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We're proud that after 
40 years of business 
we stiil manufacture all 
our cubicles on site, in 
our factory in the UK. 
We're also proud that 
we cfon'tjust supply 
the domestic market 
as we've shipped and 
installed our cubicles 
throughout the world 
in over 30 different 
countries and 100's of 
different locations.
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We'd love to add more 
to our map and supply 
your project with our 
award winning products, 
so give us a call on 
+44 1244 520 677 for 
further information.

Here's just a few of our 
more recent projects to 
help you understand 
our pedigree:

Oslo Sno(H>ing Centre 
Princess Nor ah University 
Qatar Foundation 
Queen Ake Airport 
Shenzhen Airport 
Texas Stadium 
University of Oslo 
World Trade Centre. Qatar 
Yost Grube Hall

Doha Convention Centre 
Ferrari Welcome Centre 
Gates Centre 
Google Dublin 
Grand Lisboa Hotel 
Harvard University 
Hong Kong City Hall 
Ibis Hotel
Gardner Museum, Boston

Kestrel Project 
KPF Head Office 
Labadi Beach Hotel 
Legal Sea Foods 
MODA
Morgan Stanley 
Novartis 
O'Hare Airport 
Oslo Opera House

British Council 
British Embassy 
Broad Museum 
California Memorial Stadium 
Capital Rockefeller Centre 
Centre) Bank of Nigeria 
Charles de Gaufle Airport 
Citi Bank 
Connaught Road

Aliice Tuify Jukiard Buildmg 
American Schott 
Apple Store Amsterdam 
Apple Store Lyon 
Apple Store Strasbourg 
Arcapita Bank 
Avrva Stadium 
Barclays Centre 
Bay Atlantic
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over the barricades 
is presented as the 
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Vive La J’’rance!
William JR Curtis, p28
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FAl'P sch(x)l of architecture, Porto, Portugal ‘A brand-new, €'22 

million public building 
has the same throwaway 
\ alue in crisis-ridden 
Sliain as a ruined factory’ 
David Cohn, p62

102 Reputations
Fernando Tdvora

114 Folio
Yasco Mourao

‘Our digital lives are 
accuiiiulating in endless 
fields of server farms, 
containing tweets, 
check-ins, Instagnims, 
porn banks, pokes and, 
now, float ing icebergs’ 
Liam Young, p96

Cover: nils month the AR 
visits the Royal College of 
Art's new studios. Illustrated 
here with a photo^aph by 
Philip Vile (teep74)
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METALLIC MESH 
FOR ARCHITECTURE + 
DESIGN OKD> CREATIVEWEAVE

Escale 7x1, HOK Afchttects, USA. © NY Focus

SOLAR PROTECTION / ENERGY EFFICIENCY

UNIVERSITY OF FLORIDA
RESEARCH AND ACADEMIC
CENTER, LAKE NONA

Awarded LEED Gold Certification: To help achieve this ambitious goal for the sustainability of the Research 

Center, HOK Architects relied on Escale 7x1 stainless steel mesh. Ten trapezoidal, vertically curved panels 

form a glassy protective shield in front of the round glass facade. The semi-transparent spiral mesh keeps 

out direct sunlight and thereby minimises the costs for air conditioning. Thanks to its high degree of 

light transmission, the textile skin also reduces the energy requirements associated with artificial lighting.

GKD - GEBR KUFFERATH AG 
MetallweberstraBe 46 
52353 Diiren, Germany 
ton: +49(0)2421-803-0 
fax: +49(0)2421-803-227 
e-mail: creativeweave@gkd.de 
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ribbon aluminium suspend your disbelief.

Bespoke design service also 
available, which enables 
almost any specification.

Folded anodised aluminium 
door is rebated to maintain 
perfect flush finish.

Stainless steel foot is stepped 
back to achieve floating wall 
of cubicles tOOmm from floor.
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A continuous run of 
aluminium flush-fitting 
panels that seem to 
float 100mm above 
the floor, ribbon is 
not a magic trick, just 
perfect Thrislington 
engineering. The doors 
are suspended from the 
aluminum headrail and 
clever positioning of the 
foot ensures the floating 
appearance. Intelligently 
rebated doors also 
conceal the robust 
aluminium frame and 
our patented hydraulic 
closing mechanism.

Also available in timber 
veneer and laminate. Our 
unique bespoke design 
service also rr>eans that 
we are able to work 
with you, to create your 
ideal specification.

Our products have been 
scientifically developed 
and tested to provide 
unique performance 
enhancing benefits 
across the ranges, this 
takes them to a level 
of engineering that is 
unsurpassed in the 
market world-wide.
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uel consumption figures for the Audi range in mpg (l/lOOkm) from: Urban 12.7 (22.2) - 64.2 (4.4),



Audi
Vorsprung durch Technik

Arrive feeling like youVe just left.
When you’re racking up the miles, it’s the little things that make
a difference. The feel of the leather on the seats, the quality of the
speakers, the click of the switches, the freshness of the air.
The little things that can help make a 200 mile day trip feel like a
20 minute pop to the shops. It’s business travel, by Audi.

Extra Urban 26.4 (10.7) - 83.1 (3.4), Combined 19.0 (14.9) - 74.3 (3.8). CO2 emissions: 349 - 99g/km.



Arrive feeling Like you've just left.
The Audi A6 Saloon from £339 per month.*
Milano leather seating, ten speaker sound system, climate control and MMI with 
retractable 6.5” display. The Audi A6 Saloon for business drivers from £339 per month* 
It's business travel, by Audi.

Find out more at audi.co.uk/offers
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Official fuel consumption figures for the Audi A6 Saloon 2.0 TDI SE 177PS manual in mpg (l/lOOkm): Urban 47.3
Based on a new A6 Saloon 2.0 TDI SE177PS manual. Contract hire offer based on 3 years, 10,000 miles per annum. Initial rentalof £2,034.00 followed by 35 monthl; 
19* 7-twin-spoke' design alloy wheels at £1,940.00 RRP as shown. Further charges may be payable when vehicle is returned. Indemnities may be required. Subject t( 
varied or withdrawn at any time. Specification correct at time of publication. Prices quoted and examples shown are correct at time of publication (March 2013). Terms ant



Audi
Vorsprung durchTechnIk

(6.0), Extra Urban 64.2 (4.4), Combined 57.6 (4.9). CO2 emissions: 129g/km. 'Plus vat and initial rental. Business users only, 
rentals of £339.00 per month. Excess mileage charge is 6.Op per mile. All figures shown exclude VAT. Finance offer excludes pearl effect paint at £655.00 RRP and 
status. Available to over 18s from participating Centres only for vehicles ordered before 31 March 2013 and delivered by 30 June 2013 (subject to availability). Offer may be 
conditions apply. Audi Finance, Freepost Audi Finance.



Think there's no such thing 
as the perfect office chair?



Think ON® Wilkhahn.

Trimension’ According to a scientific study, our patented innovation, Trimension*, offers maximum 
sitting comfort. Supporting natural, three-dimensional movement, it boosts employees' 
concentration and enhances productivity - even after a short time. Make your office 
look and feel great - with ON. Want to find out more?
Visit www.wilkhahn.com/on



We know budget matters.

S

Unity
We designed Unity so that 
you can afford a flush fronted 
cubicle whatever your budget. 
Featuring in our VI range it 
will make a big impact on your 
washroom but won't have the. 
same impact on your budget.

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



Editorial view
The recent news that Islamist 
militants had set fire to the Ahmed 
Baba Centre in Timbuktu (pl7), as 
they retreated into the desert after 
invading and occupying the northern 
part of Mali, came as a predictable 
but nonetheless dismaying coda 
to a short but nasty civil war.

As is often the case in such 
conflicts, it was characterised by a 
brutish intolerance of culture and 
history that did not conform to 
a narrow extremist worldview, 
terrifyingly manifest in the 
calculated destruction of buildings 
and artefacts. The Ahmed Baba 
Centre (AR April 2010) was originally 
designed to house a fraction of Mali’s 
unique trove of ancient manuscripts, 
cultural treasures that illuminate 
past lives and eloquently express 
Africa’s intellectual tradition. 
Through the written word and sacred 
sites (the remarkable mud mosques 
and shrines of Timbuktu and 
Djenn6), Islam spread through north 
Afi-ica. Now fanatics clamour to 
destroy in a day what has endured for 
centuries, a priceless legacy of books 
and buildings that reminds us of 
our common humanity. Around 
1,400 manuscripts were lost in the 
conflagration, but fortunately the 
bulk of the collection was evacuated 
before the militants descended 
on Timbuktu. Tlie building also 
survived. Books, as the Nazis 
could attest, burn more easily and 
more spectacularly than buildings.

Wliether it’s the Taliban using 
giant Buddhas for target practice 
or Napoleon’s troops allegedly 
shooting off the Sphinx’s nose, 
cultural vandalism is nothing new 
in itself. In the fog of war and its

The power 
of culture 
to reflect the 
bestaspects 
of humanity 
does not always 
save it from 
the worst

aftermath, the urge to desecrate 
or proscribe the culture of your 
vanquished enemy seems to satisfy 
an innate primeval urge aimed at 
eradicating a sense of identity and 
memory. Often this can assume 
absurdist dimensions. Not content 
with blowing up the Buddhas 
of Bamiyan and banning female 
education, the Taliban also outlawed 
kite flying, chess, lobsters and 
nail polish, among other things.

Yet cultural vandalism is not just 
confined to the developing world. 
Eugene Delacroix’s famous painting 
Liberty Leading the People^ now 
relocated from its historic home 
in Paris to the Louvre’s new 
SANAA-designed outpost in Lens, 
was crudely defaced by a visitor 
intent on gaining publicity for a 
9/11 conspiracy theory. Brandishing 
a marker pen is clearly not the same 
as systematically burning 1,400 
manuscripts, but it raises the issue 
of how to mediate the interaction 
between people and things, and the 
wider relationship between culture 
and society. ‘We live in violent times, 
and some of this violence is directed 
against artistic patrimony’, says 
William JR Curtis in his critique of 
the Lens Louvre (p28). As he goes on 
to observe, this kind of lapse surely 
calls into question the Louvre’s 
mission to decentralise high culture 
by exporting it to the French 
provinces in a fashionably ethereal 
architecture that ‘seems fragile 
despite its weight)^ contents’.
More luxury goods shop than 
museum, SANAA’S building shows 
that architects are equally capable of 
another kind of cultural vandalism. 
Catherine Slessor, Editor
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Overview
SEVILLE, SPAIN

Mushroom
clouds
The ^Metropol Parasol 
in Seville has been 
shortlisted for the 
Mies van der Rohe 
Award. Aii outraged 
William JR Curtis 
wants to know why

The nominated Metropol Parasol, Plaza do la Encarnacion, Seville by JUrgen Mayer H: urbane addition or hideous intrusion?

Known locally as the ‘poisoned 
mushrooms’, Mayer’s awkward 
structures destroy any sense of 
scale, vulgarise one of Europe’s 
great historical cities and 
privatise public urban space with 
a shabby shopping mall below and 
a paying viemng platform above. 
Of course, the sexy promotional 
photos of the project avoid 
sliouing the shoddy coiistniction 
of ungainly wooden fillets 
slotted into a banal concrete 
inegastructure and the negative 
impact upon the surrounding 
domestic facades and upon what 
is left of the pavements at ground 
level. Meanwhile, several ‘useful 
idiots’ in the intellectually 
bankrupt ‘theorj’ scene’ of 
American academia can be 
foimd chanting on and on about 
Deleuzian folds {without having 
s<Mm the real thing apparently). 
But the central question is tills: 
what on earth is this piece of 
techno kitsch, this shipwreck 
from the era of icons, doing on 
the shortlist of a prize that claims 
to promote architectural and 
urban quality? Doesn’t this make 
nonsense of the Mies van der

Rohe Award? One has for some 
time suspected that choices are 
propelled by a cadre of curator 
apparatchiks who promote 
theirnational agendas within 
the Buropeiin programme but 
without much critical sense:
‘eyes which do not see’.

But the situation is worse than 
that. At the lime of writing, the 
City Hall of Seville is considering 
liow to get roughly four million 
euros back from the architect on 
the grounds that the project cost 
twice what it should (final figure 
102 million euros) due to 
mistakes in the process of 
realisation {El Pais, Andalusia, 
18/02/2013). Is this really the 
example that the Mies van der 
Rohe Award wishes to promote, 
particularly in a period of 
acute economic crisis in which 
Andalusia has some of the worst 
unemployment in Europe?
Oddly enough Mayer still gets a 
platform in the USA, for example 
giving the first lecture of the 
acnideniic year at the Graduate 
School of Design, Har> ard 
University last September. By 
now one is used to the fact that

Architectural awards, like 
cigarettes, should carry the 
qualification that they can harm 
health, or at least the health of 
cities and societies. The Mies van 
der Ilolie Award (or European 
I’rize for Contempoi’ary 
Architecture) is, according to its 
own publicity, supposed ‘to 
acknowledge and reward quality 
architecture produced in Europe’ 
and to oiler ‘both individuals and 
public institutions an opportunity 
to reach a clear understanding of 
the cultural role of architecture 
in the construction of our cities’. 
Maybe this soothing text requires 
some adjustment this year to 
read ‘an obfuscation of the role 
of privatisation, financial 
interests and sensationalism 
in the destruction of our cities’? 
How else can you explain 
the presence in the recently 
■announced shortlist (none of 
it inspiring), of tlic Metropol 
Parasol in Seville by Jurgen 
Mayer H which etfecUvely wnniks 
the Plaz;i de la Encarnacion in the 
historic core with a self-indulgent 
exercise in pointless form making 
and geometrical tricks?
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the fancy Ivy League schools are 
out of touch with social and 
political reality, lost in the cloud 
cuckoo laiul of‘pardmetrics’, 
l)ut there is no reason that 
the “European Prize for 
Contemporary Architecture’ 
should aband<m any sense of 
responsibility just to serve the 
interests of a muddle-headed 
jury and a rather hopeless set 
of so-called “advisors'. Yes let 
us please encourage ‘a clear 
understanding of the cultural role 
of architecture in the control of 
our cities’ first of all by censoring 
architecdural pollution, secondly 
by not promoting trash with 
grandiose sounding awards,
The next lecture in the series, on 
Architecture & Meaning, is on 12 
March, with guest speakers Wiiiiam 
JR Curtis and Richard Wentworth. 
pr“* architecturai-review.com/ 
ArchitectureAnd

and emotional becaust* that - as 
we all know - is how architecture 
is perceived, not in an abstract.’

He’s not afraid to take his 
time; ‘Sometimes it’s hard to get 
there because I can tell something 
is missing. I have to be honest 
with myself. I have to tell the 
client maybe I am not yet ready, 
please lx* patient for another one 
month or two or year, then you 
will have the rewards’.

How do you convince clients 
tliat it’s worth taking the e.xtra 
timet ‘By quality. One client once 
said, at a time when things were 
difficult: “Your best argument 
is the fluislied building”.’ At his 
lecture later that evening he was 
asked h(»w Ids buildings relate 
to the architectural canon?
He doesn’t really care, after all, 
he isn't ‘a typological architect’.

It can all .seem counter to how 
many architects exist. Sundy 
developing the focus, the patience 
and the sensibility to minutiae, his 
work comes from a slower pace, 
an appi'eeiation for tlie finer, 
slower things m Life: knowing the 
importance of sitting down for a 
nice cup of cotlee, a meal «Inch 
has been prepared with care on a 
favourite plate, that sort of thing. 
How can architects develop that 
when their professional lives 
require them, in London at least, 
to siMuid all hours working?

For Zunithor it’s up to the 
individual: ‘I customised my 
practice in tlie way I wanted to 
work. I think eveiylxKly can do 
that. You can always say “This is 
how I want to work” and let’s go 
from this. This is my approach.’

Getting away from it all ha.s 
worked for him. His studio is in 
Haldenstein - a village on the 
outskirts of Chur. Xot a lot 
happens in Chur. One visit, I was 
eating an illicit sandwich in the 
tow'ii square on a Sunday, the 
first reaction which dawned on 
me is that S^viss etiquette meant 
I shouldn’t be doing this. The 
second was that it may be the 
most illicit thing that has 
happened in the town all year. 
With its town square, cake shops, 
churches, and Valerio Olgiati- 
designed entrance rsinip to 
the small but grandly-named 
Graiibiinden Parliament, Chur 
is but a buzzing metropolis 
(compared with Haldenstein, 
where' Zumthor lives, has his 
studio and has produced the 
work that won him the Fritzker.

Zumthor worked for the 
preservation of luoinmieDts trust 
for over a decade. Mindful of his 
long tutelage, 1 tel! him about 
a novelist friend, who went off 
to writing school as an eager 
graduate and was told to go away. 
Live life, fall in love, have your 
heart broken, sleep with some 
men, she was advised. Then come 
back. Was there an equivalent 
for architects? Zumthor laughs. 
Not quite, though many of the 
students who pass through his 
studio could do with loosening 
lip, he says. ‘In the training to 
become an architect there is 
certainly too much emphasis 
on the abstract; on the correct 
theory, on the correct idea or the 
correct concept and sometimes 
that stays very abstract and has 
nothing to do with real life.’

He echoed this concern the 
day after, when he was guest of 
honour at the President’s Medals 
crit. After a particularly obtuse 
project was presented, he 
commended the drawing skills 
hut noted: ‘The tendency to 

g bt'come a little too abstract and 
I theoretical leads to a situation 
I where no one can use these guys 
s to build buildings’. Fair point.
^ But ever amiable, he pointcil out 
i ‘...but you can also be a professor 
i ora philosopher - these are also 

RIBA Royal Oold Medallist Peter Zumthor g<K>d professions!’

TIMBUKTU. MALI

Damage
limitation
L'athei'int
The recent invasion and 
occupation of the northern part 
of Mali by groups of Islamist 
rebels brought havoc to the 
region. The imposition of a 
particularly draconian form of 
Sharia law was accompanied by 
the wanton ‘purging’ of cultural 
sites and artefacts deemed at 
odds viith the extreme Islamist 
\iews of the occupjing Ansar 
Dine, the so-called ‘Defenders 
of the Faith’. This began with the 
razing of ancient shrines of Sufi 
saints (the Sufi version of Islam 
being considered especially 
idolatrous) and culminated in the 
Ahmed Baba Centre in Timbuktu 
being deliberately torched as the 
militants were finally driven out 
of the city by French troops at 
the end of January.

Reviewed in the AR in Ajiril 
2010, the Alimod Baba Centre 
was purpose built to house 
a unique collection of Mali's 
historic manuscripts. Covering 
an array of subjects from poetry 
to astronomy, these fragile, 
calligraphic treasures testify to 
the richness of Africa's cultural 
and intellectual past, challenging 
the commonly held notion that 
the continent could only sustain 
an oral tradition, Ironically, 
in view of recent events, many 
were polemical tracts on issues 
such as slavery, divorce and the 
possibility of peaceful coexistence 
between Christians, Jews and 
Muslims. Now part of this 
priceless heritage is lost forever.

Betwt'en the 12th and Ifith 
centuries, Timbuktu became an 
important centre for commerce 
through the trailing of gold, salt, 
Ivory and slaves, and quickly 
coalesced into a vibrant, 
multicultural city. This pluralistic 
society attracted thousands of 
scholars, transforming Timbuktu 
into the pre-eminent cultural 
locus of Muslim Africa. Today 
some 700,000 manuscripts are 
estimated to exist in various

london.uk

Gol^

watch
James PalUster
Peter Zumthor is talking about 
sport. Probably tennis. Not that 
tlie type of sjxirt particularly 
matters (though he does regularly 
take to the court to keep fit; 
you can imagine him in whites, 
crouched and rocking, waiting 
for tlie next serve to come). What 
he’s getting at is a type of focus 
sportsmen di'velop, a ‘relaxed 
fwling ofconcentnitiiig, but not 
concentrating ...’ analogous to the 
relaxed concentration from which 
goixl design can originate.

Interviewed at the RIBA on 
t he occasion of being awarded 
the Royal Gold Medal, Zumthor 
elaborates on ktaquiighis 
aiipriKich to architecture simple: 
‘I want to please people witli 
my buildings unconsciously, 
emotionally. That’s all. I don’t 
want to lecture them.’ But this 
reiiuires an openness. Tliat's 
where the sportsman’.s foeus 
comes in, says Zumthor: ‘In 
judging what I am doing I have 
to be playful and serene and open
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Taking the form of a traditional 
ScliUiuiel barn, iimltipUed 1.0 
times, the facilities of the Glass 
Farm (wellness centre, shops 
and caf^*s) are enclosed in 1,800 
inetnw of fritted glass-facade, 
printed with the representation 
of an archetypal regional farm 
- the perfect image of a non­
existent reality: a compelling 
simulacrum fa copy of an original 
that never was) in glass and .steel.

‘Augmented history’ is how 
MVKDV term the outsized scale 
and composite imagerj' of the 
facade fcomposed of j)hotographs 
of all remaining Schijndel farms): 
a barn door is four metres high, 
bricks appear unusually larger 
than one remembers them to be, 
and we are transported through 
the looking-glass into a confusing 
realm of scale, tpanslucency and 
material ambiguity. U'ith 
‘augmented reality’ (the digital 
overlay on the material w<irld) 
becoming increasingly common, 
and the boundaries between the 
virtual and actual blui ring, a 
building like Glass Farm asks 
intriguing questions of surface, 
depth, material and meaning. 
Hero, the technical expertise 
of the complex eurtain wall 
{engince^red to within an inch 
of its life) is subsumed by the 
expressive possibility of a 
material that can passively 
glow; that can reveal and hide; 
that can expose and conceal. 
Style becomes just surfaet^ deep, 
second to spectacle, and history 
gets repaired - made to be the 
perfect, ideal, archetypal form 
it really should have been.

fihiss Farm could be read 
as a truly 21st-centur)' Iniilding.
A direct product of the logic 
of Google Images, of Bing Map.s, 
of Photoshop and the digital 
mash-up. Its historioist 
pla>'fulness and background 
technological achievements have 
brought back to the use of glass 
a sense of colourful narrative 
albeit one of indeterminate 

5 meaning - much as staiiie<l 
I glass has done for «mturies,
5 and inflected the transparent 
E with that most meaningful 

ofooniin«Klities: ambiguity.

SCHIJNDEL, NETHERLANDS

A touch 
of glass
Edicard Waimeright 
First impressions can be 
deceptive. Questions are raised. 
Why is a barn encased inside a 
glass casket? Or a built version 
of a computer game model 
ensc4uieed in tlx^ middle of a 
Dutch market-town square? And 
why are the walls peeled away to 
reveal the interior of a modern 
shop unit, or cafd? In Western 

5 towns and cities, we’ve become 
E accustomed to tln^ fritted-glass 
^ facade explicitly revealing the 
E interior world of the uflice, the 

pumping autoeroticism of the city 
gjTii, and the extreme lucidity 
of the apartments of the hyper- 
wealthy. We’ve g^o^\'n so used 
to the transparency, the openn«‘ss 
of glass and the clarity of tectonic 
meaning that the shock of the 
opaque brings Into sharp focus 
glass’s Inherent ambiguity.

Completed in January. 
ilVRDV’s Glas.< Farm in 
the Dutch town of Schijndel 
articulates the uncanny potential 
of the material t hat has, largely, 
lain dormant throughout much 
of ilodern architecture’s recent 
history, (ilass enablijig the 
enlightenment triumvirate of 
openiies.s, clarity and lucidity 
- is the very harbinger of the 
transparent. It hsis come to 
connote the democratic process 
(if you can see it, you can change 
it, g(X‘S the unspoken maxim 
of many a parliament building).

What contrast, then, the 
illusion of opacity imprinted 
on tlie all-glass envelope of 
this eommunity amenity building 
in a Xetherlands’ town square.

O

The charred remains of ancient manuscripts at the Ahmed Baba Centre in Timbuktu

worse; taps were opened in the 
male ablution area and water 
poured down into the basement 
archive. Jly main concern now is 
that the surviving manuscripts 
need to be kept in strictly 
clinuite-(iontrolled conditions, 
with a very low level of humidity. 
Moving them to Bamako will 
subjtHit them to a potentially 
harmful hot and humid 
environment. But at least they 
are safe for the time bting.’ 

