 
familiarity with clocks - and the 
principles of balance, jointing, 
connection and (by extension) 
bonding - would take him into a 
world beyond aesthetic harmony, 
and into architecture as engineering. 
He first tried sculpture but in an 
early outburst renounced it after 
losing a contest for the Florentine 
baptistery doors to Lorenzo Ghiberti. 
It was reasonable he was aggrieved,

‘Brunelleschi 
put at least 
one enemy in 
the madhouse 
because of 
his fresh 
understanding 
of the laws of 
perspective’

the commission set Ghiberti up 
for life. Brunelleschi sold a farm 
and with his equally volatile friend 
Donatello ventured to Rome, w’here, 
on and oflT, he spent a decade.
He measured the proportions of 
ancient columns and studied the 
ruined aqueducts. He researched 
the Pantheon, and contemplated 
techniques of Roman vaulting now 
lying in ruins, especially the question 
of centring, for timber of size was 
scarce and expensive. Accused of 
being a literal treasure hunter, the 
more lyrical truth seems ‘in clods 
of earth he saw veins of gold’, and in 
around 1416 he returned to Florence 
ready to put the ‘re’ in Renaissance.

The problem for the Opera del 
Duomo was how to raise the cupola 
over the huge Santa Maria del Fiore 
and remain true to the grandiosity 
of its planning and the works already 
completed. Brunelleschi was now- 
over 40; he died in 1446, almost as its 
lantern was finally consecrated. It is 
the largest spanning brick dome ever, 
with two skins and an ovoid section, 
constructed entirely without timber 
centring. Not only were there obvious 
physical challenges, but also political 
ones. Not trusting Brunelleschi, 
the Opera forced him to share the 
responsibility and fees with his old 
enemy Ghiberti. Brunelleschi took 
to his sick bed in pique, hoping to 
expose Ghiberti’s inadequacies.
After each of many squabbles the 
Opera relented and he got his w*ay.

In The Life of Brunelleschi 
Manetti respectftilly describes him 
thus: ‘During his life not a small 
stone or brick was placed which 
he did not wish to examine to see 
whether it was correct and if It was 
well-fired and cleaned; something 
which no care was expended upon 
afterward, since today attention 
is paid only to what appears to be 
economical, and stones from the river 
and rough bricks and all sorts of 
crudity are employed. Tlie care he 
gave to the mortar was wonderful.
He personally went to tlie brickyards 
regarding the stones and the baking,

Filippo Brunelleschi
PAUL DAVIES
Filippo Brunelleschi had a wicked 
sense of humour and was one of the 
first great modem architects. He was 
also the only one to sit firmly in 
Florence in the early 16th century.

His first biographer, Antonio 
Manetti, who actually knew him, 
describes him as amiable, never 
known to boast, and never angrj’ 
except when provoked by the 
‘most insulting or disrespectful acts’. 
How'cver, over a century after his 
death Vasari jazzed him up, and 
by 1668 Brunelleschi had developed 
a heart of irresistible vehemence 
alongside his beauty of intellect. 
Today adjectives cascade; he was 
beak>’, balding, blunt, little, spiteftil, 
cantankerous, volatile, competitive, 
suspicious and unkempt.

Sporting this original artist's 
temperament, he was prone to 
placing practical jokes, the most 
complex of w’hich illustrate perfectly 
the daw'll of humanism. I like to think 
Brunelleschi put at least one enemy 
in the madhouse because of his 
fresh undeTstanding of the laws of 
perspective. Ho certainly convinced 
a fat carpenter he was somebody else. 
I imagine it like this: Brunelleschi got 
the man dmnk, proceeded to slink 
oft to the man’s house and rest in 
his bed; w'hen the carpenter arrived 
home, Brunelleschi greeted him, 
protending to be the carpenter, who 
went promptly mad with conftision.

The principles of perspective 
assured tliat the eye was an 
apparatus receiving information and 
that light performed in accordance 
with strict laws, it assured us there 
W'ere natural laws, and by implication 
that figments of the imagination 
were just so, figments we would today 
cons^ to the subconscious.
The common medieval view was that 
the eye projected, like a ray gun, as 
an extension of the body and mind. 
This is why BruneUeschi’s victim 
went mad; his head w-as full of goblins

Fiiipue 4i S«f BtiimIImco
1377-1446
EUacatiM
TratM4 M a tcalRtar 
aii4 faMamttti 
Lafacy
OevalapaU the laws anU
prlaclples of poi^octive 
OeeifiioU the larfoet 
spaimhn hrich *ewe 
hi hletery for Flereeee 
CatheUrai (from 1436) 
KeybeMiiifi
Cupola. Santa Maria 6ei Flore 
(l4l7);Ospo4alo4e6ii 
iMiecoati (1416-44);
Paxzl Chapel (1426-61): 
Cepela, Flerence CetheSral 
(from 1436)
AnecUete
At a meetinc to awarU the 
censtmetleii of the cupola 
of Santa Marla M Flore, 
Bnmelletchi chaSeneed 
other arehltectt to niMia 
an egg atOMl on end on a flat 
piece of marMe. The artteta 
diriy tried, hut with no 
ancceea. CrMnelleechl teak 
the egg and cracked Ita 
bottem on the marMe to make 
H ctend npriglit, thee winning 
the commiaelen
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the sand and lime mixture, and 
whatever was required. He seemed 
to be the master of ever5rthlng

So Bnmelteschi’s clockmaking 
bore fruit. His creation of the cranes 
and scaffolding for the cupola 
inspired even Leonardo da Vinci.
He invented a clutch on an ox lift so 
that the animal could always wulk in 
the same rotation whether lifting or 
lowering material, he invented clasps 
and fixings and proved especially 
able designing the iron reinforced 
stone rings necessary to confine 
the outward forces of the cupola’s 
masonry without flying buttresses 
(which Brunellesclii found uglj’, and 
[K)litically Milanese) and presumably 
without complex modelling either.