However, as impoverished 
Mali struggles to recover its 
equilibrium, the nuances of 
heritage' preservation would seem 
to be a low national priority. And 
as the militants, mainly Tuareg 
tribesmen, have dispersed into 
the desert rather tiian being 
dellnitively routed, they may 
attempt to regroup and launch 
further assaults. Parts of 
Tim!>ukt\i’s old town have 
UNKSC'O World Heritage status 
and could still be at risk if the 
conflict reignites. During their 
tyrdimieal tenure. Ansar Dine 
radicals threatened to destroy 
the tlm*e great mud mosques of 
Djingareyber, Sankore and Sidi 
Yaliiii, even tliough these sacred 
sites played a pivotal role in 
the early Islamisation of Africa.

Burning books, a dep«‘ndal>ly 
des|>otic act with many ix'sonant 
historical precedents, clearly 
proved a much easier option.

libraries and priratc^ collections, 
but as Mali is desperately poor, 
preservation efforts are largely 
dependent on foreign aid.

The Ahmed Baba Centre was 
a joint venture between Mali and 
South Africa, initiated after a 
visit ill 2002 by Soutli Africa’s 
then president Tliabo Mbeki, 
whose govt*rnnient donated funds 
to assist in the research and 
archiving of Mali’s written 
heritage. Two South African 
practices, DHK and Twothink 
Architwts, collaiiorjitcd on the 
centre’s design witli local firms.

Project architect Andre Spies 
of IVothink talked exclusively to 
the AR from Caiie Tc»wn. ‘Of the 
30,000 manuscripts in the centre’s 
collection most were evacuated 
to Bamako [the ilalian capital] 
as the rebels advanced on 
Timbuktu’, he said. ‘Some 2,000 
were left in the building and of 
those around 1,4IK) wore burnt 
and destroyi'd. But the archive is 
subdivided into a series of smaller 
strong rooms and somehow one 
ofthese remained uinllscovered 
by the militants, so atxmt 000 of 
the manuscripts survived.’

‘Fortunately, damage to the 
building is not as severe as 
reported by some South African 
and other iiitcriiational inenjia'. 
he continued. ‘The lire atfeeted 
the documents rather than the 
building. Water damage was

ce

Skin deep: MVRDV's barn-printed glass
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Intemew
inserted smaller buildings in 
them - like for instance the 
history pavilion, where you can 
visit the history of the site. For 
the public space in the middle, 
we activated the narrative of a 
poem by Du Pu from the year 745, 
and introduced the idea of three 
valleys, with their cascading 
fountains and green areas.

Many of my obseirations about 
urbanism are based on Greenwich 
Village, where 1 live and where 
you can walk in any direction and 
find caf^s, restaurants and shops. 
The length of a N'ew York City 
bkx!k is 200 feet, and it is 
important that the city allows 
you to cross through buildings 
or blocks every once in a while. 
The Manhattan grid is extremely 
effective this way.

In Chengdu, you cau penetrate 
the block from many different 
entr>' i>oints; each of them 
has a particular character.

EP: One of your most recent 
projects is a mixed-use urban 
building in Chengdu, the Sliced 
Porosity Block, in which you 
put architecture to the senice 
of a series of uri)an ideas. 1 am 
curious to hear you articulate 
your thoughts about what 
constitutes a good human 
environment, henvyou create 
the ingredients of a ‘micro- 
urbanism’ in this project, 
and wimt your attitude is 
towards tlie Chinese City?

My first project there was the 
Nanjing Sifang Art Museum, to 
be followed by the Linked Hybrid 
Towers in Beijing, then the Vanke 
Center or Horizontal SkyscrapKjr 
in Shenzhen and the Porosity 
Block in Cheng<Iu. Now, Chengdu 
is a city of 10 million people; it is 
thus bilker than almost all of our 
cities in the United States, but 
people here don’t know about it. 
And oiir project is right next to 
the centre of Chengdu It is a 
bit like what 6tli Avenue and fiOtli 
Strwt would bo in New York City.

I have written about urbanism 
and public space, and so my goal 
was to question the developer 
formula, according to which 
two towers one residential 
and one otfleo - sit on top of a 
flat shopping mall. We wanted 
to take their programme and 
use it to shape urban space.

So we moved all the volume 
to the perimeter and made a big 
public space in the middle; wo did 
not want any i)lank walls where 
you meet the street, but insisted 
tin a sense of porosity on the 
t*dges of the streets. We then 
broke a giant hole in e\ ery one 
ofthe main facades and inserted 
a smaller building inside them 
to mediate betwt>en the fl2-storey 
builtlings and the human scale.
We cinred a series of gigantic 
pieces out of the section and

Steven Hell
As the AR features 
StovcH HolFs now 
building in (diina 
(p50), Emmanuel Petit 
talks to the Anieri(*an 
architect about poetry, 
Wittgenstein and the 
futility of philosophy in 
a world of rapid cimnge SH: Till*re are 1.55 billion people in 

China, and right now, the country 
is going through the most radical 
transformation of its political, 
social and urban structure in its 
very long history. I never set foot 
in China until 2001. Before then, 
in Asia, I had only been to Japan 
(over 00 times for t^^•o of my 
projects), but never to China.

What fasciiiales me about 
China is that there is more poetry 
written in that culture than in all 
tlie other civilisations combimHl. 
The first book of poetry that was 
ever given to me was an antliology 
of Chinese poetry entithKl The 
White Pony; and interestingly, 
its editor, Robert Payne, claimed 
that if you want to understand a 
people, you must first understand 
their poetry. That’s how I started 
when I went to China.

EP: Your Chengdu project is 
based on the rationalist and 
traditional urban typology of 
a perimeter block, which is then, 
how(M’er, sliced by a series of 
expressive cuts which fragment 
the ijutial diagram.

I feel that one can extract ft'oin 
this double strategj- your affinity 
with the rational architecture of 
Aldo Rossi, and, at the same time,

Left: Steven Hell's sketches 
for the Sliced Porosity 
Block In Chengdu quote 
Morton Feldman's question: 
'will wo control the 
materials or choose instead 
to control the experience?' 
Right: Hell rejected 
conventional tower-and- 
podlum groupings, 
submerging the ground 
floor levels to create 
pavement level space
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with the abstrart expressivity 
of Carlo Searpa.

Rossi always reconlirms 
iiiichanging arehiteetiinil 
type-form, whil(^ Hearpa inn’i^r 
closes spatial figures ami always 
opens form to alternative figures.

How dcK‘s your architectural 
|MH;try relat«- to these seemingly 
incompatible sensibilities in 
architecture to the strict and 
metaphysical po(*try of Rossi, 
on the one hand, and the lyrieism 
of Strarpa, on th<? otherf It seems 
that John Hejduk should also 
be Jiientioiu'd in tljis cont(“xt 
(»f poetr>'; for him, architecture 
granted access to tiu* realm 
ofaugels. Your i>o«*try is more 
abstract and less inythifying ...

where there are no working 
drau'ings; everything goes 
directly to a live-axis cutter 
ill Lecce, Italy, and it will be 
delivered and installed in .Milan.

There will have been no 
w orking drawings oxchangtHi 
and there will have lx‘cn no trips 
to the faetor>". That’s going to lie 
the future of architecture: we will 
eliminate working drawings, but 
we will not eliminate tectonii.'s.

r i-L
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J EP: You descrilic yourself as a 
pheiiomenologist; you refer a 
lot to Maurice Mcrleau-Ponty 
the philosopher who published 
Phenomenology of Pen-eption 
in 1945. Can an architectural 
phenomenon ever si>eak 
for itself?

+ .

V-
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JSH: 111 the Porosity IMock, 
the light dcx*s the slicing, and so 
does the building code. In fact 
the cuts assure that every part 
«)f the block and tlie (context 
get maximum light exposure - 
which is regulati'd by the local 
building code.

But it is true that i>octry is 
the most im|)ortant part of my 
life. And I loved Aldo. We h(‘came 
friends; 1 met him in his studio 
in Milan around 1U79. He was 
a poet. Thert‘ Is a sense of the 
ineffable in soim* of his early 
work. -lust look at those lihiek 
shadows in his drawings.
Hut when I made a |)ilgrimage 
tnhi.s Gallarati'si* and his 
ilodena ceineterj- projects,
I was disappointed, because lie 
cared more about his ideas than 
about the actual construction.

That is why Scarjii*, 1<> me. 
is ultimately more important.
11(! was one of the great 
architects. Tliere is a lot of 
emotional intensity in his u <uk, 
and you can always go back to his 
architecture and see something 
new. He has a great sense of 
materiality and an understanding 
of detail \is-^-vis how things are 
made. And tin* twtoiiie joint is 
so important to Scarpa.

In the end. tlie real singing of 
the song has to come out in the 
movement of the body through 
the actual space. But tliere needs 
to be an idea which drives the

SH: Xo. I definitely Indleve in 
ideas driving a de.sigii, and that 
makes me different from th<‘ 
people who pretend to be 
])he]iomenologists. I am very 
cliff'erent from tliem: you must 
have an idea to drive a design.
1 am much clostT to Peter 
Eisenman or Zaha Iladid than 
I am to Zumthor. Le Corbusier 
always had an id«*a; and so 
did Louis Kahn. That’s for me 
enormously important. I also 
believe that you don’t need 
to know what that idea is to 
appreciate a building.

I agree n ith Ludwig 
Wittgenstein, when he said 
that there is no such thing 
as phenomenology, but only 
phenomenological <iuestions. 
Wittgenstein said that ideas 
are like ladders: they get us to 
a platform, and when we arrive 
there, we can kick the ladder 
away, I think that is really a great 
statement. In Wittgenstein, 
every statement is a question. 
liemoTkson Cotourisabook 
on all kinds of questions.

I think the time we live in is 
so full of change, and that you 
cannot have a philosophical 
position in such a situation in 
which change is so dramatically 
unpredictable. Tliis is particularly 
the case in China. So all you can 
do is to ask questions; and that 
is what Wittgenstein did.

design. I am on both sidesof 
till' fi'iice that way. I tliink this 
is also evidenced in our Chengdu 
project. Certainly the best way 
to understand it is to exi>erieuce 
the dynamic (juality of the space.

And for sure Hejduk was an 
enormous influence - he was a 
great man. Poetry is at the heart 
of architecture. I was mesmerised 
by John; he was so important 
t«» me. Esix'cially his Half-House 
and the Wall Hou.sc-s: tliey were 
inciedible things to me.

And Le Corbusier cannot 
go unmentioned. Especially his 
LaTourette inoiuistery. 1 stayed 
there four times in some of the 
monk cells. I think it is his 
greatest work. I also like 
Roiu-hamp. and the church he did 
with Jos^ Oiil)rcrie [>Saint-Pierre 
in Fii'ininy]: those thi etj works 
contain the most subjective 
impulse of Le Corbusier. In thos4*, 
you can see many dimensions, 
and there is always this ineffable 
space. I never tire of going back.

It seems like you are giving 
tectonics a modt^rn upgrade.

SH: Thi‘ Porosity Bkn‘k is 
currently the largest exoskcletal 
loadlxniriiig concrete stmeture 
in China. Its white coloi-ation 
reflects tin* light and lights up 
the buildings at night.

But lot’s talk about tectonics. 
We hear that it is the end of 
tectonics because of digital 
fabrication. If you don’t make 
anytliing larger than a boat 
that is probably true; the digital 
has superi-jiarged things to 
the point where we can imagine 
enormous fabrications which 
have no joints and which are 
continuou.s and smooth.

But I am going to give you an 
example, and that is the Boeing 
I)reamliu(*r. When they turned 
the fuselage of the Dreamliner 
into carbon fibre as a continiioiLs 
piece - a brilliant breakthrough 
in aeronautical technolog>- the 
big problem came in the tectonic 
joints Ix'tween the fuselage and 
the wings, and that is whore they 
lost hvo and a half years in the 
pnxiuction of the Drt^amliner.
As far as I am concerned, 
that proves tliat tectonics 
will never disappear.

We too are presently making 
six gigantic digitally-cut stones.

EP: Returning to the Porosity 
Bl(«-k, t he gtM)inet ry of the 
extiTior facadi* evokes the 
structure of your Simmons Hall 
project at Ml'l', M'hat was the 
architectural intemtion behind 
the homogeneous appearance in 
both Cambridge and Chengdu?
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View from • • •

An economic boom. 
eartlH|uake laws requiring 
swathes of r^neration, 
and constraints of time 
and budget are a toxic mix 
for Istanbul’s heritage
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easily pay more tor a belter 
ser\ioe from oar conipetcMit, just 
time and budget pcmr, architects.

Turkey has groat architects, 
imuiy Jis worldly wise and capable 
iis any competing on a global 
scale, some winning awards.
But they look no further than 
the boundaries that art< drawn 
f<M‘ tliem by equally great 
contractors, who take them 
on design and build es<;apades 
beyond the borders of their 
own countrj', wheiv they are 
able to do their lx?tter work.

nio earthquake laws have 
brought another opportunity: 
a string of urban regeneration 
schemes that will enable swathes 
of the city to be rebuilt. The 
regeneration law that ^\■as passed 
through parliament laic last year, 
allowmg developers to g-ather 
a minimum of 70 per cent of local 
residents' sigiiatun^s togc‘t carte 
blanche to demolish and rebuild 
whole iieighlmuiiuKKls of the 
metropolitan art‘as, is the great 
opixirtunity that the country was 
waiting for. But this opixjrtunity 
will dwindle away taster than you 
can say tomorrow, wlieii more 
wmci’etc stumps will be dotted 
along the skv-line. UK ai-chitects 
and urbaji designers should 
take note: despite the ridiculous 
fee.«, this is an opiM)rtunity that 
they u ill never find elsewhere, 
espeicially in their own countr>', 
to create on a scale that is 
unimaginable. I am calling to all 
of you eveixvvhere to come and 
contribute to this great boom.

they have no budget for tlu^ time 
reejuired to design reasonable 
buildings, let alone time to 
persuade their clients alx>ut 
cost benelit or aesthetiiis and 
who are therefore themselves 
to blame for this rapid los.s.
'I’liis is keeping out international 
coinp(‘fition, whicli benefits 
no one. Look at London’s skyline, 
which despite its n*lativ<* wealth, 
is Ilo^v endow ed with some ver>- 
beautiful tall buildings.

To add salt to the wound we 
are endowed nith an e.vtremely 
suceessfnl government, which 
rules almost all the nietrotmlitaii 
areas both centrally and lixally 
and is eager to continue to build 
at as rapid a rate as |K)ssil)le to 
maximise this pi^ecious seam of 
(‘conomic growth. Turkey Is, in 
short, l>cing destroyed stivet by 
stn*et, at such a rate that I really 
tnily wish we did not have this 
economic boom right Jiow, when 
our system of local government, 
its civil sen ice, and its oiM?ratoi*s 
are simply not sufficiently trained 
to cope with tills rate of rapid 
change. To add more salt to 
the wound, we don’t sec the 
dajuage that we architects are 
doing to ourselves and our cities 
by undercutting each other.

This is indeed a paradox 
in a growth economy where you 
would expect to see fet*s rising. 
Investor clients, beyond the 
rare few, do not understand 
this paradox and don't mind 
making even bigger profits from 
deviiopments where th<*y could

Turkey is a ‘European’ countrj' 
rart^ among its peers in having 
abooming constnictiou industry. 
It has shed the late Jhth-amtuiy 
accolade of being the ‘Si<^k Man 
of Europe’. The rate at which 
Imgo chunks of city arc Ixing 
dcveloiX“d is scan-, not only 
Ixx’ause there is a sense* of ‘where 
is all the money coming from and 
who will ultimately buy it alB’, 
but also, ‘are we taking enough 
time to think this through?’

Istanbul Is one of those rare 
cities, with a silhouette not 
imlik«* New York, Paris or 
Florence, madt* indelibly 
memorable by its skyline of 
bi'auliful mosques anJ minarets 
that still dworate its hills today. 
But you only have to look a lillle 
lurtJier beyond the Ilvzantine 
(Utoman old dt>- and you 
imnu*diately encounter the 
marching of skyscraping stumps 
with no distinctive sha|x* or 
form; just large lumps of dumb 
concrete imd curtain walling.
I I(X)k from my window over 
the Bo.sponis ever>’ morning 
to rogrt^t tliis loss, and am 
frustrated that this will never 
1m* erased, oven by the huge 
caiihquake - God forbid 
that everyone is fearfully 
expecting to hit. New buildings 
are constrainetl by such stringent 
earthquake building rt*gulations 
that very few architects dare 
exfxiriment with form.

I lament every day that 
architects are cutting each 
other’s throats with fees .so low

Istanbul, 1\irkey
Turkey’s booming 
economy is rij^piiig 
out tlie cultural and 
historical heart of 
Istanbul, laments
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Viewpoints
One of Uk* uiu'xpt^cted outcoinos 
<jf tlio damage inflicted by 
I IniTicane Sandy has been a 
remarkably sanguine response 
from our public officials, a frank 
understanding that the city must 
urgently fortify itself against 
rising seas and enei^elie storms. 
Surprising, too, is the hroa<l 
consensus that this was a hugely 
antiiropogcmic disaster and that 
wc risk repetition if we don’t deal 
with <iuostions of defcm^e and of 
habit: it’s little dispute<l that we 
can no longer live as we have.

Technically, Ao(.k1 protection 
isn’t exactly rocket science.
The most dilllcult issues are 
distributive, matters of equity, 
of how we apportion risk 
and repair. As after Katrina, 
the discourse includes triage, 
whether to protect or evacuate 
those in harm’s wa5’, raising 
fundamental questions of the 
nature of habitability, and the 
right to it. Hut we are also iu the 
midst of a liroad epi.stemological 
shift a re-umlerstanding of our 
relaticmship to ‘natural’ forces

r<‘cognising that events like 
Sandy are a symptom of a climate 
change with a trajectory that 
could take centuries to reverse 
and that it’s therefore myopic 
to engagi‘ event-based, local 
protective measures without a 
vigorous attack on tlie roots of 
the problem. I'liless we radically 
rt*duce the number ofBuicks 
on the mad, stop the inexorable 
rise of coal iiowcr, halt the global 
sis.saull on our forests, and get the 
leiii|MUHtiire down, we’re fucked.

Given the failure of the 
international community to act 
<lecisively, wo are obliged to make 
more concerted etforts at home,

Atlantic and filling Long Island 
.Sound is not entirely practk-al.

New York requires a canny 
combination of tactics of 
resistance and of acceptance.
On the hard side, we need 
defences along our coastlines 
and the growth of more amphibian 
forjns of ai’chitecture, including 
the (dovation of buildings and 
vital installations aliove AockI 
level. We must also ixdrofit 
buildings for siurivability 
viadistriluited fonnsof 
infrastructure that will allow 
fargreater resilience and mueli 
liigher levels of haml autonomy 
in iioth emergencies and in normal 
civil life. And we will sutvly net‘d 
some big, Dutch-style, moves.
I’m still agnostic about the 
pai’ticulars of tlie iniissive flood 
barriers currently Ix'ing iiroposed. 
\\'ill a huge floodwall iicross the 
bight from New Jersey to l.ong 
Island actually i)rotect the city 
from surgesj' What will be the 
conswjucnees on either side 
of the thing from the disphwed 
waterf No barrier win protect 
us from permanently rising sea.s. 
Hut we must act decisively and. 
although it will cost a fortune, 
tpiestions of c.xpensc recede 
before what will surely lie at least 
#100 billion worth of damage from 
Sai»dy, a staggering ajiumnt that 
makes the critique of sncIi huge 
interventions from the angle 
of proportionality - nuxit.

The need to think radically is 
clear. The climate scientist Klaus 
Jacob - observing the lai^' 
territory on the high ground of 
Queens oecupie<l by (cemeteries 
- has suggested the logic of 
Nwilching the dead and the living. 
It’s a reasonable thought.

even if this risks discharging an 
ethical duty without much impact 
on the global emironment. 
Architecture must lead as 
building is the source of alxmt 
76 per cent of greenhouse 
emissions, calling for radical 
changes in how we heat, cool, 
and light onr structures, construct 
them, move betw een tluuii, and in 
what we consume within tliem. 
Our progress is real but iminfully 
slow. But if we don’t make tliese 
changes and simply focus on 
the fl(Mxi, we wind up as so many 
Canutes, ba.shing away at the 
relentlessly rising seas.

The current conversation 
is split betw een partisans of two 
approaches to flood mitigation: 
sort and hard. This division is 
hotli sentimentalised and 
politicised in ways that are 
instructive but risk Iveing 
unproductive, ilost bien pen^'ant 
enviroiimeutalists take the 
position that more ‘natural’ forms 
of intervention are preferable 
to the machi.smo of massive 
constructions, of dams and 
dykes and giant barriers. Surely 
we do need more soft systems, 
even their eventual takeover, 
ravements mast become porous, 
l)ioswales .should snake tlirougli 
town, roofs should ixicomi* green, 
oyster beds and wetlands should 
he restored and extended, H(mk1 
zones abandoned. But, there 
are obvious limits on the ability 
of natural systems to offer 
protection. A standard rule of 
thumb for the capacity of coastal 
wetlands to mitigate storm 
surges is that a mile of wetland 
is r<‘(iuirod to attenuate a foot 
of ocean rise. A wetland 
extending 20 miles into the

MICHAEL SORKIN

Beyond new 
flood defences 
we need new 
ways of living 
with nature

LAST WORDS ‘Would any othei* 
profession do tliis?’
Jeremy Till notes the 'shameless' 
self-regm'd of Ando, Tschumi, 
Libeskind, Pelli, and 11 others 
who voted for their own work 
In Vsmity Fail's poll of the most 
significant buildings since 1980, 
Twitter, 27 January

‘TIu* wall looks like a 
design featiu'e ftoin a 
men’s loo. Frankly I didn’t 
know whether to I'est 
u|K>n it or \yeo against it’
Jay Rayner on David Chipperfield's 
redesign of the 'once-great Cafe 
Royal', The Observer, 10 February

'How can amdhing like 
eu (lure exist in tins 
stream of Photosho[)jjed 
ineoiitinencer
Sam Jacobs hits out at the uncritical 
publishing of press releases by 
Dezeen in his new column on 
Deteen, 24 J^uary
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Tour Auews
My employer has recently moved 
premises, and m>- resulting 
disorientation made the Alt’s 
Rctiml of two ollice buildings 
ill Sacramento last month 
particularly resonant. For me, 
the most pertinent finding of the 
investigation was the ineluctable 
irrationality of the workplace 
throughout its historical 
mutations, as it reeled aiwut 
in res|K>nse to changes in 
the economy, medical science, 
organisational fashion and 
public ethics.

In this regard the Bateson 
Building was a kind of concrete 
weathei'vane, its constant 
gyrations making visible tlie 
buffeting winds of unreason.
Built in rcsjKmse to the oil crisis 
of the ’70s, (U‘signed to symbolise 
(but not to actually enact) the 
ludicrously optimistic ‘integrated 
systems’ of cybernetic theory, 
and mutilated in response to a 
health scare (the mass panic over 
Legionnaires’ Dlsi^ase, which 
led to the closure of its air-con 
system), the Bate.son Buihling is 
a monument to bureaucratic folly.

My own exiH'rience .suggests 
that this foHy has only worsened 
in recent years: as job securitj' 
has been whittled away, any 
residual landmarks in the 
DiiToland.fchaJt have l>een 
eroded to create a wasteland of 
team pods and hot-desks. Like 
Patty Ilearst imprisoned in her 
wardrobe, conteinpiorary ollice 
workers are constantly shaken 
about in their glass bo.v(“s until, 
disoriented and desperate, 
they are willing to accept any 
o\dschmcgcgge\ in this case, 
post-Fordist ‘rationalisation’, 
the enslavement of interns, and 
tlie end of full-time, permanent 
roles paying a living wage.

Funnily enough, it was the 
ardiitecture of Fordism Albert 
Kahn’s vast free-planned tiangars

that led to the demise of 
Fordist labour. When ttie frei* 
plan was applied to tlie olllcts 
it removed all privacy and 
permanence, aixl made elllcient 
working relationships (and 
concentrat ion) impossible.
•lohn Goldstein, Milwaukee, by email

Lorenzo was 
a drag queen?

Hot-desking 
in the dark 
Satanic mills

innovative career pattern by 
becoming the leatier of a fully 
integrated, closed-loop (but 
not insular), business model.

Architects by nature and 
training are highly risk averse 
l>ut it is essimtiai that wo become 
more entrepreneurial. The 
process of transfiguration would 
start by providing architectural 
education that teaches both 
construction management 
skills, economics, business 
administration and ethical 
eorixirate governance; even 
in our typical mode of practice 
we are exceptionally weak in 
these areas.

The default mode of practice 
would be as a design-build 
mamifactnn.'r which would fund 
future moves into development 
(a logical division of labour 
wonldbe required of course, 
but always within the architect’s 
role). At the first opportunity 
autonomy should be sought 
from the service? provider role.

This will require a more 
cavalier attitude to business 
( luin we are u.sed to, but there 
is precedent of varying degree 
for what I am suggesting; in terms 
of architect as builder we have 
Frank Lloyd Wright’s apprentices 
who took on the role of 
construction manager for his 
Usonian houses. For architect as 
developer/promoter we have Eric 
I..yon8 with Span Developments 
who produced some excellent 
examples of high quality, highly 
progressive, siieciilative housing.

Some will react to this by 
citing examples of financial 
disaster which befell many 
architect-speculators in the 
18th and 19th century or by 
forewarning the death of any 
remaining altruism or idealism in 
architectural design if one of our 
main goals becomes the pursuit 
of filthy lucre. I would leave you 
with a final question to address 
this; if developers were trained 
as architects, would we have 
now a better or worse built 
environment i I would strongly 
argue that it would l>e better.
Kirk McCormack, 
comment on AR website

Paul Davies’s rollicking ride 
thi-ough BnineUeschi’s biography 
(x\H February 2013) was certainly 
entertaining, but might have 
lieiiellteil from a lengthier 
gestation pieriod. His repetition 
of conv entional myths suggests 
only a glancing acquaintance 
with Brunellcsciii scholarship 
(a look at Howard Saalman’s 
introduction to tlu^ Antonio 
Manetti Vita would have revealed 
the shaky foniidations of some 
oftlicsc stories). Crowning this 
imaginative reconstruction is 
Davie.s’s bizarre insinuation that 
BnnuTleschi and Donatello were 
lovers; I might as well claim that 
Lon*tizo the Magnificent was a 
raging drag queiui I’ve got just 
as nmcli evidence.
Candy Spender, New York, by email

Follow 
the money
The debate in these pages about 
education (AR October 2012) 
prompted me to make the 
following observations. Currently, 
architects liave very little control 
over how buildings are built.
I wouhl submit that the only way 
architects can truly influence the 
built environment is by procuring 
it themselves.

Not only should arolntocts 
design luiildiiigs, they should 
also steer their financing and 
construction: theariTiitect as 
builder and patron. Consider 
how well placed architects 
are to identify and leverage 
dev(Oopment opportunity 
(especially complex inner-city, 
brownfield projects that most 
develop(?rs would see as more 
trouble limn they’re worth).
'I’lie whole basis of marketing our 
professional service these days 
revolves around the value added 
to a development by availing of 
our expertis(!: u hy not put our 
money where our mouth ist

What I suggest is that 
the architect pursues a more

Letters to the Editor 
should be sent to:
The Architectural Review 
69-77 Paul Street 
London EC2A4NW 
Or by email to: 
areditorial^emap.com 
Letters may be edited

26 Ail U.VnrH 20]:)



IPDUrA^it

SENSOWASH®SHOWER-TOILET
FOR THAT FRESHLY-WASHED FEELING

t •

k vy
_r
*
-It

h ^

wt \V

X

u<•
»

r SensoWash* > gentle cleansing with water. The SensoWash* shower toilet seat cleanses you with water after 

using the toilet - it is gentle, clean and safe. In combination with toilets from the Starck 2, Starck 3 and 
Darling New ranges the result is an elegant and cohesive design with no visible connections. SensoWash* 
offers more than just toilet hygiene, It also greatly enhances quality of life. For more information please contact 
Duravit AG, Werderstrasse 36, 78132 Hornberg, Germany. Phone +49 7833 70 425,
Fax +49 7833 707 425, export@duravit de or visit the website www.duravit.com sensowASH



Despite its trophy 
architecture, the 
Louvre’s new provincial 
outpost raises questions 
about its wider mission 
of decentralising 
high culture
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walls of rough earth and pebbles you gmsp 
how the building is conceived as part of tlu“ i)lat(^au.
The Ibrt'ground established by the landscapist Catherine 
Mosbach includes meandering paths recalling the 
ge(jfnetr,v of mine shafts while the small Ininunocks 
of grass and curved cuts in the concrete anticipate 
the free-plan curves inside the transparent ]>arts of the 
stnict»ire. The two main exhibition sheds arc clad in partly 
ndlective alumininm and this catches the vast northern 
sky while snccessfully dilfuslng the light. I first saw these* 
walls in rain and they reacted sensitively to the grey 
atmosphere. Tlie pnl)lic, route towards the glazed public 
hall and main entrances is clearly signallinl by tin* pattern 
of pathuays. The e.xterior wjnerete siirfa<*(‘ continues 
on the interior iis a smooth floor. The space flows easily 
into tile lobbies A\ith their slender white pilotis and 
curved glass partitions containing bookshop, restaurant, 
information centre and the like. Nothing new about this: 
it is the usual SANAA recipe representing a fusion 
of Miesian transparency and the Corbusiaii free plan.

The glii/ed lobby area feels as if it behuigs to the 
wider landscape, an effect redoubled when humj)s in 
the surroumliHg park seem to rhyme with the artificial 
mountains of slag heaps in the distance. On some 
snl)liminal level you are touolu-d by the contrast and 
interaction betwot*n inetallie materials and natural 
minerals. The choices of internal circulation arc sjn*lt

Musee du Louvre, 
Lens, France,
SANAA

CRITICISM
WILLIAM JR CURTIS
Tins provincial outpost of the Miisde du Louvre in I^aris 
stands on the outskii ts of l.ens, a dreary cx-miiiing town 
with a good football team and the highest slag heaps in 
Europe. It is an unlikely place to discover masterpieces 
by Leonardo da ^■incl or Delacroix, or to inspect antique 
Roman statues and Islamic ceramics, and it represents a 
daring exercise in decentralisation and eultural outreach. 
In theor>-, the Louvre lams will in turn generate economic 
gains for the town and the siii rouiiding region of tin? 
Nord-Pas-de-Calais. A c('rtain imternalism is here 
combined with calculations that were surely influenced 
by the Hilbao effect. As it liapiH*n.s, the new building opens 
its doors at a moment of acute crisis in which hundreds 
of jobs a day are being lost from the industrial sector in 
France. The shining visi(m of SANAA’S silvery minimalist 
sheds lloating over a roconstitutt*d landscajM* on top of 
iidisus(*d mine represents a gesture of extnune o|)limism 
in the face of dark realities confronting tlu^ post-iiidnstrial 
ec<momy. The people may or may not want art Init they 
most certainly need jobs.

The Loiivn* lA*ns is dispos<*d in five roughly oblong 
pieces strewn across the flat landscape rather like l>oats 
at anchor in a stream which lugs them in slightly dilferent 
directions. The mom<*nt y4)u rise from the road up a slope

1. (Previous page) austere 
landscaping by Catherine 
Mosbach alludes to the 
Industrial slag heaps that 
tower ever the town
2. From the air, these black 
pyramids dominate the 
landscape. The museum's 
series of delicate pavilions 
is a conspicuous presence 
amid an urban testure of 
repetitive residential units
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out by the architecture. Eitht»r you turn right into the 
closed and toplit hall for t<*inporar?’ (paying) esliibitions, 
or you filler off to the left into th(“ (free) great Gallery of 
Time in u hich the objects loaned from the Louvi-e in Paris 

display. The temporary exhibition hall is an entirely 
adequate shed for showing works of art and objects of 
all periods, materials and sizes, especially since its scale 
is broken downi by temporary |)artitions working as a 
secondary sj'stem of compartments linked along a route 
through wide openings. Currently there is an exhibition 
about the Renaissance which is beautifiilly installed to 
reveal works, objects and trt'atises at their best under 
a mixture of artificial light and natural light filtered 
through ceiling Ioiu’R's lx‘tw{*en slender steel cross beams. 
The exlhl)ition designer has also used colours sinii as 
Pompeii red and deep blue in combination with greys 
and off-white to establish a sequence of ptu'spt^ctives which 
enhance the objects on display while enlivening the overall 
space and luring the visitor frou) one section to another. 
Near the entrance is a lateral slot with benches 
which allows one to inspect Leonardo’s astounding 
The Virgin and Child ttith S( Atuie at one end and 
Titian’s magisterial imrtrait of Fran^-oUi ler at the other.

By contrast, tlu^ vast Gallery of Time, over 125 nietfes 
of uninterrupted exhibition space bridged by thin steel 
beams and flanked by the same sort of aluminium surfaces 
as are u-sed outside, raist‘s a lot (»f doubts concerning both 
the architecture and the museum installation. The ofllcial 
line promoting this ‘museum w ithout walls’ is that this 
is a universal corridor of history in which works can be 
compared laterally with ones contemporaneous with them 
from other societies. Ilonri-Loyrette, President Director 
of the Louvre, likes to quote the French autlior Charles 
P5guy: ‘the long and visible progression of humanity’.
This sounds all right in theory and there is even a line 
on the wall marking the millennia and the centuries from 
ancient Egypt all the way to Delacroix, a sort of potted 
version of the histoiw’ of art in several easy steps. But even 
this chronological model breaks down when one reflects

that ‘time’ in historj' has different meanings in say the 
Western and Islamic worlds, or in Ancient Rome and 
Mesopotamia, including different starting points, myths 
of origins, destinies and cosmologies. The fact that three 
works are all produced around A D800, for example, is not 
necessarily a sound basis for meaningful comparison.
'I'he idea of a museum representing ‘humanity’ of course 
derives I'nun the Fi-ench ‘Liimi5rcs’ or Enlightenment, 
but this rhetoric also comes in handy as a way of covering 
up the role of past French (and indeed European) 
Imix^rialisin in the acquisition of objects, for example 
from Eg> pt, Ancient Grwee and the Middle East.
The shadow of XapoUnm still falls over the Louvre 
just as the shadow of Elgin falls over the British Mu-seuin.

In reality one experioiuvs the works in the great space 
as a sort of jumble of individual incidents in which totally 
arbitrary connections are made In^tw^een foreground 
and background. Far from conveying a grand historical 
progression, the installation suggests a post-modern 
arbitrariness. The visitors wander around with audio­
guides close to their ears listening to potted explanations, 
and the wall texis are full of Geneva talk about the unity 
of ix’ople around the Mediterranean and suclilike fictions. 
Wiiat you end up with is a sort of tele-zapping v(u-sion 
of visual culture and a politically correct Europaekaging. 
In this ‘univi'rsar version of the historj' of art, East and 
South-East Asia hardly figure at all. No wonder, for in 
the diriding up of cultural territories (and spoils) in Paris. 
China, Ju|>un, South-East Asia and so on an.* the primary 
concern of the Musee (.Tuiinet rather than the Louvre. 
There is a forlorn window-shading screen orjali in n*d 
sandstone from a building of the Mughal period in India, 
and then* are some beautiful objects from Persia, but 
otherwise the historical centre of gravity is pretty far west 
aiul north. Another casualty of the linear pn*sontation 
of time is the phenomenon of renaissances, historical 
revivals and returns. The director of the Louvre might 
do well to ren*ad a gn*at French art liLstoiian of the past, 
namely Henri Focillon, who suggested that: ‘The principle

Musee du Louvre 
Lens, France,
SANAA

an^ on

3. (Previous page) the 
shimmering aluminium 
facade delicately reflects 
the grey northern sky
4. Skylights diffuse 
this cold glow through
a gamy false ceiling in the 
entrance lobby, where a 
restaurast and bookshop 
are housed in glazed pods
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whitih denature Uie obje^cts and convey the overall 
atmosphere of a suave luxury goods store in 
an international airport or an upmarket mall.
There was a split second when I thought I slumld be 
1 wkiiig for the price tickets of the objects on sale.

Almost in spite of themselves, SANAA produce 
the high-fashion effect in their buildings. Luxury 
goods, makt^-up and peiTunies account for a profitable 
coiimiercial bridge betw(‘(ui France and Japan these days 
(no accident that SANAA designed tlu‘ Dior building in 
Tok>'o, truly an example of miniinalist chic). Did I also get 
the feeling for an instant in the Gallery of Time of moving 
through a Keii/.o ad? Nor should the hook up be forgotten 
Ix'tween cultural institutions, plutocratic collectors and 
the art market in France, which has led to aberrations 
such as a Jeff Koons show at Versailles, and the 
installation of a trtmdy Indian artist in the once sedate 
galleries of the Uniinet. Tlie Louvre Abu Dliain, with its 
kitsch flying-saucer dome lloating over a kasl)ah six-star

which gives support to a work of art is not necessarily 
contemporary with it. It is quite capable of slipping 
back into the past or forward into the future. Tlie artist 
inhabits a time which is by no means necessarily the 
history of liis own tim(^’

Tlu* stands themselves in the great Imll have been (piite 
skilftilly designed by Studio Adrien Oardere, which has 
a lot of experience of chic museum interiors, and they are 
supposed to interact with the larger .space around them 
and above them, They are subtly lloated off the sinootli 
concrete lUxir by means of gaps and are varied in size 
according to the obje<!ts on dLsplay. Collectively though 
this does not really come ulfas the vast hall neutralises 
differences between works l)y its sheer overhead size 
and volume, and its imiformity of lighting. One desperately 
hopes for some kind of partitions like the ones which 
work so well in the U‘mp<>rary exhibitions apace, in order 
to respond to differences of scale. SANAA have sloijed 
the floor to follow the terrain, and tlie walls themselves 
are ever so slightly curved, moves which ought to activate 
the space, but these understated devices get lost in a haze 
of silver reflations along both sides. Somewhere or other 
I read a text by a curator or a designer claiming that these 
blurred reflections of art works and ix-ople would eiilianee 
the exp<Tienee and even suggest the absent works still 
back at L<mvrc EIQ in Paris. Talk about wishfti! thinking: 
In my view the silver aluininiimi side walls are a disijst«‘r

5. (Previous pago) 
fioor-to-c«lling glazing 
ilinminatot Hw circulation 
spaces of the museum...
6. ...this creates an 
interplay of reflection 
and transparency with 
the aluminium panels 
of the gallery spaces, 
and an externally legible 
division of function

The shining vision of SAXAA’s 
silvery iniiiinmlist sheds floating over 
a j*oconsfihit(?d landscape on top of 
a disused mine rejiresents a gesture 
of extreme optimism’
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SANAA’S sliver sheds could in fiwt serve better to show 
ol!’ large modern pieces such as Richard Serra’s brown 
steel Ihrgiied Ellipses or even maehin(< parts from a 
high-grade engineering linn. Somewhere along the line 
the architectural and artistic messages have got serainbhtd 
in this daring endeavour. One of the most misleading 
features of the ‘Hall of Time’ is the notion that both 
terms ‘time’ and ‘art’ are unambiguously imiversal.
On some levels maybe, but on others it is dilferencos 
of culture, meaiiiiig, site and yes even aesthetic intention, 
that count. One wonders too if the approach is not too 
‘art for art’s sake’. Perhaps there (‘ould be areas hcr(‘ 
and there which cordon olf individual works and explain 
their original context and function? ‘Art’ means dilVerent 
things in dilferent places and at different times.

One slides out of the Gallery of Time past Delacroix’s 
Liberty Lending the People over the barricades. This is 
presented unambiguously as the culminating point of 
roughly five and a half inillcimia: Vive La Fi-amM*! Vive 
la R»?ptiblique! On(^ then emerges again in the light of day 
in another transparent pavilion with three eylindru;al 
volumes sot down into the free plan, though in this case 
they are not made of glass but have white painted walls. 
Inside there arc more exhibits alluding to notions of time, 
with works from different civilisations dealing witli days, 
weeks, months and years through various frameworks 
of meaning. Again one has the feeling that this parallel

Musoe du Louvre, 
Lens, France,
SANAA

shopping mall (another of Jean Xouvel’s stunts) is also 
psickagwi in a whole lot of univei’salising rhetoric but 
Is surely also about globalisation and big oil money.
There are interesting questions here about how buildings 
communicate through association. The organis«*rs of the 
Lau\To I^eiis want to have it all ways: high cultmx* and low, 
elegant yet populist. There is a hilarious vidi*o installation 
in the lobby by Ange Leccia called ‘L’aniour Louvre’ which 
is projected onto the curved glass partitions and which 
moves suavely and elfortlessly between old black and 
white photos of miners, pithead gear and so(jty houses, 
and airbrushed versions of Renaissance female faces by 
well-known artists. This is certainly a top-down version 
of society made more for the i>osh visitors from Paris, 
Rnissels and London, than for the present-day working 
class population of Lens.

Of course, curators and museum directors love 
indulging their pet aesthetic and socud theories in 
tlioirmuseum spaces as one has seen, for example, 
with the Scrota hangings in the Tate Mwlern according 
to vague genres such as ‘Landsea|«?’. As a resuU one of my 
favourite Mondrians is completely overwhelmed by larger 
instiillatioiis ami is poorly lit low down on a high wall.
At the Qnai Hranly iluseum in Paris (AR October 300fi), 
Nouvel trivialised nnignilieent objects from diverse world 
cultures by inwrting them in a Tarzan jungle scenario with 
about as much allure as a disco plunged in s4'ini-darkness.
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treatment of works by themes is a little too cute 
and uverdime. Hack to curator laud wlieix.' exliibition 
organisers have to keep reshulHiiig the same cards int(» 
enlertaiiilug new packs Picasso and liis women, Picasso 
and th(‘ colour blue, Picasso and Malaga, or whatever.
All this keeps the wheels of tin* PhD machinery turning 
with oversized catalogues weighed down by tedious 
spwialist.s’ articles squabbling through their footnotes. 
For the moment the Louvre Lens has avoided this 
with quite a lucid guidelnxik which, if anything, suffers 
from binng simplistic, h'inally one can leave the miLseiim 
partsofthe building altogether to find the fifth pavilion 
at the other end which (•ontains a spacious auditorium 
for lectures and evening events.

So wlicre will all this leadt It is obviously far too early 
to assess the impact of the Louvre Lens on iks town and 
its region. (»ne of the best moments for me was when 
1 canu* across a school gr»>ui) in front of the Leonardo,

looking hard and even listening to their very intense 
teacher who spent at l(*iist 15 minutes analysing the 
work in several ways and teaching the pupils how to see. 
Museum-goers liave different attention .spans and then* 
are always those ime.vpts'ted moments of inspiration.
The word ‘museuin’ after all suggests botii the Muses and 
amusement. For the moment the museum and its park are 
rather cut off from Lens and there is the risk tliut visitors 
may circumvent the j)lace altt^ther. A pi*rsoii may arrive 
by train from Paris (a little over an hour for the few direct 
connections), or from Lille whicli is less than 20 minutes 
away and uith fast train coniu*ctions to London, Paris 
and Bnissels. A small bus transports the tourist from 
the station to the park where the long, low buildings 
of the mustaiin are, a journey of roughly 12 minutes 
(although there is usually a wait). Of course, others arrive 
by ear from the network of northern autoroutes and park 
as best they can, but whatever their means of transport, 
the visitors have little contact with the town and 
commerce of Lens. At prc.sent, there is rt'latively little 
to attract them, despite .several local efforts at the 
'’mus^i/imtion' of the former world of miners and mining. 
These days ditticnll histories including those of war ami 
social confllet (both part of this region’s past) undergo a 
sort of aesthetic camoutlage to suit manipulatt*d ‘memory’.

As I .sat in a dreary ri'staurant opposite the railway 
station staring down into the soothing brown surface

7. (Previous page) 
the Gallery of Time is 
aMalrauvIan 'museum 
without walls', essentially 
a space in which ob)ecls 
on loan from Paris are 
jumbled together without 
regard for the specificity 
of their origins 
B. Curved glass partitions 
define seating alcoves 
9. The curators lead 
the people to Delacroix's 
famous (and recently 
defaced) image of 
La Libert^, apparently the 
culmination of aH history

‘Tlio opiMtiioBs and lack ol‘protection of 
the works present severt^ sf^ciirity risks. 
On 7 Fi^lmiarv came (he news that 
J)elacroix’s Liberty Leading the People 
was vandalised bysoimHinc who scribhh'd 
on it ill indelible ink’

42 .\H M.VU<’ll‘>m;{



9

ofmy Lellt* beer, 1 could not help redecting upon all the 
different types of nmwHims, from palatial heai>s in capital 
cities, to linear ensembles in lamlscapt*, to unified spaces 
and great halls. The SANAA solution to the Lourre liCns 
Is based upon a more or less linear ari-angement with vast 
exterior surfaces easily accessible from the surroundings, 
a point which raises eoiicerns of security. 'I’lie building 
seems fragile given its weighty (xuitents. On the other 
hand, the two large, loplit hulls <‘un be modified at will, 
except for that i)roblematk: shiny aluminium wall inside 
the Gallery of Time. As it happens the openness and lack 
of protection of the u orks in tiu* Gallery of Time also 
present severe security risks. At the time of writing 
(8 February) the news has just come out that j’csterday 
evening the Delacroix Liberty Leading the People was 
vandalised l>y someone who scribbled the enigmatic, 
probably xwlitical message ‘AFIMI’ on it in indelible 
ink. That is bad enough, but sup|)osing it had been the 
Leonardo and a maniac- with a cutter# We live in violent 
times and some of this violence is directed against artistic 
patrimony, wludher it is blowing up roc'k-cut lluddhas, 
destroying ancient tombs, standing idly by as museums 
and archaeological sitc^s are lootcnl (as in Iraq), or burning 
manuscripts and naticniid Hbrarie.s to destroy identity and 
memorj'. ilaybe it is time to ship the masterpieces back (c» 
Paris when? tlu“y an? possibly safer# The cultural mission 
of decenti-alisation is already looking nither shaky.

As for the larger social and geographical thinking 
behind the* licmvre Lens, one inevitably poses the 
question: why Lems of all places, this nosedive of a town# 
Who would want to hang around in the town centre more 
than the time to pick up a snack (and in this area much 
gastronomic progress has to be made)# Dc'spite all the 
talk of deeimtralisation, maybe Lens is still tcu) close to 
Paris after all, espocially by moden\ transport# And liow 
aijpreciated will this institution be, given that it is imcleaj- 
exactly how it will enhance the local economy? Why not 
pul. it in a major provincial city like Tcmlouse, for example, 
which could gain from such a cosmopolitan endeavour and 
which has an immediate catchment »)f over three million 
])eople? Why not place it somewhere in the agglomeration 
of Nice (like the Fimdation Maeght at St Paul-de-Vence), 
with its five million people and its truly international 
airport, the st*cond most important in France? And if 
the ‘neglected north’ is the political slrategj-, why not 
stick it in Lille# Minutes later the TGV for Paris swoi)l 
in and I stfitled back into my scat as the fiat landscape 
shot by at HOO kilometres an hour. In a Hash, my mind 
shifted to HritaiJi, with its creaking, overpriced trains, 
its jumined roads, its Infected hospitals, its sliut public 
libraries, it.s over expensive universities, and its zero 
cultural budgets in major cities. I)(‘.spite all the 
quibbling, tlu* endeavour of Lou^Te Lens seemed 
worth entertaining after all.

Musee du Louvre 
Lens, France,
SANAA

Architect
SANAA
Photographs
Roland Halbe, 3-5.7-9
Hisao Suzuki, 1,6
iwan Baan, 2
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Townhouse, 
Tokyo, Japan, 
Ryue Nishizawa

TOKYO
Designed by Ryue Mshizawa of SANAA, 
this house of floating concrete planes and 
glass walls contrives an ascetic domesticity 
tempered only by nature
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3 1. (Previous pofe) ftie 
house is stacked iike a 
ciuh sandwich between 
less permeable facades
2. (Previous page) 
occupants are utterly 
exposed to the neighbours
3. Gauzy curtains enclose 
and screen the bedroom 
on the third floor
4. (Opposite) the 
arrangement of floating 
concrete slabs recalls 
Corb's Dom*ino frame, 
reprised and reworked
in a very different context 
nearly a century on

building's Unit have vituvs right into 
tlu’ houso, it is (lilHcull to make 
sense of the building at an urban 
level. While we ait' p(*rhai)s used 
to seeing the Japanese honse as 
something that is inward-looking, 
this is the opix>site a house for 
looking into. The project also 
questions tlie notion of permanence. 
Is it a pop-up house, here today 
and gone tomorrow^ What if 
another owner, less enamoured 
with gardening, moves in and takes 
all the greenery away - surely it 
becomes loss lovely and a completely 
dilfertmt proposlUtm? In many ways 
the contingency of the greenery adds 
to the fragile nature of the whole 
constniction. The hard concrete is 
a familiar sight witliiii the fabric of 
the city, and in |>arts so are balconies 
crammed with plants and flowers; 
but here we have a politic essay 
that collidi's these two worlds into 
a conceit that is fantastical and 
yet very domestic.