I So there we Iiave it, the birth of 
I the modem, that quest for harmonj* 

with science. Even if we can’t yet 
see the industrial revolution and the 

. Faustian spirit bloom, Brunelleschi 
seems to anticipate it by three 
centuries. His story refutes any 
Spenglerian notion that onr 
civilisation finds its source in the 
Gothic, and reasserts it with the 
Ancients. He becomes a pathfinder 
for the Enlightenment project. No 
wonder Brunelleschi tt*as secretive; 
securing his fees and fearing copyists 
was one thing, but such thoughts 
were actually dangerous.

However, while dwelling on wider 
harmony, his death mask shows 
him unattractive, and in personality 
he w’as hardly diplomatic. Given his 
wealth and status this should hardly 
have precluded marri^e, but women 
are conspicuously absent from his 
story, oven though he adopted a 
son and heir. Perhaps he U'as simply 
not interested and women were an 
unwarranted intrusion to intellectual 
tidiness. However, Vasari is insistent 
that Brunelleschi and Donatello were 
inseparable, and in the Florentine 
Renaissance homc^exuality was 
so rife and deemed so sapping of 
the strength of the army that the 
authorities bade female Florentine 
prostitutes wear bells on their heads, 
as if to wake men up.s
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Product review

Making the 
benchmark 
the norm

Bespoke panels 
and screens by 
Grace & Webb

architectural ironmongery.
The company has announced 
a project pricing strategy for 
2018 which enables architects 
to specify d line products in 
the knowledge that verj- strict 
budgeting boundaries can bo met. 
The 1816 U 19mm shape, the 1619 
L 19mm shape, the 1216 U 16mm 
shape and the 1016 L 16mm 
shape are available at £36 a pair.

Shown is a recent installation 
of Grace & Webb’s laser-cnt lift 
cladding for new apartments in 
London. The vine design winds 
its way up five storeys extending 
over 41 separate panels. Based 
in the Cotswolds, Grace & Webb 
utilises the area’s wealth of 
specialist manufacturers 
resulting in quality assurance 
and tight production times.

d line, the distinguished Danish 
manufacturer of door and 
bathroom hardware equipmeid, 
is the benchmark for design, 
quality and performance in

Grace & Webb offer tailor-made 
designs and luxur>' surface 
finishes. Applications include 
cladding, balustrades, bespoke 
screens and backlit light features.

Palomba 
freestanding 
batb by Lauf en

ON swivel 
office ebair 
forWilkbabn

manufacturer’s first solid surface 
tub. Making a beautiful focal point 
for any bathroom, the bathtub 
has an eigonomically sloping 
high back, perfect for relaxing 
in, and natural lines moulded 
to the contours of the body.
The solid surface material ensures 
the bath wnter retains its heat 
longer, while the bath itself 
stays warm to the touch.
IfV** WWW.IavfMLCMH

Triraension®, synchro-supporting 
3D kinematics that follows the 
body joints, activating and 
encouraging natural movement 
during office work without tiring 
the body. The efficient and 
aesthetic ON chair has received 
many top international accolades: 
Best of NeoCon 2010, German 
Design Prize 2011, and German 
Federal Prize for Ecodesign 2012.

«WM.wMdnhikCMi

Designed for Laufen by Ludovica 
^ Roberto Palomba with 
cun’aceous natural forma as 
their inspiration, the Palomba 
freestanding bath is the Swiss

ON, developed by Wiege for 
Wilkhahn, responds to healthcare 
demands to give the body more 
freedom. At the heart of the 
elegant and innovative concept is
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TbU fliMiy ittailMl 
rawtag by IUiims* 

bued architect 
Gary Sdiubarfli 
tkilftillyevekea 
the texture aad 
depth el a fantastical 
domed bailding. 
Theelaberate 
art work wen the 
annual Ken Reberts 
INemerfai Qellneatlen 
Competition ter best 
hand drawing by a 
practlshig architect

A
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The world's property market - 24*'’ edition

Searching for solutions 
to increase the value 
of your property 7

mipitri
INNOVATIONFORUM
Think smart. Build Value.

NEW!
Discover at MIPIM the MIPIM Innovation Forum: 
a 4-day programme exploring "How to increase the 
va/c/e of your property asset through innovation?''

1,000 Dedicated pavilion 
20 Conferences sessions 

450 End-users and Occupiers 
1,400 Architects and Planners 
4,100 Investors 

300 Cities

FOR MORE INFORMATION
CONTACT: Laurianne DICECCA 

laurianne.dicecca@reedmidem.com 
www.mipim.com

MIPIM - 12-15 MARCH 2013 - Palais des Festivals - Cannes. France
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Interior Design: ID & Design International

/ Manufacturers of.woven wire fabrics for partitions, window treatments, GuardianCoil 
blast mitigation screening, and other ornamental metal applications.

www.cascadecoil.com 01 .T+1.971.224.2188I