This provocative project also 
interrogates the notion of domestic 
space and how we live. Is it having 
the di'taohiKi address that is the 
luxury, or is it the vertically stacked 
self-contained world that is bespoke, 
t'ceentrii! and very personal# There 
are issues of privacy with bedrooms 
open to thii stair, (jnestions of 
seasonal occupation after all it 
still gets cold in Tokyo (down to 
2°C in January) - where the use of 
the outside spaces must Ix' limited.
It is disappointing to sec that the

mot if that is visible from the street. 
It is difficult to ignore the prosaic 
conconis that arise from minimal 
railings both on the staircase and 
the rcMjf terrace, but presumatily 
it is a risk that has been evaluated. 
Do they really do things so 
differently over there#

What makes this little building 
extraordinar>- is the use of planting, 
mainly in pots, that not only 
animates the facade but also 
ixmetrates deep into the house.
The architect’s drawings of the 
section are cartoons showing no 
fiK'ados, just a series of horizontal 
shelves inhabited by trees, plants 
and the odd chair and table.
The result in many ways is exactly 
that - an inhabited diagram.
A further layer of domesticity is 
added through the use of fine gauze 
curtains that allows for some form 
of privacy. They are {X'rhap.s a nod 
to Shigeru Ban’s Curtain House, 
also in Tokyo, completed in 1905. 
The difference is in the parti Ban’s 
liouse still differentiates betw«‘(Ui 
inside and outside, while here the 
distinction is far mort' porous. 
Indeed the fl(X)r finish to some of 
the exterior spaces is ai'tiially earth, 
and the joumoy to the batliroom 
requires you to go outside, perhaps 
barefoot, taking a few steps before 
sliding the frosted door to irome 
inside again.

Looking from the outside, at 
street level, or more signilh-antly 
from the windows of the flanking

Townhouse, 
Tokyo, Japan, 
Ryue Nishizawa

REPORT
JAMES SOANE

Tokyo is a city of juxtapositions. 
From Zen temples to temples of 
Mammon, falling-down timber 
shacks next to polished glass towers, 
ami tiny ix)cket gardens near 
immaculate formal planting. So this 
fcuir-storey house by Rjnie Nishizawa 
(one half of SANAA) appears to fit 
right in by definition. The question 
is whether this is enough.

The structure is articulated as a 
series of concrete slabs, apparently 
floating, though on closer insi>ection 
there are three dilferently-shapiKl 
concrete columns holding up the 
structiHx* as well as a spindly corner 
metal column Le Corbusier’s 
l)oin-Ino frame rcviaitwl 99 years 
on. The ground floor is a caravan-Hke 
arrangement of seating, storage, 
kitchen and dining. A lightweight 
metal staircase connects all the 
floors. The first floor accoimmKlate.s 
a tiny hiHlroom (open above and 
below) and an L-shaped open 
balcony with an outdoor meeting 
riMim. On the second floor, the stair 
tx‘<‘oim^ enclosed, and there is an 
outdoor space leading to a self- 
contained bathroom at the rear of 
the building. Rising up to the third 
floor there is a second bedroom, 
a jirivate terrace to the front and a 
linear stair, again outside at the rear, 
holding up to the roof terrace. Here 
a clmilar cut-out in the roof slab 
presents a Modernist architectural

r “

*! '
i

y-
e

secHofl

46 .\KiM.\RCll20in





* ^
9

I

J

-W s 9

■fr

third floor plan roof plansecond floor planfirst floor plan

^ound floor plan I living room 
kitchen 
dining room 
bedroom 
meeting room 
bathroom

Z
3
40 2m
5
6

internal climate control is through 
standard air-conditioning easstdte 
units mounted to the wall with the 
requisite chiller on the nH)f. It would 
have been wonderful to think that 
somehow the vegetation hud a 
positive eifect on the mliu'cmlimate 
of the home - perhaps it doesf 

Less of a machine to live in 
and more of a Ihing appliance; 
a propagator for plants and people. 
This house is of the moment. Like 
the much larger 1111 Lincoln Road 
project bj' Herzog & de Meuron 
in Miami (AR June 2010), this tiny 
structure plays with the economy 
of the concrete slab as an organising 
device, then inhabits it in an 
unprecedented manner playing 
with eonventions of outside 
and inside, facade and interior, 
nature and artifice. It represents 
the uncertain fate of Modernity, 
while embracing its legacy.
Its graphic presence on the street 
demands scrutiny, while onci* inside 
the city dematerialises into a series 
of views mediated by nature.
The designer finishes and minimal 
detailing demand a rigorously 
ascetic lifestyle, at the same time 
requiring the owner to literally feed 
and water its organic inhabitants. 
Although not a model that is likely 
to be seen as a prototype, it feels 
like a call for action, challenging 
hou' we want to or should be living in 
cities. For that it is to be applauded. 
(I am just not sure I would wish to 
be its custodian.)

5. A packed earth floor and 
lush planting lend an organic 
softness to the dominant 
language of hard concrete 
and glass planes
6. (Opposite) the vertiginous 
spiral stair forms the spine 
of the building

5

Architect 
Ryue Nishizawa 
Photographs 
Iwan Baan

Townhouse, 
Tokyo, Japan, 
Ryue Nishizawa

i
site plan
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CHINESE
CHEOUERS
The ‘sliced porosity’ of Steven Holl’s latest 
Chinese mega-project is a graphic presence 
implanted in the pulsating heart of Chengdu



Mixed-use 
development, 
Chengdu, China, 
Steven Holl 
Architects
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AUSTIN WILLIAMS blocks are a rt‘00gnisabk* Htjll presence, 
looming over the main thorouglifare. Hut by 
setting the Imildings back even further than 
the neiglibonring l)locks, tlie pedestrian floAv 
at street level is allowed to thin out and as 
such, the design iiu’oryorates a pedestrian 
l(!V«!l tmgag4mumt that belicvS the height of 
the main structures and blends widl with 
the human scsth' and the urban context.
On a balmy January afternoon, construction 
workers and olllce staff alike la/o on the 
seating surrounding new sunken gardens, 
fountains and i)onls. Chengdu’s self­
promotion as the *laid-ba(k’ city of China 
seems to be refleet(Kl and celebrated by this 
urban scene - a plaee of gardens, open space 
and public congregation.

Holl’s building, a series of linked lowers, 
enclos<\s a procession of tiered public piazzas. 
Again, the link with tlie level frontage 
is a subtle enticement to enter. What might 
liave been a ratluu- IVn-eboding structure 
actually presents an accessible ramp'^d 
(or travelator) ♦•ntrance into the heart of 
the complex. Ilolfs ‘trademark’ corner entry

Uenmin Road - Pe<iple‘s Road is a six-mile 
long, dual carriageway that nins thnjugh the 
centre of Chengdu. It is 10 lanes wide (or 13 if 
you allow for the tendency of Chinese* driveu's 
to ignore road markings) and south of Mao’s 
statue in Tianfu Square, it’s as straight as an 
arrow. Kven thniigli this main arterial mute

like most roads in Chengdu is a thick 
st‘a of honking congestion, the kx'al stn*et 
scene is actually jis pleasant and urbane as 
New York and as lively and crowded as Delhi.

On either side of the fiO-metre-widc 
highway, the tree-lined pavements are 
a bustle of activity. While the road tnilHc 
chugs through the middle, a llolilla of e-hikes 
invades the pavennmt with no intention of 
slowing down. The pavement is a casual mix 
of tratfic and children. Its urban frontage of 
residential and coimm>reial, of ofllces and 
eateries, means that there are always »!r(nv(ls: 
chatting, strolling, s|>itting, idaying mahjong 
or dodging motorcyclists.

One of tlu* busk'st inters»*(dicms of Uenmin 
Road, at the South S<'etion Ring Road, Ls the location plan

92 -\R



3 Mixed-use 
development, 
Chengdu. China. 
StovonHoll 
Architects

1. (Previous page)
Noll's towers are
a dist1r»ctive and graphic 
addition to tho dense 
urban fabric of Chengdu
2. Set back from the 
street, the blocks widen 
the pavement and Invite 
passers-by into the square
3. Poets reflect the 
(so far) gleaming 
polished concrete 
of the facades
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Mixed-use 
dovolopment, 
Chengdu, China, 
Steven Hell 
Architects
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section AA

points play with the parallax views of the 
towers, especially so on the moving wallovay. 
And the front elevation balustrading at 
firstdlooT level provides an op|K>rtunity to 
look out over the frantic street life from the 
relative ealm of the interior, or to glimpse 
the Tai Chi pensioners in the gymnasimn 
opjiosite, bnt it also acts as a lure.

one of Asia’s largest real estate companies 
based in Singapore) was r<‘quired to ensure 
that public access was prioritised, hence the 
centrality of the pia/za concept.

Steven Holl’s ;ti)0,(K)0-square-metre 
shopping mall, with commercial and 
residential above, is the first major building 
on the site. In essence, it is a mixed-use 
development comprising apartments over a 
IM)dium block. The shopping mall design and 
fit out which has obviously had no expense 
spared in imirble (looniig and sandstone 
cladding was done ‘by others’.

Construction started in 2007 and 
the apartments ai(* still being fitted out. 
That’s quite slow for China, but this was a 
complicated build even by Chinese standards. 
Huge excavations; 0am to npm working liours 
to minimise noise impact on neighbouring 
housing; and a tight site that meant that the 
comprmnd liad to within the boundary of 
the site itself and lilted as the building came 
out of the ground. Adtled to tliis, strict 
l)uilding codes that w(we implemented In 
the aftermath of the Sichuan earthquake 
the devastating tremor registering 8.0 on 
the Richter scale, that killed approximately

Mixed-use 
development 
Chengdu, China, 
Steven Hell 
Architects

Social construction
On Google Maps, this site still shows up 
as the location of the Siohnan Provincial 
Museum, home to artefacts ranging from the 
Xc'olithic to the Qing Dynasty (and including 
famous revolutionary heritage relics ofthe 
Red Army’s Long .March to Yan’an). However, 
the museum was demolished and its contents 
pla< cd in storage five years ago, Ixn-ause the 
area was earmarked for redevelopment Into 
what the tourist information maps call, the 
city’s ‘Amusement Zone’. Promot»Kl under the 
ethereal but architecturally literal title ‘Sliced 
Porosity’ more of this later this building 
is, in fact, the Rallies Shopping Centre and 
gaudy logos adorn many of tlie elevations.
As part of the deal to replace a public 
museum, the developer (CapitaLand,

4. (Praviout page) 
tha graphic clarity of the 
facadaa is exteiMlad to tha 
iliBgrammatiG simplicity of 
tha landscaping and pools, 
recalling tha aesthetic of 
Minimalist sculpture
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section 6B

70,000 p«'ople in 2008 (as Stcvoii Holl released 
the first press txdease about the works 
commeneliiff) wliichhad its epieentn* just 
50 miles from this site. If this building is 
merely viewed as the embodiment of the spirit 
of genuine regional reconstrueti«»n in China 
then it is a remarkable achievement. Such 
economic and social resilience puts \Vest«!rn 
risk aversion into stark relief.

Build quality was a high priority in tliis 
proje<*t. The internal construction standards 
are a little shoddy, with badly fixed iiisiilution 
(but at least there is insulation) and no vapour 
l)arrier or im^aningful cavity closers. However, 
Holl's insistence on the quality of the external 
finish deserves mention as, lemarkably, the 
exteri«)r of the building is fair-faced concrete 
which has no surface treatment. The intense 
whiteness of the building, the sharp arrist's.

the suuM)th appearance, the vertu^al lines 
are simply testament to th«* quality of the 
workmanship and the relentlessness of 
the quality management. It is no mean 
feat attaining either in China.

Tlirts* hundred wall samph* panels were 
made, inspected, rejected and perfected to 
engender the required standard of finish.
With l,4f)0 people working on the project at 
one time in the last few months, the project 
manager deserves special credit. In fact, here 
in China, where so many projects are handed 
over at detailed design stage with no concern, 
or control, over the finished performance, 
tlie pristine appearance of this building 
is not far short of miraculous. Inevitably, 
the pollution, the ever-present threat of rain 
and this building’s pseudo-Modernlst lack 
of external drip cills will undoubtedly cause 
streaking in the not-too-distaiit future, but 
for now, the building looks very sharp indee<l.

Two recesses in the building contain the 
‘pavilions’. The one designed by Lebbeus 
Woods and artist Christoph a. Kumpuseh, is a 
spatial array of fluorescent tubes, Rising over 
three tioors, there is a simple metal staircase 
in the centre that allows people to walk

throiigli it and oiil to cantilevered viewing 
galleries. The sculpture lights up at tipin to 
create what Woo<ls suggested would be ‘one 
that gives us the op|>ortunity to experience 
a tyiK‘ of space we haven’t experienced Ix-fore’. 
Having expt*rienced the sculpture several 
times, there is something arrogantly fatiit)us 
and, at the same time, incontrovertible In that 
statement. Actually, the botched manufaclure 
of the light bo.xesjars with the fine work of 
tlu? overall building, but it was ‘interestiug' 
to SCO how a relatively ungainly sculpture - 
when viewed from outside look4>d (juite 
jaunty, from within, when the lights were on.

The second pavilion is a (Tchry-es<jue 
Corten enclosure (that is actually oiK*n to 
theelements) containing a small auditorium 
of tiered seating in locally harvested baml)oo. 
Originally promoted as a history museum 
(as a guilty memory of the demolished 
Provincial Museum), it is now more likely, 
say the develoi>ers, to be a corporate events 
gallery. It is situated on a flat roof cut out 
of the main block and is one c»f the more 
interx'sting, althougli publicly inacces.sible 
places. Ovorlooklng t he l»50s ilao-cra 
concrete residential blocks on the north side

‘In its simplest form, TIoll's
building is an engineering model 
writ large: a straightforwjird 
reflection of the structural
forces at work’

\n )IAK4'll i0ia 59



5Mixod-uso 
development, 
Chengdu, China, 
Steven Holl 
Architects
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5. The logic of Hie 
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of irregular geometries 
that serve to humanise 
the relentless grid
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and Into the pavilion piaz/as to tlu* south, 
it has a vimiinanding prosonce* and is a slightly 
sn|H*rioi' scali)tiiral and architectural rival 
to the licblanis Woods pavilion opposite.

buildings b<*yoml. Hou'cver, the arehitect 
claims tliat rigorous analysis of sun-path 
diagrams I'csulted in the tinal Conn.
(Funnily cjiough, Chengdu has one of the 
lowest nuinlu!!' of hours of snnshiix' in China 
and locals t(dd nu‘ that ‘in Chengdu, you never 
see tile sun’.) No mutter: the towers wert^ 
apparently slic4‘d away in helio<lon model 
tests as the maths took over the cutaways 
represenUni by glazLi^ in the actual building; 
uncut walls represented by the concrete grid. 
One online wag noted that ‘Steven Holl totally 
knows how to put a foam-cutter to good use’.

Even though this sun-path explanation 
isn’t totally convincing (because it refers to 
the sun angles on just one day of the year), 
then* is something relentles.sly logical alxmt 
thi.s building. And there’s the rub. As the 
culmination of evidence-bas«*d design, maybe, 
the elleet has lx*en to create som<>thing 
mort^ clinical than spiritual, Admittedly, 
thespac4!s are agreeable, the shajx^s are fine, 
the landscaping is reasonabh?, tlic overall 
effect is pleasing. Lebbens W<mjc1s’ sculpture 
is‘interesting’. Fiidoubtedly, tlx- public, 
ifajxl when they decide to populate this 
spa<‘e, will enjoy it. What can I say? It’s ‘nice’.

Thert* is something relentlessly 
logi(^nl about the building. As the 
ciilininatioii of evidence-based
design, llie elfeot has been to 
create soinething more clinicalForm follows daylight

In its simplest form, Holl’s building is 
esscmtially an engineering model writ large: 
a sti aightftu'wai d ndleetion of the struetural 
forces at work. Uneonipromising diagonals 
are positioned at the most structurally 
eftiei(‘nt hx-ations regardless of their slightly 
disjfiinted aesthetic. Rather than (*xtendlng 
from corner to corner of the square window 
grid, many arc off centre, which results, in 
places, in tiny triangles of glazing arising from 
the structural logic. These little quirks tend 
to humanise the grid somewhat. Ironically, 
this humane element is thus derived from 
not intervening, consciously. Or maybe, 
by not consciously intervening.

I lull has said that he tries to ‘come up mth 
a concept that has a <h‘eper meaning tlum just 
a Ibi'in’. In an intervi<‘w witli J(js(^ph Masheck 
in 2002 he noted that: ‘'I’he very first thought, 
the meaningful first diagram, the “concept” 
for till* building, is a eomliinatioii of eye and

than Spiritual’

mind and hand, and, one hopes, tlie spirit.’
A deride later, Holl’s initial watercolour 
sketches for ‘Sliced Porosity’ are proof 
that he is .still engaged at a human level 
withhis arehitcctnral concepts.

But one man’s ‘distinctive (x*uvre’, 
isanother man’s creeping laziness in the 
generative use of form follows function.
So, for <*xample, while the structural frame 
represents the output of an engineer’s 
softw are package, the overall layout of 
the building is the culmination of a sun- 
pathanalysiH. The local building regulations 
demand at lejist two-lioiirs of sun per day for 
the piazza arai and surrounding apartments. 
This shouldn’t be difUcult as the building is 
on a north-south axis witli the western edge 
exposed to the wide stnxd and low-level
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Contemporary 
Art Centre, 
Cordoba, Spain, 
Nieto Sobejano 
Arquitectos

CONGREIEMUBESOUEDrawing on the richness of Islamic forms and 
geometries, Meto Sobejano’s new art centre 
in Cordoba reinterprets ancient motifs through 
contemporaiy materials and spatial relationships

62 AR MARCEl-»Oi:»





2

i;>: >* ):-v V*r ■ ■ 7\./-« V 'r.'. V'

• -.•.►« .
V. > V W.V

■:i ’ I■A : ■«- •'•■V; 1 A'
\ »J

f A< sr\ .
tV

J

Ji,v

REPORT
DAVID COHN
Working in C6rdoba, Spaiii, the Madrid-based 
architects Fuensanta Xieto and Fnrique 
Sobejano adapt principles from Islamic 
geometric patterns in both the organisation 
of their Contemporary Art Centro Cdrdtfba, 
and in the design of its facades. Inside, 
a ehiiiii of irregular, hexagonal exhibition 
spaces string through the otherwise 
diaphanous interiors. Outside, the nearly 
opatjue facades are relieved by honeycombed 
screens that follow the same irregular 
but logical patterns.

The seed t»f the design lies in the 
siibdmsion of a regular hexagon into three 
im'gular hexagons, leaving thnn* smaller, 
four-sl(l»Hl leftover spaces betwwm them.
Esudi cluster of three hexagons, measuring 
150, IH) and 00 square metres res|x’ctively. 
forms the basic unit of the exhibition galleries 
and Is R'peated al<»ng the building’s length, 
with changes in orientation, three times.
A smaller, fourth cluster otftlie entrj’ 
forms the cafeteria, and a larger cluster is 
dedicated to the ^)Iack box’, a multi-purpose location plan
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Contemporary 
Art Centre, 
Cordoba, Spain, 
Nieto Sobejano 
Arquitectos

1. (Previous pa^e) the 
non-orthogonal geometry 
of the facade eitends the 
cellular rhythm of the plan
2. The building occupies 
a riverside site on a 
peninsula overloohing 
Cordoba's old city
3. Programmable LEDs 
hidden in the wall surface 
turn the facade Into a 
glowing geometric screen

spare for performances and other events.
The underljing regular geometry of th<f cells 
allows them to couple s<‘amlessly, formitig 
a stKjuenue through the ccntrt‘ of the building, 
inchidirg four open-air patios in internmcliiite 
spaces, and c,reating surprising cross-views 
between them. Areas of orthogonal space 
frame the galleries on both sides. On the side 
of the building overlooking the (Tuadalquivir 
River, a long gallerj- jjrovides independent 
access to each cell, and end.s in a media 
library. At the back, the cells open directly 
into the area of artists’ studios, with oflices 
and laboratories on the level above them.

This repetitive cellular design, non- 
hierarchic and ‘isotropic’ iu the terininohjgy 
of the architects, bekmgs to one of tlw* more* 
interesting developments in contemporary 
Spanish archittKjture, the ndurn to 
Orgaiiicisiii. Inspired by Hruno Zevi’s lb l5 
book, Toicard-s an Organic Architecture, 
and the work of Frank bloyd Wright and 
Alvar Aalto, Spanish Organidsts in the 
11150s and ’60s us(vl many of the same* id(!as, 
asseen in Josd A Corrales and Haindn V 
M«»kv,un’s honeycomb-like Spanish i'avilion 
at the lOSSl'niversal Kxhibition in Urussels,

‘Its solidity, its delined geometric 
forms, and its inventive use of 
Cordoba’s Islamic heritage plays 
directly against the virtual and 
placeloss nature of t he art’

orthehy|K)style hall of Jose Marfa (iarefa 
de Paredes’s 1064 Almendniles Church 
in Madrid. In the past decade, a number 
of Spanish architects have stepped away 
from Functionalist or Minimalist formulas 
to return to such ideas, most notably Luis 
ilaiLsilla and Emilio Tun6n in their 2005 
MUSAC Museum in Ledn. Like Mansilla 
and Tiuidn, and indeed like their Organicist 
predect*ssors, Xioto and Sobejano bring to 
this formal play the same discipline of means, 
materials and <letailing that characterised 
their earlier, more restrained works.

The Cdrdoba Contemporary Art Centre 
is located on a peninsula opposite tlie old city 
and its historic mosque. It is sited on the far 
side of the peninsula, where a congress centre 
was originally to have been built. In 2002, 
Rem Koolhaas’s competition-winning scheme
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Cordoba, Spain, 
Nieto Sobejano 
Arquitectos
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centre was cancelled Ijy C6rdoba’s new Mayor 
last year. Plans to put tlie arts centre into 
operation ‘have come to a halt’, according 
to Sobejano, due to lack of funds and higher 
l>riorities. The architects have proposed 
to turn the building over to ‘groups of young 
artists, collectives, people who need space 
more than money, like the Tabacalera’, 
says Hobejano, referring to an 18th-century 
tobacco factory in Jliidrid that tlw* Ministry 
of Culture has ceded to neighbourhood 
collectives for social and artistic activities. 
Thus, a brand-new, 22 million euro public 
building has the same throwaway value 
in crisis-ridden Spain as a mined factory.

Curiously, this convergence is anticipated 
by the Nieto Sobejano design, witli its reduced 
palette of exqiiisitely-lmndle<i, ‘tough’ Jlnishes 
that purposely emulate industrial stmetures. 
Inside the building, the marks of formwork 
boarding on the thick, expose<i load-bearing 
concrete walls and ceilings are as regular 
and measured as laid brick. Fl<K>rs are 
of magnesite, a s<*amless. high-strength 
industrial paving of jiggregates and resin.
For the steel doors, balustrades and framing, 
special techniques were used to increase

for the latter left the site open 
moved his project closer to the old city, 
proposing a dynamic, linear stnioturc 
that pointed diagonally towards the 
mosque. Theor regional government 
of Andalucfa, organised a new competition 
in 2005 for a facility on the site that would 
include artists’ workshops and e.xhibition 
spaces, ‘a centre for new modes of expression, 
digital art, video art, all that is intangible’, 
explains Knrique Sobejano.

With heavy cutbacks in public spending, 
both projects are now in limbo. The congress

Koolhaas Contemporary 
Art Centre, 
Cordoba, Spain, 
Nieto Sobejano 
Arquitectos

5. Each cell Is top-lit by 
a skylight the shape of 
which echoes the plan of 
the space that it pierces
6. In a modern reprise of 
the Moorish pierced wall, 
daylight dapples into a 
corridor through irregular 
openings in the facade
7. (Opposite) these lights 
appear as inverted or 
prolapsed versions of 
the cones at La Tourette; 
they also refer to the 
vaults of the Alhambra

6
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by a stretched translucent membrane, 
that is identical in shape to the room itself. 
The thick, hollow walls between cells are 
accessible for both mechanical semces and 
mounting exhibitions, with circular ‘pores’ 
that bore through the walls on a HOOmm grid 
for use in installations. Each cell can be closed 
oQ'as an independent exhibition area using 
motorised steel pocket doors that descend 
from the upper part of the wall. The studio 
area is equally flexible, with spaces separated 
by sliding steel doors, allowing artists 
to occupy one or more studios as needed.

The exterior facades an' clad in prefab 
panels of GRC (glass-reinforced concrete). 
Th(‘ir screens use the same hexagonal 
patterns as the galleries, which again 
are manipulated at different scales and 
orientations. The long screen facing the river 
is actually a bas-ielief, and each indentation 
is furnished with indirect LEI) lighting, 
converting the facade into a media screen 
with 1,600 ‘pixels’ for projecting moving 
images, a concept that the architects 
developed with the Berlin studio 
realitiestunited. The windows of the oUices 
on the opiK)site side of the building have

the scale of the multi-hiied, crystalline 
surface patterns that are characteristic 
of galvanisation. ‘We didn’t want a neutral 
space’, explains Sobejano, ‘but spaces uith 
a high architectonic charge that artists 
could respond to.’ In its solidity, its delined 
geometric forms, and its Inventive use 
of C6rdoba’s Islamic heritage, the design 
assumes a physical presence tliat plays 
directly against the immaterial, virtual 
and placeless nature of the art it was built 
to promote.

Sobejano compares the inverted pyramidal 
ceiling of each gallery cell to the Islamic 
mugara^, the intricate patterns of miniature 
corbels, squinches and domes found in many 
of the \'aulted ceilings of the Alhambra.
Rising to different heights, t'ach ceiling 
slopes down to a hexagonal skylight, covered

Contemporary 
Art Centre, 
Cordoba, Spain, 
Nieto Sobejano 
Arquitectos

8. The cells can he riivMed 
hy massive steel pwlttlons 
that descend from above
9. (Opposite) a pid of 
circular pore-like fixings 
in the walls enables
the Installation of 
many different hinds 
ef art worhs

‘Sobejano describes their search 
as interpreting contemporary 
architecture and space using 
Islamic geometric rules, which 
are actually quite contemporary'
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a conventional pierced screen. The concept 
of the embossed facade is a regular theme 
in the work of the architects. Bas-relief 
mapaofM6rida cover the facades of tluiir 
congress centre there, and tlie randomly- 
pierced aluminium panels of their addition 
to the Ran Telmo Museum in Ran Rebastidn 
(AR July 2011) are designed to host liclien and 
other vegetation. Here the perfect surface of 
the GHC is pockmarked, like Swiss cheese, by 
the organic irritation of the irregiilar hexagons.

Nieto Sobcjano expertly sculpt the 
massing, using the high profile of the black

box to frame the long oi>enmg on the? stiulio 
side of the building, for example. This strategj- 
recalls the massing of IM Pci’s East Wing of 
the National Galler>- in Washington, another 
design developed from non-orthogonal 
geometry. The connection reveals the 
great distanc'e between the two works, 
from the regular triangular grid of tiie East 
Wing to the open-ended, bubble-like chain 
of spaces of the Cbrdoba work. Nieto Sobejano 
break oiK*n geometrj to organic accident.

Sobejano relates that they first became 
interested in Islamic pattern wlien working 
on the visitors centre at the site of the 
Madinat al-Zahra Palace north of Cdrdoba 
(AR April 2000). The project won the .Aga 
Khan Award in 2010 and has led to new 
commissions in India and Morocco, where the 
architects continue to explore these themes. 
Sobejano describes their search ‘to interpret 
contemporary architecture and space using 
Islamic geometric rules, which are actually 
quite contemporary they are not centred, 
tli4!y expand in all directions, and they 
are combinational. You define three or four 
parameters, and everjAhing comes out of that. 
It’s a pmfoundly modem way of thinking.’

Contemporary 
Art Centre, 
Cordoba, Spain, 
Nieto Sobejano 
Arquitectos

ID. Irregular vermiculatlon 
allows light to penetrate a 
corridor as if the concrete 
were as delicate as a 
rice-patterned ceramic
11. An austere enfilade 
of exhihitfon spaces
12. (Opposite} light 
plays across ths crisply 
shuttered concrete

H

Architect 
Nieto Sobejano 
Arquitectos 
Structural engineer 
N.B.35
Lighting facade
Nieto Sobejano and 
realitiesiunited 
Photographs 
All photos are by 
Roland Hal be except for 4
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1. Thfl RCA places
an emphasis on craft.
It gives over about half 
a programme's space 
to vroriishops
2. The machine hall is the 
unifying space of the new 
Dyson Building; It will 
double In length when the 
Woo Building is completed

LONDON 
SCHOOLS 
PART ONE 
ROYAL 
COLLEGE 
OF ART
Set within a national story of transformation 
in higher education, three of London’s art and 
design schools are reshaping their identities 
and spatial organisation siniultaneoiisly.
As the Royal College of Art splits into two 
equal campuses, Central St Martins is united in 
a single building from a dozen sites, and London 
Metro])olitan merges its art and architecture 
schools into one. This first article reports on 
the social and pedagogical agendas shaping 
the RCA’s latest changes
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While the student experience may well 
be affected by this numerical growth, it Anil 
perhaps be more influenced by this splitting 
of the college in two. For an institution that 
has flourished on the intensit)'of interactions 
intimately staged in a smgle place, this is 
potentially risky. Isn’t there a danger that the 
outpost south of the river aaiII undermine the 
main c“amp? Or, to quote Philip Larkin (from 
another context): ‘Why did he think adding 
meant increase? To me it was dilution.’

RCA Rector Paul Thompson is quick to 
quash this line of thought: ‘We don’t want two 
separate centres. We AA'ant to encourage the 
people who are based in Battersea to come 
up to Kensington, either for social e>-ents, 
or lectures in the eA’ening, or the librarj*.’ 
There is an hourly shuttle bus, which on 
a A’erj'good day takes a mere 11 minutes.
But, of course, at an institutional level the 
character of this transformation is critical.

‘It has been the most debated part of the 
deAclopmeut,’ says HaAvorth who instinctiAcly 
saw the tAA'o campuses as both different and 
the same, Avhole in their own right but also 
partial a paradoxical position he expressed 
succinctly AAith a photograph of the artists 
Gilbert and George. For Thompson, it is a 
great opportunity to update the RCA’s 
identity. ‘Everyone has ahvays tliought of us 
as being “Kensington”, “The Royal Borough”,' 
he says. ‘Battersea docs cast us in a different 
light. It is becoming more and more a centre 
of activity in London AAith the American 
Embassy, the development of Battersea 
Power Station, and in design terms it’s 
already got Vivienne WestAA'ood, Norman 
Foster and Will Alsop, literally on our street.'

Coming oA er Battersea Bridge, the new 
campus is one block back from the RiA'cr 
Thames, behind a bloated apartment building 
by Norman Foster, pi-actically dumped on 
his own doorstep (against the conA'entional 
wisdom), on the site next to his office.
‘It's a part of the city that we Avork in quite 
alot like the Young Vic at the Cut inthat 
second layer of London set back from the 
river, where it becomes more visceral and 
AA'orkaday,’ says Haworth. ‘That has generated 
the physical appeariince. So it’s got a Acrj- 
direct functional me.ssage as an aesthetic.’

The effect is quiet, unassuming, even 
reticent. The saAA'iooth rot)fs evoke the 
industrial architecture that is typical of this 
area historically, the pared-back materials 
emphasising this point. It works A'ery well 
for the functional parts, but the more public 
areas that lino Battei-sea Bridge Road 
required greater transparency, and the gear 
change betAA’een these two conditions has not, 
for me, boon completely successfully resolved.

MoA'ing along the perimeter, the building 
quickly has to shift bet\A'een mute studios, 
Avelcoming gallery (though currently only 
open AA’hen a shoAV is on as the main student 
entrance is at the rear), and culminate in 
the commercial reality of retail. It is a bumpy

REPORT
WILL HUNTER
The Royal College of Art styles itself as 
‘the world’s oldest art school in continuous 
operation’, a proud boast that slightly 
falters on its technicality, setting the mind 
wonderingly off onto some intermittent older 
riA'al. But the point is that the RCA is very 
old (established 1837), and where it is surely 
unrivalled is in its alumni. The headline names 
are glittering enough - IlenrA- Moore, DaA id 
Hockney, EdAvin Lutyens, James Dyson - but 
there is little diminuendo in the ‘second tier’ 
(David Adjaye, Frank Auerbach, Christopher 
Bailey, Peter Blake, Quentin Blake, Ossie 
Clark, Robin Day, Thomas HeatherAAick, 
Barbara Hepworth... the roll call goes on).

At the end of last year, the college 
attempted to condense this breadth of 
achievement into its Kensington galleries 
for The Perfect Place to Grow, an exhibition 
to celebrate its 17Sth anniA’ersary. The show 
title is doubly ironic - knoAAingly so when it 
borrows its name from a work of art by Tracey 
Emin, who famously hated her time there and 
smashed her paintings with a hammer in 
its courtyard: and then surely inadvertently, 
as a AATy comment about a coUege that rapidly 
outgreAV the Danvin Building, the home 
completed by HT Cadbury-BroAAii in 1962.

‘For so long the RCA has existed on slightly 
substandard accommodation,’ says Graham 
Haworth of IlaAvorth Tompkins, the architect 
of the college’s recent expansion, ‘and because 
you haA’e to charge more fees doaa’, people 
want proper facilities’. The practice Avon 
a competition in 2007 to create a Batters€*a 
campus around the lonely sculpture 
department which liad decamped there, 
to a conA-erted industrial building, in 1991. 
Satisfying the urgent need for fine art studios, 
the first completed addition was the Sackler 
Building (2009), essentially a ncAV building 
inside the brick shell of an old factor?-.

The next tAvo phases are the Dyson 
Building and the Woo Building, Avhich have 
been split for funding reasons but were 
conceived as one. The first - named after 
inventiA'e alumnus and sponsor James Dyson

opened m 2012; the second Avill complete 
next year. By the middle of this decade, Avhen 
all three of the Battersea buildings are in 
use, the college plans to haA'c groAAn student 
numbers by just under 60 per cent, expanding 
its physical space by a third. A third of the 
students Avill be in Battersea, and - after a 
planned further phase - around half AAill be 
by the start of the next decade.

she plan

I Sackler Building 
Dyaon Building 
Woo Building 
sculpture school 
Battersea Bridge 
Road
Norinan Foster- 
designed apartments

Royal College 
of Art, Battersea, 
London, UK, 
Haworth 
Tompkins

2
3
4
5

6

photography
printmaking
gallery
cafe/bar
lecture theatre
innovation
retail

2
3
4
5
B

7

trThe two campuses are both 
cliHerent and tlie same, whole in 
tlieir own right but also partial 
— a paradox expressed with a 
photo of Ctilbort and George' exploded axoflometric
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3. The Dyson Building is 
set one bloch back from 
the Thames, where there 
is retail at the ground level 
of themainroad
4. A young Darwin Building 
in Kensington, which 
overlooks Hyde Park.
On the left (out of view) 
is the Royal Albert Hail
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Royal College 
of Art, Battersea, 
London, UK, 
Haworth 
Tompkins

T

I
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Elii
1 entrance foyer
2 student entrance
3 printmaking 

workshops

4 machine hall
5 gallery
6 retail space 
T upper foyer
8 printmaking 

studios
9 cafe/bar
10 lecture theatre
11 innovation RCA
12 hot desking area
13 photography 

processing

J

19 10 II

firit floor plan

I

5. The triple-height 
machine hall, looking back 
into the gallery entrance. 
The space is overlooked 
by the different studio 
spaces; hot desks for 
visiters from Kensington 
and etsewhere are on the 
mezzanine on the left
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ground floor plan
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Architect
Haworth Tompkins
Photographs
All by Philip Vile, except:
2 by Helene Binet;
4 by John Maltby; 
BbyWai MingNg:
9 courtesy of The RCA
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6. Batter$ea’> new social 
centre is a cafe In tfie 
sculpture school designed 
by architecture graduates 
Joseph Deane. Tom 
Surman and Percy Weston
7. The first-floor gallery 
in the Dyson Building
a. One of the new studios, 
where Haworth Tompkins 
have sought to make a very 
quiet backdrop to the 
production of art; this 
first glimpse of student 
inhabitation shows the 
strategy's success
9. The Darwin Building's 
studios, shown here in 
the 1960s, were also a 
reference point. They are 
now being 'desilted' for 
contemporary use
10. A typical north-facing 
sawtooth roof in the 
Battersea campus

transition to maki* in a short space, and a 
dilficiilt one tor a practice w hose architecture 
is as polygraphieally honest as Haworth 
Tompkins’; externally, straying from the 
literal might have been more beguiling.

Inside, however, the honesty of the 
architecture is absolutely spot on. The 
huildiug. at its simplest, is split into three 
strips. The closest to the main road contains 
the more outward-facing amenities, such as 
(lie gallery, the cafe, a 320-seat lecture theatre 
and start-up spaces for recent graduates; in 
the middle is a triple-height workshop called 
the ‘machine hall'; and in the strip farthest 
ba(;k is the studio space for the different 
programmes. The Dyson Building contains 
photography and printmaking, and wlieii 
the Woo Building is completed, it will extrude 
this section, doubling the length of the 
machine hall and creating studio space for 
ceramics, glass, metalwork and jeweller^'.

Though notionally you can read the three 
liamls underlying the building’s organisation, 
thi.s is not an inhabit<‘d diagram, and the 
spatial experience Ls both subtle and complex. 
‘The college does have an idea that there is 
Ihiidity between jirogrammes, and, depending 
on who you talk to, you get a positive sense 
that that is happening or not,' explains 
Haworth. ‘Within our building wi*’ve tried 
toopen it up w ith a lot of horizontal drift and 
views through the building. It’s quite open 
visually, with a lot of glass screens.’

T'he unifying space is the machine hall, 
wliich can be seen into from the entrance 
gallery, on the way up to public lectures, 
but also, more informally, from studio spaces 
or the circulation across it. ‘You can see 
printmaking oil one side, and people, playing 
with day on tlie otlier, and we think that 
interchange will be dilferent to the Darwin 
Building at the moment, which is a scries of 
stacked factory liooi'S,’ continues Ilawortlj.

I'nlike many academic institutions, which 
are now encouraging their flocks off campus, 
the RCA wants it.s students to work in the 
college. ‘Flirt of the deal is tlmt you get a desk 
space,' says Haworth, ‘and then the particular 
lirogrammcs we’re dealing with have a lot 
of very specific technical components too. 
I’rintnmking, for instance, has a whole flcmr 
jusf of equipment, from high-end digital to 
screen printing.’ It is typically, he estimates, 
a 50 .50 split between studio space and 
workshop for each programme.

But alongside this requirement for 
specificity, Haworth Tompkins has also 
been mindful of future change, 'We kept the 
building verj' flexible in teriu-s of its spatial 
arraiigemenl,’ says the architect. 'The floors 
are very open i>lan, so if they did want to 
change them in 10 years’ time they could do. 
The spaces eould bo appropriated quite easily. 
For instanc€‘, we kept the sawtooth roofs 
at the lop for photograiihy in case they 
wore later used as painting studios. But we 
designed a system for them to be blacked out.'

Royal College 
of Art, Battersea, 
London. UK, 
Haworth 
Tompkins

The pra<-tice has taken a utilitarian 
approacli to the interior, making an 
architecture that is kemi to expre.ss the 
way it’s made. Inspiration has come from 
Functionalist preecdmits such as the Boots 
Fharmaceutical Factory (llCll) by Owen 
Williams, the rim School of Design (1957) 
by .Max Bill, and lOrco Studios and Technical 
Centre (1988) by I’we Kicssler.

But there are also very dear parallels to be 
made* to Cadbury-Brown, who asserted that, 
‘Money sliould be spent on space rather than 
fmislies - as a place where art is in a continual 
process of being made, the interior especially 
should be plain ... its principal functions 
should be to act as a background to art 
and not assert itself as an “art thing”.’
-\s a description of how Haworth Tompkins 
has opci-ated, this statement resonates 
six decades on ami can’t really be bettered.
In their underlying approach, the Battersea 
buildings bear the genetic imprint of their 
stately Royal forebear.

And, of course, this senior architectural 
relation is also in a process of change. ‘Every 
time there is a move down to Battersea it 
gives us the opportunity to reassess what 
goes on in Kensington,’ says Thompson, 
who commissioned Haworth Tompkins to 
doa masterplan for the whole college midway 
through the tlirust south of the river.
The main moves will be to sort out the 
skip-.strewn rear entrance, creating a proper 
loading bay, while opi'iiing up and giving 
more statu.s to this jiriniary arrival sequence.

T'he rectoi'ate will move from tlie ground 
floor up to tlie top, whic.h will sensibly clear 
the gallery space. And there will be a lot of 
what Haworth calls ‘desiltiiig’: roniming the 
layers of eiiti'michment that have built up over 
time, and restoring tlu* factoi'y-style studio 
spaces to their original open plan with views 
out on all sides. This lias already happened on 
the sixth tloor, where architecture and fashion 
cohabit, an odd disciplinary marriage, 
perhaps, but one tiial adds to the gaiety of 
the college’s social (if not creative) life.

And M'hat of life in Battersea? ‘It’s still 
very early days, and the inliabitants there 
lire trying to lignre out ho^Y they want to 
use the space,’ says Thoinp.son. However, an 
auspicious start has been made with the caf6 
in the sculpture building, designed and built

three of last year's architecture graduates 
with the sculpture school’s Richard 
M'entworth acting not so mueli as client, but 
guru impresario. The students moved It from 
the originally earmarked spat^e to a room 
that opens onto a little courtyard, and it has 
already become Battersea’s social centre.

Furthermore, as a project that unites both 
sides of the river, and where students rub 
along with faculty, it’s a positive augury for 
the continuation of the creative collisions 
the college has been so reputed for in its past. 
Hext month's article will conclude with Central 
St Martins and London Metropolitan University

.Ml M.\itrii ei



Why use real wood when tiles look so good?
Durable, easy to clean and fade resistant, these wood effect tiles 

from our Boardwalk range combine the beautiful look and feel of 

natural wood with all of the benefits of porcelain tiles.

For more information on wood effect tiles please call the sales team.

Call 0121 753 0777
Email sales@solusceramics.com
Visit www.solusceramics.com



CAMPAIGN

1HEUG
^0 •..1\' r' t /

r// ^ s<>-•'■ y* .

(-/
0 ■^/ ,s,%)Vii ■y.

-In
.iO,•r-.ll riv•' . >'kJ2m ■4'» ^H

•i3 Vi
v'

i■? rI
^

#
■# i-i •• #

. I

'P5- -^-:^ a- .i\^V

■
5® ■ '. r

♦ •
# '
'*■ ■*5»;«

I _ O'
V. *\’^2 • « Tl^.:^A

ii:c=3
^V' ' l«\

.V «L#rO 4,y
< 1• »
»

■!»1W' ■f'-'•©'
1 JA

AiS.,5
k•/!?s\ “V. •:iijra, iSlF4

*

’ri
The fundamental purpose 

^ of urban design is to 

pro\ide a framework to 

guide the development 

of the citizen. As this 

AR campaign reaches 

its conclusion, the 

penultimate essay attacks 

the City of Doing found 
^ in modernity and calls 

_ ^ - for a return to the spatial 

and social richness

■--1i «

:i - .
'v It-

I

ivl* >.\- rf V-
\• A I

3■■r \ aA
4

ilij J liii
‘;v y'

4
(

-V- ♦ I'vfAy t^ V'".
i» 4* •/4

A-%4 -P %
^

S' ->% iX\W
N %•7i t

A i>r \X: JW> - of the City of Being —

I necessary for the 
floui'ishing of humanity 

in the 21st century

V>

\ \ 0
'S :>

\
\ ,

m \V -

f \ PETER BUCHANAN
AR MARCH 2013 M



CAMPAIGN

2Id the largest-ever wave of human migration, vast 
numbers all over tho developing world are flooding from 
countryside to city. Most of humanity is now urbanised 
as new settlements, some expanding into vast megacities, 
mushroom rapidly and around them sprawling slums 
provide the initial foothold in the transition from peasant 
to urbanite. Many of these new cities, like the newer parts 
of old ones, are dismal aggregations of sweatshop factories 
and crowded residential buildings of stacked hutch*like 
lioines. But, like the even less salubrious slums, these offer 
escape from tho grinding poverty of the countryside, with 
its lack of education and healthcare. The first generations 
entering these cities and slums willingly sacrifice 
their lives to give their children the education and 
opportunities they never had and to support dependents 
in the countryside. And despite the slums’ decrepit and 
unhealthy conditions, they do in a sense ‘work’: people 
progressively upgrade their homes, or move on, as they 
can aiford to; and the slums are hotbeds of small-scale 
entrepreneurship and creativity. Indeed It is well-intended 
interventions, such as construction of state-funded new 
housing, that tend to fail. Slum dwellers cannot aiford 
the rents and implicit lifestyle of the new housing, whose 
leases secretly fall to the better off to be sublet for profit.

Seemingly somewhat contrary is the ongoing trend 
in developed countries for cities to focus on improving 
their ojKjn spaces and quality of life. Influential examples 
are the transformation of Barcelona, initiated by Oriol 
Bohigas in the 1980s as advisor on uitian affairs to two 
consecutive mayors, and the Slow City (Cittaslow) 
movement originating in Italy. Such developments are 
characteristic of wealthier countries with relatively stable 
or even declining populations. Besides improving the 
quality of life in cities - making them better places 
for leisurely enjoyment, so loss stressed and In various 
ways healthier - the spreading Slow City movement also 
emphasises enhancing local characteristics and culture, 
including regional food and cuisine. It thus resists the 
homc^enising impact of globalisation. Yet precisely 
because of this it also makes a city more attractive to 
skills and investment in our globalised world, where 
cities as much as countries compete for these economic 
essentials, and key assets are a city’s quality of life 
and individuality of character.

The most important and influential of current 
developments goes further. This is the Transition Towns 
movement now spreading rapidly through the towns and 
citi^ of much of the world. Its primary emphasis is on 
building local resilience, and so sustainability, through 
a wide range of oommunity and omironmontaJ initiatives. 
Although there is much to be loamt from this movement, 
it Is tangential to the focus of this essay. But it is strange 
how few architects participate in the movement and 
that when mentioned in architectural schools, even those 
within a very active Transition Towm, neither students 
nor staff tend to be aw'are of this. Part of the problem 
seems to be architects' reluctance to dismount their 
professional pedestal and muck in as equals with ordinary' 
folk more knowledgeable and committed than themselves.

Much about tho future may be impossible to predict, 
not least bccanse of rapid technical innovation and.

I. (Pr«v(Mitpact)ftMl 
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particularly, the continuing exponential increase 
in computing power in jwxxjrdance with Moore’s Law.
How many of today’s gatlgots and the way they have 
affected daily life could have been emisioned a couple 
of decades ago? But other assumptions about the fhture 
seem pretty safe bets, including those underlying this 
series of essays, not only because they are founded 
on discernible treads, but even more so because they 
are urgently necessary to resolving a wide range of 
dangerously pressing issues. Tho most threatening 
of these, as earlier essays have argued, are endemic to 
modernity. And resolving them would require, among 
other counterbalancing modernity’s too exclusive
focus on the quantitative and objective with attention 
also to the qualitative and subjective, including the desire 
to live in accord with personal values and aspirations.

Without this, for reasons also argued in earlier essays, 
progr^B towards sustainability will remain elusive. Hence 
trends like the Slow City and Transition Towns agenda, 
as w'ell as the sort of urban design advocated in this essay, 
are certain to prove germane to the exploding cities of 
the developed w’orld, to which all such concerns currently 
seem utterly alien. Rural people arriving in the cities 
might willingly sacrifice themselves for dependents 
and fiituro generations; but their children and following 
generations will inevitably have, and want to realise, 
very different aspirations. Nor will being able to afford 
consumer goodies and distracting entertainment persuade 
them to compromise their ideals. They will want lives and
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work of dignity, offering meaning and personal fulillment 
what the citj' always promised, but delivered to only 

aminority, and will soon be deemed essential by most.
So the challenges facing these mushrooming cities are 
much more than the overwhelming current concerns of 
number and quantity, such as liousing and employment for 
their burgeoning |M)pulations, feeding them and disposing 
of wastes and emissions. Difficult as these are to achieve, 
they are conceptually easier to entertain than dealing 
with such psycho-cultural challenges as conceding of 
cities that offer lifestyles and work of dignity, meaning 
and ftilfilment in line with very varied individual notions 
of purpose, identity and personal destiny.

In the light of all this, the current assumption of more 
and more of linng in cites and mega-clties seems less 
than inevitable. Besides, in times like these when we 
are undergoing massive and pivotal historic change, 
it is as likely for some trends to reverse as to continue.
For Instance, manj' analysts and commentators have been 
warning of problems of future food supply and security. 
Our current systems are heavily dependent on oil for farm 
machinerj’ and transport, fertilisers and I>e8ticide8. Even 
though Peak Oil no longer seems the looming challenge 
many assumed until recently, our energy-intensive 
agriculture is problematic for, among other things, 
tlie emissions produced, the poisoning of land and water, 
the loss of biodiversity and the un-nutritious food 
produced. Its unviability and the need to offer millions 
dignified and meaningful work suggests there may be a 
return to the land, to small-scale labour-intensive fanning, 
to regenerating and living in harmony \vith the earth and 
its daily and seasonal cycles, to producing local nutritious 
food and leaving a long-term legacy for one’s descendants. 
After aD, the poverty presently associated with such 
farming has been brouglit about by the corporations that

trrrends like the Slow City and Transition 
Towns agenda, as well as the sort of urban 
design advocated in this essay, are certain 
to prove germane to the exploding cities 
of the developed world, to which all such 
concerns currently seem utterly alien’

arc5 trashing the planet to maximise profits by driving 
down prices and feeding us highly preceded, mihealthy 
food. What is being suggested here is not the end 
of cities, but rather that the future might lie with a 
range of differing kinds and sizes of settlements, some 
no doubt of a sort yet to be conceived. After all, thanks 
to the Internet and various forms of energj'-efflciont 
public and prirate transport, combining the best of 
urban and rural life is now' perfectly possible.

Besides, altliough global population is projected to 
continue to grow until mid-century, when it will reach 
between nine and 10 billion, some analysts now say It 
will not only plateau but then start to dwindle. Wherever 
women have become educated, population has stabilised 
and in some countries declined as birth rates fall below 
replacement levels. This is a pattern, it is argued, that 
is bound to be repeated globally. Yet it could be that 
declining birth rates are a consequence not only of female 
education but also of mothers having to work in our 
neo-liberal economies. Countries with good childcare 
provision, like Iceland, see less of a drop in birth rates. 
Anyway, the likelihood is that the population pressures 
of the present and near future may bo relatively short 
term. From an evolutionary perspective, this population 
bulge could be seen as a way to farther pressurise 
humankind to make the next jump in its own evolution - 
from modemit}’ to trans-modernity, from wanting to 
conquer or suppress nature to seeking symbiosis with 
it, crucial steps tow'ards Bustainabilit>'. So, much of the 
squalid nrban fabric built this millennium may soon 
come down, both because of declining populations and 
so as to create more liveable cities belter suited to future 
aspirations and the true purpostss of cities - something 
t he design of these mushrooming cities maybe should 
already acknowledge.

The challenge of sustainability will increasingly 
infiuence urban planning and design, as it does already 
in the advocacy for the Compact City - dense with 
mixed-use neighbourhoods to encourage walking, lessen 
the need to commute and make public transport feasible 
-- and prioritising construction on brownfield rather than 
greenfield sites. Computer modelling and use of suitable 
planting can lead to improved microclimates: by 
channelling cooling breezes and excluding gusty 
downidraughts, for instance; by planting roofs to shade 
them and aid transpiration; by using deciduous plants for 
summer shading of streets and facades; and so on. Besides 
imp^o^'iI^ external microclimates, such measures reduce 
loading on mechanical equipment within buildings or 
help to eliminate it entirely. These and other pragmatic 
measures are widely know'n and discussed, and so need 
no elaboration in those few pages. Nor do such similarly
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significant ones for saving and recycling water, enhancing 
biodivereit)’ and providing refiige for uildlife and 
corridors for its movement.

Another important factor beginning to receive 
attention in urban design discussion is human health, 
and not only by maintaining cleaner air and water and 
minimking the many' environmental toxins ranging from 
vehicle exhausts to off-gassed chemicals firom buildings.
The epidemic of obesity and associated diabetes are due 
partly to the processed foods with which corporations 
swamp supermarkets and fast food outlets, but also 
because in the contemporary city, hours are wasted 
commuting long distances rather than walking or cyclii^ 
in pleasant conditions. Another contributory factor to 
many diseases is increasingly understood to be 
inflammation, often compounded by the solitary lifestyies, 
loneliness and lack of community characterised by modem Redefining purpose
city life and exacerbated by its design. These are issues 
wo will return to in next month’s essay.

Two other developments already raised in an earlier 
essay will also in time impact profoundly the life and 
design of urban areas. First is the ongoing emergence 
of what Daniel Pink has labelled the Conceptual Age.'
Second is progress towards what Jeremy Rifkin refers 
to as the Third Industrial Revolution* (TIR) - if 
politicians can be persuaded to stop fighting to preserve 
the corporate behemotlis of the Second Industrial 
Revolution (SIR) and the privileges of those at the top 
of their pyramidal command structures, all at the expense 
of most of us and the emerging TIR. Pink notes how 
following the migration of rote manual labour (factory 
work) from the developed to the developing world, and so 
the transition from the Industrial to the Information Age,

rote non-manual or intellectual (linear sequential, 
loft-brain) work is now follovring: call centres, 
accounts, even legal advice and medical diagnostics.
Now, as wages in these countries and transport costs 
increase, some manufacturing is retiiming to the 
post-industrial developed world. Nevertheless, in our 
progression from the Information to the Conceptual Age, 
our cities are refocusing their economies on creativity, 
culture and caring (all drawing on right-brain capacities 
of empathy, pattern recognition and so on) - caring 
because required by our ageing i>opulations, and culture 
to cater for the long post-retirement portion of the lives 
of an educated citizenry. This suggests cities combining 
the buzz of the very beat contemporary cities wth the 
virtues of the Slow City.

Behind all these essays, as already explicitly stated and 
argued in them, are key assumptions. Central to these 
is that in this pivotal moment In history several epochs 
of differing duration are drawing to a more or less 
simultaneous close, in particular 4-600 years of modernity 
along with Its terminal, meltdown phase of poatmodemity. 
The emei^ence of the Conceptual Age and TIR are part 
of this larger transition. Thus the times demand that 
much be radically rethought, right down to such basics 
as the ftindamental purposes of things. This is especially 
true of architecture and urbanism because the Modernist 
conceptions of their purposes, along with the associated 
vision of what constitutes the good life they are to frame, 
are so desperately impoverished. In contrast to their 
too-exclusive emphasis on the objective, the Right-Hand 
Quadrants of the AQAL diagram, it is time to
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Certainly the city is a place of trade and manufacture, 
residence and recreation, education and healthcare, and 
so on - the things the city of modem planning provided 
for. But the quintessential and most elevated purpose of 
the city is as the crucible in which culture, creativity and 
consciousness continually evolve. Consistent with this 
view, some archaeologists now speculate that the initial 
origins of the city are not as a place of trade but of lai^e 
religious gatherings, and that it was the need to feed these 
that provided the impetus to produce agricultural surplus. 
The city remains the beat, but not only, place to become 
fully developed as a human by today’s understandings of 
what tliat means, and where tomorrow’s understandings 
of what that will be are being forged. To do this, the city 
must cater to the very different needs and aspirations 
of its citizens through all ages and stages of life, from 
dependent infant and then exploring child through to 
adulthood and families to old age. Adding yet fbrther 
complexit>’ to this is that the cit)' is now home to man>’ 
cultures, to some of which it is a melting pot while others 
wish to retain their particular traditions and lifestyles.
It is in helping to understand those diverse world views 
and thoir undori)inning values, as well as In how best to 
accommodate and communicate with these groups, that 
disciplines like Spiral Dj'namics are proving invaluable 
to architects and urbanists - no matter how much their 
schema of developmental levels is offensive to the 
postmodern mindset.

Hence the fundamental purpose of urban design is 
to provide a framework (spatial, ftinctional, circulatory, 
economic, legal etc) to best guide the development of 
the citizen as well as the city or urban area. It is about 
the interdependencies and mutual development to ftilfll 
the latent potentials of citizen and city by elaborating as 
richly and coherently as possible the many different places 
of the city and so also of the lived experience of its 
inliabitants. It is an art of space, time and change or 
maturation. Time here includes the cycles of day and 
season, the lifespan of citizens as they grow and mature. 
Time also includes the long unknown ftiture in which 
cities and culture evolve and change as is healthy and 
inevitable, and in which buildings will come and go while 
the city nevertheless retains much of its unique character 
and identity. As with our redefinition of the purpose of 
architecture in an earlier essa)', this returns to the centre 
of design consideration our full humanity, from where it 
was displaced and trivialised by elevating Fimctionalism, 
the quantifiable and the objective, at the expense of 
qualitative realms of the cultural, experiential and 
psychological. A city of such reinvigorated purpose 
would be rich in experiences and things to do and explore, 
and through this develop your personal interests and 
capacities, as you are socialised and develop empathy 
in interaction with community and other cultures. Such 
thoughts confirm how impoverished is much modem and 
contomporar)’ architecture and virbanism. Yet we have 
become accustomed to a w'orld of compact and mutely 
rectangular pieces of electronic equipment of extreme 
functionality and user-friendliness. If only more buildings 
and urban design could emulate this Instead of indulging 
in whizzy forms that deliver next to nothing.

‘Certainly the city is a place of trade and 
manufacture, residence and recreation, 
education and welfare. But the 
quintessential and most elevated purpose 
of the city is as the crucible in whicli 
culture, creativity and consciousness 
continually evolve’

re-emphasiso the man>'dimensions of human subjectivity, 
the Ijeft-Iland Quadrants, and to reground architecture and 
urbanism in these too. Their fundamental purposes need 
redefining in terms of their deepest, originating human 
impulses to be as inspiring, ennobling and encompassing 
as possible so as to inspire urgently needed change.

Among the most memorably taunting of the graffiti 
slogans of Paris ’68 was ‘M6tro, Boulot, Dodo’, life reduced 
to a meaningless, relentless round of commutir^, w*ork 
and sleep. Terrifyingly, this is an exact and fair summary 
of the Functional City of modern town planning as 
promulgated by the Athens Charter; urban settlements 
of dispersed zones for work, housing and recreation 
connected by circulation-only transport routes. This is 
human life reduced to a mere productive economic unit, 
its pointlessness to be comi>ensated for by the addictive 
distractions of consumerism and entertainment. Indeed, 
the underlying ethos of such planning was a w’oird mixture 
of socialism and consumerism, seeking a balanced 
allocation of requisite facilities: one playground per 
so many houses; one primary school per multiple of that 
many houses; and so on. Town-planning manuals of the 
mid-20th century exemplift’ this dismal approach exactly 
and ill many parts of the world towns and cities were laid 
out like this. The insidious legacy of this thinking 
continues, if often more subtly.

This modem Functionalist City is what I described 
in an AR essay of a few years back as the City of Doing, 
as opposed to the City of Being.* It is a city shaped only 
by the seemingly rational, objective concerns of the 
Right-Hand Quadrants. At its not-infrequent extreme, 
it is a city of freestanding mono-fhnctlonai object buildings 
dispersed in mono-fimctioiial zones and to which access 
is gained by movement-only cliaonols lacking all the social 
dimensions of the traditional street - what in a much 
earlier AR essay* I described as the ’wiring diagram 
city’. This is a ‘city’ in which not only is urban fabric 
fragmented, but so is civic life and the psyche of the 
citizens. In it life breaks down into discrete and 
discontinuous roles dispersed between different locations 
(home, w’orkplace, sports field) requiring different modes 
of behaviour (parent, employee, athlete or fan) all isolated 
in a conceptual and spatial void, through which you travel 
in the encapsulated anonymity of car or public transport. 
In such a city nobody is known in their entirety, the 
reductionist and mechanistic conception of the layout 
resulting in the avoidance of community entanglements 
and chance encounters, with their complexities and 
contradictions that provoke self-reflection, so leading 
to self-knowledge and psychological maturation.
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Development of wrliM deeipi
Although the legacy of modem planning still lingers on, 
its weaknessoa were soon obvious to some. In the 1060s 
this led in the USA to the formation of urban design as 
a discipline that would act as a bridge between the 
abstractions of planning and the individual buildings 
of architecture, providing some context for the latter 
to respond to and embed themselves in. The first urban 
design course anywhere was initiated by Josep Lluis Sert 
when Dean at Harvard. But the approach most germane 
to our argument here, which will be expanded upon later 
in this essay, was that taught by Professor David Crane 
as the Civic Design Program at the University of 
Pennsylvania in the late 1960s and 1960s. Although 
many of the best urban designers studied under Crane 
or ex-students of his, this approach and its legacy have 
been too soon forgotten, perhaps in part because Crane 
published little. Complementar>' to Crane’s teaching, and 
hugely influential as a critique of Modernist planning, wbs 
Jane Jacobs’ The Death and Life of Great American Cities 
of 1001 and, to a lesser degree, the later The Uses of 
Disorder by Richard Sennett of 1970, which still deserves 
wider attention by architects. Both these books are largely 
about the being and becoming dimensions of urbanism, 
as was much needed then and still is today.

Jacobs’ book helped fuel the backlash against modem 
planning and urban redevelopment among the many who 
were appalled at the destruction of historic buildings and 
neighbourhoods. This led to the conservation movement 
and contributed to Postmodernism, which ofTorod cement 
if too-narrow critiques of modern architecture and 
planning, decrying abstract object buildings for their lack 
of relationship to context, history and even the street wall. 
These themes were taken up in Europe by the postmodern 
Neo-Rationalists who adv'ocated returning to the 
traditional typologies of street, square and urban block. 
And their architecture, even if somew’hat abstracted, was 
also based on and evoked traditional typologies so as to,

supposedly, be rooted in and carrj’ forward the past. 
Together these debates - if not the often ghastly 
architecture that resulted - definitely had a beneficial 
impact and brought to the work of many architects anew 
sensitivit}' to historj', context and civic responsibilities, 
leading to the belated maturity 
of some late-modern architecture.

Another significant development was the publication 
of A Pattern Language by Christopher Alexander ot al.
A book packed with ideas and wisdom, it certainly has 
its weaknesses, particularly the constructional patterns. 
Architects are alsc) put oflf by the implied return to craft 
construction of a rather crude sort, and the retro foraial 
language. But it is ver>’ mneh a book about the City of 
Being and Becoming, of richly articulated and varied 
places that will nourish and develop the psyche and a 
richly vibrant community life, and in which even buildings 
and urban spaces convey a sense of life, almost as beings 
in themselves. It is a book whoso time has j'et to come, 
particularly as It plays an important role for times of 
profound cultural change by sifting and condensing into 
a usable formula the wisdom of the past so that it can 
be carried forward to iiifluence the next era.

A ver>' different, and supterficially almost antithetical, 
development is the emergence and increasing use of the 
analytic, computer-exploiting techniqnes of Space 
SjTitax.* This is a set of narrowly Right-Hand Quadrant 
techniques that provide a powerful predictive tool both 
for analysis prior to design and for checking proi>08als 
as they are being developed. Although immensely useful, 
Space Syntax lacks the breadth and attention to all 
the Left-Hand Quadrants concerns of the David Crane 
approach. Besides, Crane had doi'eloped strikingly similar 
graphic techniques for analysing movement patterns 
that, if lacking the precision of Space Syntaxes computer- 
dependent methods, are not only far loss narrow but also 
help designers to gain a deep feeling for the forces at work 
around and within the area under consideration.
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Shortcvmii^ of carrant urban des^
A problem Hith much urban design is that it is still 
infected with modem, Functionalist thinking - 
too limited to the Right-Hand Quadrants. This is 
particularly obvious in schemes of blanket zoning and 
mono-ftmctional components, such as tralHc-only 
streets and single function buildings - masterplans of 
a sort still being produced. To orersimplify to clarify a 
point, let’s contrast two opposed approaches to urban 
design. One prioritises zoning, and the allocation of 
functions and facilities in predetermined ratios, served 
by transfNDrt links. The other shapes movement and 
public space into a spatial armature made up of many 
different kinds of places (streets, alleys, squares, parks 
etc) articulating a range of qualitatively dilferent 
locations, each suited to a range of functions. Compared 
with the former, this approach is more flexible, both in 
allowing choice in the kinds of buildings erected initially 
and for these to be rebuilt over time while the spatial 
armature ensures some continuity of character and 
identity. If the former has its roots in the modem City 
of Doii^, the latter tends towards the City of Being, the

model to which historic cities conformed.
The difference between these approaches can be 

found in what at first may seem similar enterprises. 
Contrasting examples arc Mayor Ken Livingstone’s 
project, initiate<l by his advisor Richard Rogers, to 
furnish London with a series of new public spaces, and 
Foster + Partners’ pre-Livingstone and only partially 
implemented scheme, World Squares for All.® The first 
of these creates trendily designed spaces with little 
regard for context, or making meaningful connections 
with the past, such as the repaved Kxhibition Road 
in South Kensington; except at its southern end, this 
lacks the adjacent uses and dense hinterland to bring it 
properly to life. Although the best known, this is by no 
means the most misguidedly conceived of these spaces.

World Squares for All, designed with analytical in])ut 
and advice the Space Syntax consultancy and 
traffic engineers, is very different. It draw's on careful 
study of context to draw tc^ether Into a new whole two 
of London’s major public spaces, and makes these more 
pedestrian-accessible by closing streets on one side of 
each to vehicular traffic. Equally important is that the 
scheme intensifies the contrasts, symbolic meanings 
and connections to history of both spaces. Stone-paved 
Trafalgar Square Is Classical (faced by the Neo-Classical 
National Gallery, St Martins-in-the-Pields, Canada 
House and the cod Cape Dutch Classical of South Africa 
House) and adorned with statues of military heroes, 
as befitting the centre of what was Britain’s Empire.
In complete contrast, the area around Parliament 
Square was to be a softly green and leafy sequence of 
interlinking spaces, redolent of that peculiarly English 
urban form, the cathedral close, and flanked by the 
Gothic Westminster Abbey and St Margaret’s Church 
and the Neo-Gothic Houses of Parliament. Connecting 
these centres of Empire and England is the refiirbished 
Whitehall, whose slight curve obscures one from the 
other, with the Privy Garden as an enticing mid-point 
visible from both. Foster also proposed that these 
spaces be linked by fiirther upgraded pedestrian 
connections to other monuments in central London 
as part of his concern with ‘wayflnding’, helping visitors 
to orient and find their way around. The whole scheme 
therefore is about connections, not only spatial and 
pedestrian but also to history, thus attending to the 
cultural dimensions of the Right-Hand Quadrants. Sadly 
Livingstone and his team failed to grasp this and asked 
other designers to hard-landscape only the central space 
of Parliament Square, which his successor Boris 
Johnson rightly scotched. Although this does not apply 
to World Squares, it seems that a weakness of much 
current urban design is that it is undertaken by 
architects untrained
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That urban design is taught only very 
cursorily if at all in architectural schools 
— or is rephiced by superficial exercises in 
‘mapping’ and so on, or offered only as an 
elective or masters course — is a scandal’
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in, or without a deep understanding of, urban design.
Such schemes often look orderly and well*organised 
at first glance, but closer inspection reveals no deeper 
'structuring’ logic. One weakness is an essential lack of 
understanding of how movement, its density of flow and 
character, generates adjacent uses (particularly retail) 
and provides the fVamework that animates and articulates 
the scheme and ties it into its contest. This becomes 
apparent when it is impossible, from study of the 
movement network, to predict the location of land uses 
(functions) and relative land v'alues. Missing too seems 
an understanding of the many temporal dimensions urban 
design must deal with. Resides the cycles of the day, there 
is phased implementation that should generate its own 
momentum towards completion. And then the various 
physical elements each have different lifecycles: major 
ones such as boulevards and parks that give the primar>' 
order and identity to an urban area last centuries; minor 
streets and lanes might be adjusted over decades; and 
buildings come and go in various cycles. Qood urban 
design is thus not only spatial, it must also be highly 
strategic. It is thus an art of tersely understated synthesis, 
yet has also to be su^estive enough to both invest a 
scheme with character and to elicit from architects a rich 
array of appropriate responses over time. This capacity 
to allow yet condition change is a hallmark of good 
urban design, something that often only the trained 
and experienced eye can judge.

Currently fasliionable approaches such as parametric 
urbanism and landscape urbanism exhibit all the above 
flaws. To reintroduce landscaping and nature into the city 
as fairly dominant elements is for many reasons admirable 
- benefiting bio-diversity and wildlife, controlling flood 
waters, tempering the climate, providing a recreational 
environment for a range of outdoor pursuits and sport, 
and so on. But as with Parametricist schemes, most urban 
landscape ones fail for their lack of the urban dimension, 
such as how movement generates land uses and how the 
movement network can be articulated to create a variety 
of location that aw? qualitatively different just by 
virtue of their location in that net, prior to any further 
elaboration. The roads in such schemes may wiggle, 
the blocks may distort in blobby forms, but many of 
these schemes lack essential variety, each location 
being boringly much the same as any other.
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the surrounding area that the building should address 
and capitalise upon. Moreover, an>' training in urban 
d^ign would better prepare architects to undertake 
large-scale projects, as well as to appreciate a good urban 
design scheme when confronted by it and help understand 
how to respond to it architecturally.

Another benefit is that familiarity with urban design 
w'ould make architects more aware and disciplined as 
designers generally. Urban design operates on a larger 
spatial canvas than architecture and must consider longer 
time x>eriods in which it involves and impacts upon major 
capital investments. Design is thus an iterative process 
involving wide-ranging research and following a rigorously 
disciplined sequence.

The architectural design process may start from 
many points simultaneously, including w orking from 
the general, such as context, down to the particular, 
and vice versa, thinking about suitable materials and 
their detailing and working upwards. Often a better 
understanding of the problem and what the architect 
should be striving to achieve only emerges during design.

Mefkodolofy
That urban design is taught only very' cursorily if at all 
in architectural schools - or is replaced by superficial 
exercises in 'mapping’ and so on, or offered only as an 
elective or masters course - is a scandal. This may reflect 
a shortage of the requisite skills to teach it, particularly 
in the studio, and is apparently also yet another dire 
consequence of the Research Assessment Exorcises: these 
undervalue design as something woolly and uu-academlc, 
leading to the erosion of spatial urban design in favour 
of the a-spatial abstractions of sociologically oriented 
planning. A thorough grounding in urban design 
undoubtedly makes for better architects, mure alert to 
the wider responsibilities and impacts of their designs, 
and better able to analyse the needs and potentials of

‘A city is both a cultural artefact, 
consciously and wilfully shaped by 
humankind, yet also a living organism 
unconsciously shaped by its o\tTi internal 
metabolic forces’
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By contrast, urban desi^ tends to proceed from the 
general to the particular, starting v^ith research and 
analysis. Then before design starts, or after only 
tentative explorator>- forays to test potentials, clearly 
stated goals are formulated to guide design, and against 
which to check whether the design will deliver.
This discipline is essential to achieving a terse yet 
immensely inclusive synthesis whose understated 
forms are nevertheless pregnant with manj' potentials 
for responding to and elaborating upon what are 
usually only subtly suggestive cues crafted by the 
urban designer.

The particular approach briefly sketched here 
described as if for rcdovoloping or reworking on existing 
urban area to be part of a 21 st-centnry City of Being, 
derives from that created and taught by David Crane 
and his colleagues more than half a centurj' ago. It is 
one of those now-forgotten developmente worth 
resurrecting, carrying forward and updating as part 
of the necessary Big Rethink. It recf^ises that a city is 
both a cuittiral artefact, consciously and wilfully shape<l 
by humankind, yet also a living organism unconsciously 
shaped by its own internal metabolic forces. From the 
former comes much of a city’s grandeur and identity, 
from its boulevards and urban set pieces of squares 
and monuments - although sometim<^ topography 
contributes too, as in extreme examples such as Cape 
Towm and Rio de Janeiro. From the latter, as an 
organism, ooraes a city’s vlabilitj’, %itality and resilience. 
Designers need to keep the former in mind, that the city 
is a cultural artefact, and part of the initial research - 
particularly if undertaken by foreign consultants 
may sometimes include study of the local culture and 
customs. If a large-scale project, research might also 
start with investigating the natural features and forces 
that partially shaped both these and the city - 
topography, geolog>*, hydrolog}’, climate, ecology and so 
on, as w’ell as the interdependencies of the city and its 
bio-regional hinterland.

More usually analysis will concentrate on 
underatanding the organic dimensions of the citj', 
aprocess which often includes charting its historical 
development (so explaining many of its particular 
quirks) and understanding the area to be masterplanned 
In relation to this history. It is particularly important 
to understand the movement system, the lifeblood that 
both serves and generates the land iises and much of 
the character and identity of the city. Crane developed 
a graphic technique for abstracting and so clari^ing the 
role of each component of the movement network, 
giving much the same information as Space Syntax.
But his technique also Indicated something of the 
particular nature of each element, not only the intensity 
of movement it channelled but its character as, say, 
a'through way’ or ‘activity street’ such as that flanked by 
retail. As with Space Syntax, this technique also ensures 
that the eventual design is seamleasly stitched into the 
surrounding city, and perhaps extends and brings to 
frnition latent potentials it uncovers there. Also very 
important are the fine-scale sun-eys of land use, land 
^'alue and building condition. After a period of studying

Checklist of some urban design criteria, particularly applicable to the 'capltai web':

Cwitiit A prime thaper of urban design is the larger context, to t^ich it must connect 
but also protide^>r some qfwhat it lacks, making the most o/ffie various 
opportunities this may present

CwflcirsHis Urban design is the art qf creating a richly configur^ armature or 'capital 
tfmottmerd and grten space syttens iniencioten to ertait as many 

guaJitatitely different places and locations at possible

CIlMWS This armature m designed to persist over time yet aUW' the elements adiacenl 
it to keep changing, s^ile it both retains a certain consistency of character 
amt identity, and itself changes - througK say, increased intensity of use, 
rtsurfating and gradual acquisition tff monuments

CiisnsHlf|/ws»cn— The armature both extend elements in the surrounding city into the
site - so that the scheme is an intrinsic pari of the city, not a disconnected 
island within it - and eruures these continuities over time. A major 
role fist urban design today is to connect up again thsfiibric of 
the city fragmented by modernity and also to forge new connections 
with nature as a multi-jiiTictional resource and for spiritual succour

The armature or capital tveb is designed not only for furudion and flexibility 
but also to cor\fcT memorable character and identity, which may enhance 
quality of li^ and confir a competitive adzarUage over other cities in 
attracting skills and investment

Character

Cenmenlal/elvItM Aflmetion of the city, overlocdtedhy the FuncHonat Vity, is to host various 
kinds of ceremonies of differing site, as enhanced in places of suitable 
civic character

A Tidhly configured armature or capital web creates choice between a variety 
of kinds of places, tohich can each host various flinctions and affird a range 
of experiences and interpretations as to their meanings. This is a 
fitndamental purpose of the city

Clivk#

This is most easily created by designing in as many contrasts as possible, 
between »ucA things as: big and small; busily noisy and quiet; hard suijbeed 
and verdantly shady; operdv overlooked and private refitge; and so on

C—tTMt

Urban design strives to provide as wide a range of functions and experiences 
as is appropriate, recognising all the different ages and stages in people’s 
lives that it must liost, along with the various cultures and customs 
characteristic of today's cities

CowsrvliwittvwM

7b orient people and be best used, an urban design n^ds to be 'legible', easily 
read and remembered in Us geometric configuration and internal logic

CsiMrMK*/
rilirtaiMiSMty

OrucMtothe art of urban design is ensuring the armature, though 
understated to wiAance long-termjiexibility, also be subtly suggestive 
of how architects might respond to and complete it

Cm

CMwmnitty Modem architecture and urban design tend to undervalue and be 
unsupportive of community, which remains essential for such things as 
filly socialising children and helping adults achieve self-knowledge and 
psychological maturity

A great benefit of community is that the inevitable corfiicts and 
contradictions encountered erode the 'pure'or fantasy sense of 
identity that can be a consequence of modem-city life as lived 
fragmented between and encapsulated in the independent protocols 
of (he City of Doing

CMfSdMS
cowtr>eiin«s

Certain once-local cultural traditions are becoming global, particularly 
the Mediterranean lifestyle of alfresco dining in public and so on.
Yet cultural traditions - of decorum, privacy, gender roles etc - can be 
major determinants of urban form, particularly of the shaping (ffthe public 
realm and Us uses

Cstfm smi wiilswi

Along with microclimate - and its modulation by topography (as, say, 
in night-time temperature inversion) - canbeamajorde^rminantof 
the armature’s design, effecting width and orientation of spaces, degree 
of shading and admission of sun and so on
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the movement diagrams, along with aerial photographs, 
you develop a remarkably vivid foeling for the life of the 
city-organism, almost as if watching a slowed-down 
amoeba under a microscope. You can see how it is 
changing and why, which bits are healthy and which 
are blighted, and get a good sense of what is required to 
regenerate a blighted area, such as channelling movement 
through or away from it. A key aspect of urban design is 
learning how to work with these metabolic forces, letting 
some continue or even encouraging them, and redirecting 
others, perhaps by subtly manipulating their momentum.

To complement this Right Quadrant approach, various 
exercises can bo undertaken to get insight into the 
subjective experience and p<*rceptions of the locals as well 
as of their problems and aspirations - the Left Quadrants. 
Those are often facilitated using a wide range of 
procedures developed since the days of Crane’s 
programme but fairly widely used in workshops and 
meetings such as those of Transition Towns. l\'hat is 
important and meaningful to the locals is often markedly 
different to what the detached professionals might 
assume. Inevitably, different age groups have different 
perceptions and desires, and in our multicultural cities 
the contrasts between what different cultures value can 
be striking. This phase tends to produce invaluable 
knowledge, and also Initiates the participation of 
members of the local community in order to better 
serve them and help them acquire a sense of ownership.

Once all this research is well under \^"ay, and there is 
a good understanding of the objective pressures and 
potentials as well as the subjective concerns of the 
community, the urban di^sign team can start to consider 
what form their intervention might take. As the initial 
step, goals are carefully formulated: both general 
goals for the whole project and others for each of its 
subcomponents, such as the street system, planted open 
spaces, positioning of public facilities and so on. These 
arc then presented to and discussed with locals, municipal 
oQicials and members of the business community' to 
furtlier elaborate, revise and refine them. Again this is 
one of the key participatory phases of the process that 
aometimoa leads to considerable reorientation in the ideas 
and intentions of the professionals. Only after this does 
design begin in earnest.

The primary focus of design is on what Crane called 
the Capital Web, a \'aluable term that has fallen out of use. 
The closest contemporar>* equivalent is armature, but this 
seems to mean somewhat different things to different 
designers. The capital web encompasses the total public 
realm - the streets, squares, parks, public buildings and 
public transport systems all things paid for and used 
by the public. The elements on which design attention

is initially focused are the movement and green space 
networks. In what has become almi^t a norm, the green 
space network of parks and other planted spaces tends 
to be elaborated wherever possible into an alternative 
system for moving around, independent of and 
interwoven with the main movement system of streets 
and pavements.

The aim is to configure the capital web into as richly 
varied a system as possible and appropriate. This is 
done by teasing apart the movement and green space 
systems into subcomponents (each a place in its own 
right), creating hierarchies of different size, character 
and intensity of use (through, say, boulevard, street, 
residential road, lane etc and, say, huge park, sports 
fields, greenway, pocket park, playground etc) and then 
interweaving these to create a complex )'et coherent 
framework of many kinds of public places. Where these 
cross are points of intensity and potential encounter, 
a whole range of qualitatively differentiated locations 
suggestive of and suited - ftmctionally, experientially 
and even symbolically to v'arious kinds of uses, which 
can each find their appropriate place. (Each place, 
though, might be suited to a relatively limited range 
of uses: hence a site axially located at the end of a main 
street may be suited to ceremonially civic, religions 
or community use.) It Is this framew'ork or armature 
that invests legibility, identity and choice and that 
persists through time with buildings being built and 
demolished around it, while it too changes somewhat 
yet ensures some recognisable continuity of visual and 
experiential character.

The art of urban design goes further than configuring 
a framework of many diverse places and locations: it 
also has to give subtle cues as to how* architecture can 
respond to, complete, enhance and give meaning to this 
richly varied public realm. Of course, many architects 
don’t respond to such cues, whetlier because they are 
diehard Modernists concerned only with the internal 
workings of their mutely abstract object-buildings, 
or because they etjuate being avant-garde with 
deliberately breaking rules. So part of an urban design 
might bo a set of guidelines to be complied with. Those 
might restrict to a limited range the functional types 
of buildings to be built In certain areas, stipulate plot 
ratios, comice heights and that the buildings should 
follow* the back-of-pavement for a percentage of its 
frontage. Besides risual and spatial reasons, there arc 
other advantages to such guidelines, in that they might 
ensure a match between the capacities of the various 
forms of infrastructure and the loadings imposed 
by the buildings. And sometimes guidelines go much 
further in stipulating cladding materials, percentage 
of window to wall, ground floor arcades and so on. Until 
architects acquire a more mature and expanded design 
ethos, which values the city at least as much as their 
ow*n building, that soems fair enough.
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The city remains the best, but not 
only, place to become fully developed 
as a human by today’s understanding 
of what that means, and where tomorrow’s 
understandings of what that will 
be are being forged’

ir
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Looking for illustrations for this essay turned up a 
number of perfectly decent urban design schemes that 
nevertheless don’t demonstrate the ftill richness an
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approach such as this can result in. An ideal that often 
comes to mind is the compact historic centre of Auch 
in south-west France. Within a small area it has an 
extraordinary range of quite different interlocking 
spaces, each very aptly related to the civic buildings that 
face it, and that together offer a very fhll panoply of the 
experiences urban life has to offer. Prominent in the 
plan of the city centre are two squares of more or less 
the same shape and size centred on circular pools of 
identical size. One square, alongside the cathedral and 
where the medieval cloister once was, overlooks a steep 
slope and grand stair down to the River Gere and the 
countryside beyond. It is shady, quiet and contemplative, 
shouing how the essential character of a place can 
persist through even dramatic change. A munnaring 
water spout is the fountain in the middle of the large 
pool, making just enough sound to enhance the sense 
of quietness. The other square is 19th century and a 
traffic gyratory on the main vehicular route through 
town. Here the fountain is a boisterously splashing affair 
to assert its presence above the traffic noise. The square 
is flanked by caf6s, a fine hotel and the town hall that 
confronts, across this square and the long splay-sided 
market square, the main facade of the cathedral, this 
relationship made possible by the skewed alignment of 
the two squares. A smaller splay-sided square directly 
off the market square sets off what is the library at its 
end while steps up from the gyratory square lead to a 
long esplanade shaded by rows of plane trees and on 
clear days offers views of the Pyrenees. The long axis 
of the esplanade Is marked by a wider gap in the rows 
of trees that seems to continue into the arched doorway 
of the courthouse.^

And so on, and so on in a richly configured network 
of places of strikingly different character exactly apt 
in form and experiential quality to their use and 
location, an aptness matched by the forms and 
decorum of the civic institutions that face the squares 
and the institution facing them across yet another a 
square. What an ideal to keep in mind as we start to 
regenerate our cities to their hill human purpose through 
urban design.

1. EMnk, Daniel,^ WholeNtu>Mind:Hov> to Thrive in theNev 
Cvnetptual Agty Cjrui Books, London, 2005. See essay in footnote 8.
2. Klfkln,5enmj,TheThirdIndustrialRevolittion:Ho%eLaierat 
Power ii Trantfbrmino Bneryy, the Economy and the World, 
Palgrare Macmillan, New York, 8011. See also review of this book 
by Peter Buchanan in AR January 2012.
8. Peter Buchanan, From Doing to Being, AR October 2000.
4. Peter Buchanan, What Cityf A Plea for Place in the Public 
Realm, AR November 1086.
5. For an extended and easily grasped explanation of the techniques 
and uses of Space Syntax see Space Syntax and Urban Dteign by 
Peter Buchanan in Norman dieter Workt Volume S, Prestel, 2007.
6. For more detailed discossion of World Squares for All see Peter 
Buchanan’s essay In Norman Poeter: Worke Volume ft Prestel, 2018.
7. For an extended description and discussion of Auch see Auch: 
Organe qflhe Body Politic by Peter Buchanan, AH July 1987.
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REVIEWS
non-democratic means. It examines 
the beneficial outcomes as well 
as some of the unintended 
consequences of that radicalising 
forward movement. There are a 
considerable number of desperate 
authors hinting at the beneficent 
nature of benign dictatorship: 
Jacques, Hawksley, Sixsmith, etc, 
but this author seems to be much 
more humanistic than they.

The book opens with the amazing 
tale of St Petersburg, exactly 300 
years old this year, which became 
the Imperial capital of all Russia. 
Created by Tsar Peter the Great it 
was modelled on Amsterdam, which 
was the leading economy of the time 
and an exemplar of Western values, 
culture and civilisation. Built on the 
Neva River on the Gulf of Finland, 
it became knowm as the ‘window' 
on the West’, but it was built by 
an autocratic ruler at the cost of 
thousands of lives. Boldly, Brook 
suggests that it was worth it.

Ditto Mumbai nie Bombay 
which was devised on the whim of 
a colonialist’s pen. Modem Bombay, 
Brook argues, sprang from the mind 
of Sir Bartle Frere of the East India 
Company who had the dream of 
making the urbsprima in India 
(first city of India). Here, ‘even 
Indians could be properly civilised

through exposure to Western culture 
and education’. We baulk at the 
non-PC phraseology, but miss 
the positive ambition at our peril 
Similarly, the seeds were set for 
modem Shanghai to emerge during 
the country’s Century of Humiliation. 
It was because China w'as under 
foreign domination, and because 
Shanghai was being designed with 
Western creature comforts, that the 
indigenous population was inspired 
to challenge the system. It culminated 
in social revolution, self-definition 
and Jazz-Age modernity.

These urban stories are recounted 
with fascinating detail, sometimes 
veering off at tangents, some less 
helphil than others. As a result, 
this book is really three in one: the 
opening section - the m<^t engaging 
- recounts the historic origins 
of cities ‘rushing into the future’.
The second book is an intelligent 
travelc^e, with Interesting 
anecdotes, a strange cast of 
characters and shrewd observations. 
It would be enlightening to visit 
any of these cities armed with 
this book. The third book is an 
exploration of the interregnum 
between the cities’ formation and 
today. This is the urban promise 
denied, an explanation of how 
these urban centres messed up.
The central section has less coherence, 
purely because the unifying theme 
of progress and modernity that Brook 
has established as their raison d’itre 
in the first section is no longer there. 
I'ho cohesion of the book fails away 
into looseiy connected episodes as 
the promise of those cities ebbed away 
due to war (St Petersburg), revolution 
(Shan^ai) or bureaucracy (Mumbai).

How'ever, even though each city 
has failed in many ways, Brook 
hints that such problems are part 
of the process of growing up. These 
global, emergent cities can survive 
and regroup precisely because they 
capture the human spirit.

Enter Dubai. ‘WTiether or not 
Dubai itself endures’, says Brook,
‘the idea of Dubai will endure.’

Potemkin
cities
AUSTIN WILLIAMS
A History ofFvture Cities, Daniel 
Brook, WW Norton & Co, £27.95

What have Shanghai, Bombay,
St Petersburg and Dubai got in 
common? On the face of it, not much, 
but this book argues convincingly it 
is that they were all ‘built to look as if 
they wore not where they are’. That is 
to say that this is the tale of four 
cities that liave transcended their 
localities, their nationalities and 
their eras to emeige on the world’s 
stage. These cities, Daniel Brook 
argues, w'ere founded on the promise 
to build the future and this book is a 
celebration of that modem condition.

Brook presents a measured 
analysis and a critical paean to 
cosmopolitanism, recognising that 
tilings are not fated to turn out 
well. It celebrates the progressive 
development that urbanity brings, 
bnt acknowledges that such 
advances are not linear nor are they 
guaranteed. The focus is on several 
cities (and their peoples) that have 
been propelled onto the world’s stage 
- leapfrogging the steady evolution 
of urban development, often by
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It might be a strange land ruled over 
by an unelected autocrat of whom 
we know little, but it also happens 
to be a forward-thinking, dynamic, 
future-oriented, experiment in 
univorsaJism. Brook is no romantic 
and recognises the inequalities 
taking place behind the scenes, 
but he takes an optimistic stance. 
‘Writing off Dubai’, he says ‘is writing 
off the world as it might bo.’ This is 
an impressive line, and all the more 
so for the contemptuous sniggering 
that it will no doubt engender.

A\’T»en Bjarke Ingels, the 
over-flattered wTinderkind of 
contemporarj’ urbanism, argues 
that ‘the majorit}' of the cities that 
will be our citi^ of the future are 
already here’, we should worry about 
the state of creativity and social 
ambition. This kind of Knd of History 
whimper should give us pause for 
thought about what passes for vision 
these days. This is all the more 
reason why Brook’s book is a 
necessarj’ challenge for our 
miserablist times.
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Size
matters
AVLALEPINE
Colossal: Engineering the Suez 
Canal, Statue of Liberty, Eiffel Tower 
and Panama Canal, Darcy Grimaldo 
Grigsby, Periscope Publishing, £46

The image of the engineer as both 
megalomaniac and impresario was 
acommon 19th-century trope. It was 
widely believed that for better or for 
worse, the engineer’s skillset would 
determine the success or failure I 
of the modem city. In 1886, |
Kmile P6reire, caught up in post- 
Napoleonic attempts to create the 
Suez Canal, calmly asserted that:
‘For me it is not enough to have 
traced my gigantic programmes on 
paper, rather I want to wTito my 
idea on tlie earth.’ The globe as blank 
canvas was a concept that defined 
imperial and stmctural ambitions

alike. Massive projects are difficult 
to grasp and to manage, both in their 
execution and their interpretation. 
Immensity is disorientating. For 
the Panama and Suez Canals, which 
were designed to divert, widen and 
radically alter geography to permit 
bulk trade on an unprecedented 
scale, pride and ingenuity w'ere 
inextricably tied together on a world 
stage. The Eiffel Tow'er’s audacious 
uselessness marked it as a monument 
to progress itself, allegorising the 
engineering ingenuity that gave

modem structures their common 
frameworks, regardless of their 
diverse functions. The Statue 
of Liberty transformed the 
infinitely mutable yet indisputably 
fimdamental American concept of 
freedom into a towering symbol, the 
scale and complexit>’ of which united 
engineering’s vast calculations 
with sculpture’s fluid artfulness.

As an art historian, Darcy 
Grimaldo Grigsby’s broad aim over 
a long career has been to illuminate 
unexpected aspects of visual
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continent, contain more than a pinch 
of melancholy. If yet another tall 
glass tower's distinction is its sheer 
size, some other tower - with some 
other colossal pricetag and debatable 
motives and functions - will soon 
supersede it. The inevitability of 
high structures, regardless of their 
purpose, materials, or local contexts, 
is Grimaldo Grigsby’s real subject, 

j Wli)' build tall? Whether we focus 
' on hubris, hyperbole, technical 

innovation on a grand scale, 
or too-often hidden human 
consequences and loss of life tliat 
attends many of these oversized 
projects, there is a single bottom 

' line which is always declared in every 
single one of these endeavours: the 
simplistic and usually unquestioned 
equation of height with progress.

procedures, and they’d have starved 
to death! Ah, machinery!’

Narratives of engineering projects 
that celebrate their scale and status 
tend to overlook the political and 
commercial forces that produced 
them. It is rare that the Eiffel Tower 
is discussed in relation to an age in 
H'hich the breadth and sophistication 
of engineering also took loss of life 
into account in a relatively sanguine 
way: ‘so much so engineers and 
industriatists became accustomed 
to calculating how many human lives 
a project might “cost” and how those 
costs might alter profits’. With the 
proliferation of plastic and metal 
souvenirs, a whole city contained 
within a single object could be 
reduced to a diminutive, highly 
reproducible, and very affordable 
trinket. The immensity of a colossal 
monument was made almost 
absurdly man^eable. Paris or 
New York could be microcosmically 
located in the Eiffel Tower or the 
Statue of Liberty, and tiien inserted 
into your pocket. Souvenirs reversed 
the dj-namics of social power 
embedded in these projects. Popular 
composite im^es comparing the 
height of tall buildings nested 
cultural achievements inside one 
another like Russian dolls, showing 
that the Eiffel Tower dwarfed the 
pyramids and Implying that for 
all its historical richness, France 
had usurped ancient Egypt. Colossal 
engineering became a shorthand for 
cultural prowess as never before.

Grimaldo Grigsby responds to 
this modem pastime of comparing 
size by ending the book with an 
appraisal of tall structures from 
more recent decades, criticising 
the perpetual ambition to build tall 
in light of the close investigation 
of 19th-century' French projects. 
Renzo Piano’s Shard (1,016 feet) is 
practically pint-sized compared with 
Kohn Pedersen Fox Associates’ 2008 
Shanghai World Financial Center 
(1,614 feet). Nothing comes close 
to the ferocious scale of Dubai’s 
Burj Khalifa (2,700 feet), designed 
by Skidmore, Owings and Merrill, 
and named after the benefactor who 
offered a near-instantaneous bail-out 
of billiona for Dubai in 2009. Anish 
Kapoor’s Olympics contribution, the 
Orbit Tower, is a twisted amalgam of 
skyscraper culture, colossal history', 
and the specific forms and ambitions 
of a very 19th-century inheritance. 
Projects claiming that they are 
the tallest and the most ‘iconic’
In agiven country, a region, or a

culture by turning to the nuanced, 
contradictory, and ego-driven ways 

' that people portray themselves and 
one another. ColossaTs purpose is to 
expose the underplayed micro-level 
histories that supported the world’s 
most famous macro-projects, 
demonstrating how' four huge objects 
by French 19th-century engineers 
were vessels for outrageous ambition 
and minute twists of fate. The real 
kick in this richly illustrated book is, 
however, delivered to contemporary 
continuities of a centuries-old 

' obsession with size: ‘man-made 
: enormity was originally an 

expression of power and unassailable 
authority; it now verges on kitsch 
and hallucination, even humiliation,’ 
claims Grimaldo Grigsby. She 
explains that: ‘To seek status on 
the basis of size alone is an exercise 
doomed to failure. It always was.’ 

Grimaldo Gri^by explains that 
w’hen embarking on the project she 
‘came to appreciate how effectively 

' colossal scale obscures the 
criminality of human aggression 
and the ruthlessness of capitalism 
with a rhetoric of progress and 
the altruistic engineering of global 
commerce’. Those who worked on 
these projects therefore came more 
fully into the frame in Grimaldo 
Grigsby’s book than had been 
accomplished in previous studies. 
The value of this compilation 
of four case studies in modem iconic 
engineering is its ability to use 
unusual and rare risual material - 
from models and stereoscopic 
photographs to souvenirs and 
posters - to form ways of 
understanding these huge 
endeavours that encapsulate 
their grand achievements and their 
equally large-scale consequences.

In 1864, the French naturalist 
wTiter brothers Edmond and Jules 
de Goncourt gravely predicted 
that ‘Industr>' will kill art’. In Jules 
Verne’s recently discovered novel 
Paris in the Twentieth Century^ 
written on the precipice betw'een 
the 19th century’s unmitigated 
industrialisation and the 20th’s 

^ looming unknown fiitures, be looks 
forward into a dystopian metropolis 
hacked apart by brash, unrelenting 
commerce. One voice in this novel 
asks, ‘What has killed art?’ Another 
replies that machinery is to blame: 
‘mechanics, engineers, technicians - 
devil take me if Raphael, Titian, 
Veronese, and Leonardo could ever 
have come into beingl They’d have 
had to compete with mechanical
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The impossibility 
of forgetting
LIAM YOUNG
Frozen Relic: Arctic Works by 
ScanLAB Projects, AA, London, 
ended 9 Februarj-

Anie’s Floe is an iceberg that existed 
at 17:01:07hrs on 16 September at 79 
22.S68 N, 003 04.611 W in the Arctic 
Ocean. It has since been tom apart 
by undersea currents and dissolved 
by a warming climate, but in a time 
when everything is digital nothing 
really has to disappear.

Frozen Relic, created by ScanLAB 
Projects (who wrote last montli’s 
View from), was an exhibition full 
of artefacts like this that no longer 
exist. In fact they no longer exist 
in precise and exacting millimetre 
detail. They drift across a data 
landscape in which we can still 

! see ever>’ crack, overj’ ragged edge, 
every blemish and fissure. They arc 

I high-resolution laser scans generated 
I in the Fram Strait north-west of 

Svalbard by ScanLAB, Greenpeace 
and tlie Department of Applied 
Mathematics and Theoretical 
Physics at Cambridge University.
The memories of these seasonal 
islands have been frozen in a ghostly 
coordinate cloud of XYZ and RGB 
t'alues. They were presented as 
extraordinary backlit prints and 
projections of the survey scans, 
and as an archipelago of scaled 
reproductions in cast ice formed 
against 31) printed moulds of the 
landscape. There was a chill in the 
air and the sound of dripping water 
echoed through the gallery.

I
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Memories are produced by us and 
our technologies. Laser scanners, 
capable of capturing large-scale 
landscapes to within an accuracy of 
millimetres, are l>egimiing to change 
the way we record and remember. 
They are tools of both science 
and wonder. These arctic surveys 
were commissioned to collect data 
used to calibrate simulation models 
and research how ice floes form 
and break up. In Frozen Relic 
they also become a mausoleum and 
remind us in intricate detail of an 
endangered landscape that is now 
the icon of contemporar>’ climate 
change. The space of the scan has 
become a new form of archive.

Another laser-scanning group 
CyArk, an abbreviation of ‘cyber 
archive’, has made it their mission 
to travel around the world recording 
world heritage sites such as Mayan 
temples and Egyptian p>Tamids.
It is a project born out of an anxiety 
that our precious landscapes are 
disappearing faster than wo can 
preser^’e them. It is a refusal to 
allow things to slip away.

In his TED talk Ben Kac>Ta, 
the founder of CyArk and early 
pioneer of the technology, laments 
that they were unable to scan the 
Bamiyan Buddhas before they were 
blown up by the Taliban. Would 
digital simulacra of these treasures 
reassure us after they are gone or 
would the data be used to recreate 
them as if the war never happened?

As ScanLAB have done with 
their melting facsimiles of distant 
ice floes, will we begin to reproduce 
our increasingly scarmed worlds 
physically? Would it be a curated 
collection of replica landscapes 
wrought from the tool paths of herds 
of GNC machines, 3D printed layer 
by layer, a carved duplicate at 
extreme resolution, a theme park 
of synthetic copies, and like plastic 
tits on an ageing celebrity, timeless, 
as ever>’thing around them decays.

Beyond the exactness of physical 
reproductions, the laser scan 
suggests new ways of relating 
to digital environments. We are 
presented with the possibilities 
of an extraordinarily accurate digital 
Doppelganger, a 1:1 avatar of our 
world. How would we inhabit this 
space? Could we wander the point 
clouds, a digital zoo of precious 
artefacts, a forensic landscape of 
what the world was, frozen in a given 
moment? Would we walk through 
it with our children as if it were 
the British Museum, would we line
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: up our sniper scopes and take 
out insurgents in a hyper-real 
videogame environment, would 

: wesee familiar fragments of lost 
monuments repurposed in the 
CGI backgrounds of fantasy lilras?

Our conteraporar)' experience 
of landscapes is changing. Wo see 
across vast distances through 
the lens of nature documentari^, 
we watch nesting box webcams 
and swipe through hyperlinked, 
gcotaggod Flickr collections.

; We could soon be armchair tourists 
exploring past Google Earths formed 
from the scan data of landscapes 
lost and, like Sandy Island, a ghost 
in the South Pacific that was only 
recently undiscovered - or rather 
discovered to exist solely in Google 
Maps - would we ever really know 
they weren’t there?

In Frozen Relic, the scan 
transports us, in exacting detail, 
from London to the distant 
landscapes that our major 
metropolises are affecting. With 
Unknown Fields, our research studio 
at the Architectural Association,

: I go on annual expeditions to 
I visit these peripheral territories.
1 We understand that if we are ever 
I to change our attitudes to these 

landscapes that we are consuming 
then we must first bear witness 
to them. There is value in cataloguing 
parts of the world with this 
precision, but in a digital age,

' when everything is remembered 
1 nothing is precious.

Our digital lives are accumulating 
in endless fields of super-cooled 
server farms, containing tweets, 
chock-ins, Instagrams, pom banks, 
pokes and, now, floating icebergs.
The geothermal fields of Iceland and 
small towns in Middle America are 
becoming a home to the world’s data. 
In spraw’ling warehouses browser 
searches sit beside glaciers, emails 

^ beside Mayan temples. Server 
farms are something between filing 
cabinets and cathedrals. If they are 
the new repositories of aU knowledge 
and ephemera then how is the 
data stored, how do we access it, 
and is anything ever forgotten?
Can some data be designed to decay 
- could pixels erode with time, 
like a portrait of Dorian Gray, 
slowly ageing with our sins?

The Argentine magic realist 
Jorge Luis Borges tells the story of a 
boy w ho has lost the ability to forget. 
His world is one of‘intolerably 
uncountable details’. He finds it hard 
to sleep, to make generalities, he is 
incapable of abstraction since, just 
like the laser scan, he recalls ‘every 
crevice and every moulding of the 
various houses which surround him’. 
He is unable to engage the present, 
adrift in the intricate data scape 
of his perfect memoiy'.

What wo choose to remember, 
what we chose to keep, defines who 
we are. The permanence of a point 
cloud iceberg, drifting endlessly in 
a digital sea, is an eternal reminder 
of how much we have to lose.

? «
\
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handbook to standard details and 
measurements, even though it is 
centrally concerned with metaphors, 
of which the most important is the 
analog}’ between the structure of 

I plant forms and that of columns, 
and the entablature of bracket- 
corbels w’hich support the roof.
The analogy is not one of look- 

{ alike, but is structurally reasoned. 
Moreover, Feng has given Li’s book 
a fascinating but rather unfamiliar 
context - since it is, after all, the 
culmination of much architectural 
theorising which went on in more 
general w’orks; the Erya (an 
encyclopaedic dictionary which 
includes much architectural 
terminology - compiled a 
millennium before Li’s book) 
and the commentarj' on it, Erya Bhu\ 
thefr^mentarj’JrftyVnp of Yu Hao,

; ortheSun^i^uofNleZhongyiare 
j the best know-n. And of course 
; Li garnered material from such 

predecessors, much as Vitruvius 
relied on older Hellenistic architect- 
theorists. However the writings 
of Li Jie’s predecessors, unlike those 
of Vitruvius, do survive, though they 
are unfortunately all too little 
known. Most are writings of literary 
men, scholar-calligraphers. In all 
of them a great deal of attention 
is devoted to geometry - to the 
manipulation of the water-level, the 
compass, and the plumb-line as well 
as to ritual practice: the establishing 
of orientation, the varieties of 
geomancy and that physical and 
historical examination of the terrain 
which is popularly familiar in the 
west as Feng Shui - but wliich has 
its own complex, ancient literature.

Li Jie did not just rely on his 
reading, but gathered much

information ftom craftsmen, so that 
the language in which be writes is 
an amalgam of the learnt style of the 
scholar-philologists and the more 
pedestrian locutions of masons and 
woodworkers. But it is evident that 
his narrative will be quite unfamiliar 
to Western architectural historians 
since the style of many of his 
predecessors (some of the texts 
he considers are rhymed prose 
rhapsodies in praise of grand and 
famous buildings) will come as a 
surprise. All this Professor Feng 
has considered in detail with the 
help of many quotations, given 
first in Chinese characters and 
then in English translation.
He demonstrates - convincingly, 
to my mind - that the tradition 
of Chinese architecture originates 
in the confluence of two streams, 
the craftsmanly and the literarj’, 
but with craftsmen often partnering 
the literati as near-equals.

Jiren Peng’s book is the latest 
volume in the University of Hawaii’s 
Spatial Habitui series w’hich is a 
very worthwhile enterprise and I, 
for one, hope that he will be 
encouraged by the reception of this 
book to undertake further studies of 
Chinese architectural writing which 
are virtually unknown to Western 
historians and theorists.

Character
building
JOSEPH RVKWERT
Chinese ArchiUcture and Metaplurr; 
Song Culture in the Yingzao Fashi 
Building Manual, Jiren Feng, 
University of Hawaii Press/Hong 
Kong University Pre^, 168

For someone who can barely make 
out a dozen characters to ‘review’ 
this book would be an impertinence. 
Tliis is not a review' therefore, but a 
‘notice’ as they used to say.

Professor Feng’s book is primarily 
concerned with the Yingzao Fashi 
(as Its title makes clear), the building 
handbook written by Li Jie, who 
is usually described as an ‘offlcial’; 
working in the Imperial Directorate 
of Construction, he certainly was 
that - though he was also a painter- 
calligrapher, a philologist, a horse- 
fancier and gambler, someone very 
different from his much earlier 
Roman Imperial opposite number, 
the verj'sedate Vitruvius.

A mlllenmum separated them, 
and while a retired, independent 
Vitruvius dedicated his book to 
Augustus, Li wrote at the direct 
command of one Emperor - Zhezong 
(1086-1100). And his book was finally 
published by yet another, Huizong 
(no mean calligrapher himself, the 
originator of the ‘Slender Gold’ stylo) 
in 1103, and it became the moat 
important work on architecture and 
building for Imperial China. It has, 
of course, been much studied - even 
in English - over the last centnr>’, 
but it is Professor Feng’s contention, 
which seems entirely justified, that 
it has been treated too much as a

Competitive
streak
GWEN WEBBER
Think Space: CompetUite 
Hypothesis, Storefront for Art 
and Architecture, New York, USA, 
ended 16 February

The design competition is a key 
mechanism in architectural 
production and progress. Its 
prevalence in contemporary design 
has put some of this generation’s 
most revered designers on the map 
but it has also become synonymous 
with the rise of celebrity architects 
and signature architecture. Though 
directives and regulations shift, 
architecture competitions have 
changed little since their revival 
in the Renaissance, and they have 
weathered controversy for just as 
long. Criticised for favouring larger, 
wealthier practices over the smaller 
ones they originally sought to 
include, there has been a level 
of acceptance that the competition, 
however biased, is part of 
professional practice. After all,
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subjectivity and scrutiny are 
architecture’s cultural norms.

In Think Space: The Competitive 
Hypothesis, this normality is 
challenged. The curators begin 
with the distinction between two 
trades: ‘material’ capital (design 
and engineering conglomerates 
whose names are less visible and are 
less discursive, but who monopolise 
new construction) and ‘symbolic’ 
capital (a reference to the images and 
ideas generated by practices that rely 
on an army of interns). To illustrate 
these positions, the show is divided 
into four sections.

The first section presents a variety 
of powerful statements, curated 
by Carmelo Rodriguez Cedillo and 
Daniel Ferndndez Pascual. At the 
entrance to the show, hanging in 
front of a sparsely adorn(?d wall, 
is a white sphere with peepholes, 
inside which stands a golden 
replica of Michelangelo’s David.
The submission is accompanied with 
a letter to judge Arata Isozaki from 
Piero Frassinelli of Superstudio, 
describing its entry for the 1976 
Shinkenchikn Residential Design 
Comi>etition themed ‘House for a 
Superstar’. As the visitor learns that 
the Image of David has been planted 
in the mind of Isozaki on a previous 
meeting with Frassinelli’s colleague, 
the problematic notion of influence 
- however insidious or subtle - 
highlights the subjective, fallible 
nature of competitions.

Indeed, the parallel question 
of how valuable authorship and 
autonomy are to architecture and 
w hat impact this has on the outcome 
of competitions is boldly dealt with 
in Archizoom’s 1970 rubber stamp 
declaring: ‘Projects Must Be Signed’ 
(‘II Progetti Si Firmano’). While 
the grandfathers of architecture 
enjoy the currency of recognition, 
neither invited competitions nor 
the assumed level playing field 
of anonymous competitions can 
promise equality. At the risk of 
disqualification, the practice signed 
and titled its entry for the University 
dogli Studi in Florence as a comment 
on the hypKMjrisy of anonymitj'.

Before entering the second 
section the visitor is presented 
with the riba’s 1872 Survey on the 
Guidelines for Competitions. Its 
questions, conducted at the behest 
of a new commission to investigate 
corruption and deception in 
architectural competitions, are frank 
and surprisingly relevant, raising 
contemporary concerns about
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renowned Blur Building 
Below: another corapetitiOR- 
winniag design, Yohohama 
Port Building by Foreign 
Office Architects. Both were 
displayed in the eihibitien 
Think Space as posttivs 
examples ot cempetfttons 
that marked pivotal moments 
in architectHro

favouritism and financial and 
professional merit. One rather 
wordy question stands out: ‘Whether 
in your opinion the condition 
fre<iuently laid down by committees, 
requiring the successful architect 
to let the premium merge in his 
ordinary professional commission, 
is justified by the idea that the 
labour expended upon the 
preiniated design materially 
diminishes his subsequent labour.’

.Mounted along a darkened 
corridor is a non-specific, backlit 
diorama of a man looking out over 
a rural landscape. Titled The Habitat 
of Homo Economicus, this section 
is intended to present the empty 
visuals that accompany proposals 
for large-scale development, as well 
as desirable scenes for sensual-savvy 
clients. Curators Ross Exo Adams 
and Ivonne Santoyo-Orozeo stress 
a contemporarv- tendency to accept 
a reality built on ‘figurelessness 
and interchangeability’.

What seems like a direct contrast 
to this, the third section, Think 
Space Past Forward presents the 
winners and honourable mentions 
of three pivotal architectural 
competitions: The Peak Leisure 
Club, Yokohama Port Terminal 
and The Blur Building. As part of 
a wider project of the Past Forward 
competition series, the designs 
pinpoint singular moments in history 
that changed the discipline and, 
for the practices that won, mark 
a crystallisation of architectural 
ideologies. Though only a small 
cross-section, the examples 
demonstrate the positive impact 
of competitions and their imtential 
to transform our environment. It is 
interesting to see the context of the 
winning proposals and to look back

at the moment of genesis for the 
practices. The iconic, Suprematist- 
inspired proiK)sal by Zaha Hadid: 
the moment that Foreign Office 
Architects crafted a signatviri* 
style, to which it never returned; 
and the possibility-bending, 
materially stimulating Blur Building 
by Diiler Scofidio f Renfro.

The final section. Mind The 
Gap, presents a hall of fame for 
the unnamed intent who make 
the competition process possible. 
This represents an ongoing criticisin 
of contemporary practice. Born nut 
of the disjuncture between the 
fast-paced productivity and 
accelerated urbanisation of a 
post-Fordist era and the sluggisliness 
of the building process, this section 
forms the core of the exhibition's 
concept. To realise the Storefront’s 
aspirations to stage diabolic 
provocation and open diaiogxie, 
the wedge-shaped gallery doubles 
as a confessional space. Highlighting 
the other aspect of competitions 
that of individual gain - in its 
exposed party wall, one anonymous 
scribe proclaims: ‘I stole the 
contracts from my boss and quit’.

While the exhibition explores 
aspects of the complex system 
behind architectural production 
and eschew's the temptation to show 
a singular, historic i>erspective, 
it doesn’t speak to the role of public 
consultation. Perhaps Andreas 
Papadakis, AD's editor at the time, 
got it right in 1981 when he sought 
the expert opinion of children 
for his Doll’s House comi>etition. 
Architectural competitions were 
originally established to eng:ige the 
public, the patrons and the u.sers of 
buildings. Like the gallery, they must 
re-engage with this purpose.
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PEDAGOGY
1. Alvaro Siza't orl(f nal 
ikotcli for tho relocated 
FAUP campue In Masaarelos
2. Aptly for a sdiool vrtth 
Size among Ite ainmnl. tho 
^[etchbook kaa becomo 
tfca primary doslpi tool
of FAUP. Student* are 
barred from uting digital 
reproMiitation of any 
kind HntH tfie tMrd year
3. Filipa Forreira'a Hrat-year 
ahetch aensftfvely dolineate* 
Hm rambling path* In the hill* 
•urrounding Maaaarelo*

is central to the 20th-century 
tradition of the ‘School of Porto’ in 
which FAUP is anchored. Associated 
with Siza as well as Kduardo Souto 
de Moura, Portugal’s other Pritzker 
laureate, the School emerged 
according to a regional concept 
of modem architecture. Scholars 
Kduardo Fernandes and Jorge 
Figueira, who completed PhDs 
on the topic at FAUP, both trace 
the School’s origins to Fernando 
TAvora’s ‘permanent modernity’: 
a timelessness that arises when a 
building resonates with its physical 
and cultural context. Initially 
set out in his 1947 publication 
0 Problems, da Casa Portuguesa, 
TAvora developed this idea in his 
teaching and in canonical built 
works. As Fernandes explains, the 
School subsists in ‘a way of thinking 
connected to a w'ay of doing’. 
Important to this legacy is what 
l‘'iguoira calls ‘the rolnvention of

On almost every table - or under 
the arm or in the bag of almost every 
student - is a sketchbook.

This should not come as a 
surprise. Sketching ‘can be 
considered our core didactical tool’, 
says Jos6 Miguel Rodrigues, director 
of the MArch programme. And he 
means it; ‘first and second year 
students are not allowed to use 
the computer, in order to have a 
direct relation between thinking 
and doing’ through hand-drawing. 
This credo informs a curriculum 
which incorporates drawing as 
freehand representation of the built 
environment, as a tool to analyse 
design problems, and through 
drawing live models.

For Rodrigues and Manuel 
Montenegro, who together teach 
drawing as a research methodologj' 
in architectural historj’, pencil and 
paper are significant for more than 
just pedagogical reasons. The sketch

FAUP, Portugal
MATTHEW BARAG
Chalky shadows play across the 
south-^ing facade of tho exhibition 
hall block of the Porto University 
Faculty of Architecture (FAUP).
The horizont al line drawn by a 
window canopy carries the eye to 
one of several terraces, reached by 
ramps, which lead up to Alvaro Siza’s 
pavilion of 1985-86 - a prelude to 
his design for the relocated school, 
completed in 1993. Against the 
background noise of motorway 
t ralHc to tho north, a gentle hubbub 
rises from the shady caf6 patio at 
the lower level of the sloping site, 
where students chat and drink coffee. 
Laptops and iPads share tables 
withoverflowing ashtrays and empty 
paper cups. Alongside this familiar 
detritus is something rarely sighted 
in architecture schools today.

3
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the sketch’: an emphasis on 
analogical drawing as a vehicle 
for architectural creativity.

FAUP t(xlay honours this legacy, 
harking back to the spare artistrj- 
of its eminent forefathei-s, and also to 
the faculty’s origins in the School of 
Fine Arts. This tradition is brought 
together with technical skills and 
social awareness in the studio which, 
Rodrigues explains, is eiivisiiged 
‘as the place for the synthesis of 
knowledge’. Undergraduates follow 
a three-year course leading to 
a two-year master’s degree. 
Professional training consolidates 
core School of Porto themes, in 
particular the give and take between 
architecture and the city.
'I’he drawing bc>ard is endorsed as 
the key setting for design c-ducation 
andcsperiinentation. Accordingly, 
Siza’s site plan prioritises the 
studios which i>ccupy four playfully 
sculptural, blockj’ towers boasting

views out over the river Douro.
Context is crucial to the FAUP 

I>edagogy, and a project by student 
TomAs Cambaxj, sit(‘d next to Porto 
cathedral, painstakingly negotiates 
historical and topographical 
constraints to propose a new urban 
landstidpe offering clear \ icw8 
of the Romanesque nionumont. 
Promenades and platforms imite 
the public onto a sculpted roof that 
connects the proposed, half-buried 
buildings to one another and to 
thegnumd. Sensitivity to context is 
systematically cultivated in students 
through exercises in freehand 
dniwing: ‘the lingua franca of an 
architect’ as Rodrigues puts It. 
First-year student Filipa Ferreira’s 
sketch of a small dwelling, 
reached by meandering paths 
in a 19th-century district not far 
from FAUP, uses lines on the page 
to imaginatively reinsert a house 
into its urban setting.

4. A topograptiicai card model 
by ttudent Temas Cambio 
prepoMO a aeries ef public 
spaces stepping down the 
north-flying slope fron 
Porto's historic city esntre, 
while maintaining views up 
to the 13th-century cathedral
5. The fusien ef measured 
drawing with essay-writing 
is Intended to 0ve students 
a fuller imdersimiding of 
historic ideas. Here students 
collaborated to redraw 
elevations from Christopher 
Wren's Chelsea Hospital

Differently calibrated drawings 
provide a counterpoint to the 
freehand sketch. A technical section 
by Francisca Lopes translates her 
design intentions into constructional 
details. The facade articulates 
intersecting volumes: brick-clad 
below, relating to existing buildings 
across the street, and plastered 
above in a neighbourly gesture 
towards a social housing scheme next 
door. Too often, context is reduced 
to either temporal or spatial criteria, 
but at FAUP the visual dimension 
of cultural knowledge is reinforced 
by combining drawing with essay- 
writing. Christopher Wren’s Royal 
Hospital Chelsea elevations are 
redrawn by Ana Rita Fernandes,
Ana Santos, Diogo l*ereira, Francisco 
Pais and lolanda Tavares as part 
of their third-year historical studies, 
close-reading Wren’s design logic 
in relation to scale and composition, 
proportion and architectural order.

ii
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The Tennis Panlion itself plays 
against the ground plane and the 
horizontal of the tennis court in 
a complex game of weight and 
flotation. It relies upon modem 
materials such as concrete and steel 
to achieve wide lateral spans without 
supports, yet it still flirts with the 
ideaof trjiditional masonry pillars. 
These are inserted in the rear wall 
in such a way that they protrude 
from the surface but do not touch 
the ground. They recall the granite 
piers used in ^•ineya^d8 in northern 
Portugal and convey a sense of 
the rustic, even the primitive. They 
allude to traditional construction, 
but subvert it in a manner that 
underlines the feeling of hovering of 
the main pa\ilion space, an air>’ room 
entirely open along its south-eastern 
side so as to alfortl an uninterrupted 
new over tennis court and park.
Tlie floor is covered in red and 
white tiles while the entirt* roof is 
supported on wooden rafters sitting 
on a long concrete beam which runs 
from one end to the other without 
intermediary columns, sits on a 
whitewashed wall at each end and 
protrudes beyond them. The long 
horizontal handrail, a cylinder of 
steel, and the rain gutt<T above, 
are also detailed so that they appear 
suspended in mid air.

Tliere are subliminal allusions to 
baiiibou mils ami gutters in Japanese 
temples, but these are combined with 
a reinterpretation of the overlapping 
planes and struts of I)e StijI.
Tlie Tennis Pavilion works with 
voids as w’ell as solids, and engages 
at a distance with the spatial 
dynamics of Neo-Plasticism and 
the abstraction of Mondrian. It is like 
a delayed reaction to a past avant- 
garde in defiance of a clojing and 
earthbouiid traditionalism, that of 
the formulaic and olHcial ‘Portuguese 
House’ with its folkloric cliches, 
which I’dvora openly criticised 
in writing. The Tennis Pavilion 
takes on the chara<;ter of a modest 
manifesto in favour of a modernity 
that also returns to roots.

I conceived in 1957, served as 
a pastoral filter betw'etm the 
residential areas to the north 
and the harder industrial region to 
the south, even passing under the 
roadway at the lower end to establish 
an extension of public spnc4s. 

j In addition to the primary axis 
I and diagonal routes over platfornjs,
I TAvora established stopping points 
: where people might pause and 

meditate upon historical fragments, 
textured paving stones, roiigl) 
masonry and troughs of water.

One of the underlying themes 
[ atQuintadaConcelQaoisthatof 

the outdoor room open to the sky.
I This is first announced at the 
I northern entrance with its red walls, 
j and its main portal with hovering 

granite lintel framing the way into 
the park along the main axis.
It suggests a Meso-American ruin 
and recalls works by Luis BarragAn 
(which TAvora did not know).
The path descends towards a {M)int 
of punctuation in the distance: 
an abstract sculpture resembling 
an ancient stele w ith a semi-circular 

I top, wiiich turns out, when one is 
below, to be the back of a curved 
archaeological fragment ('mbedded 
in a modem form.

This game of representation and 
, abstraction continues throughout 

the park, as does the contrast 
between modern materials such 
as concrete, and traditional ones 
such as masonrj'. Immense care has 
gone Into the articulation of joints 
so as to reinforce* the materiality 
of stonework, particularly in the 
sustaining walls and the rough blocks 
of granite used in the paving of the 

j main pathway. Inevitably one thinks 
i of the ground plane in Japanese 
! temples in Kyoto (\vhich TAvora 

experienced) where moveimmt is 
guided by the changing feeling of 
the pavuig underfoot. In the pai k, 
the types of wall run all the way 
from the boldest granite inasonrj' 
to thin, plastered surfacc*K from 
traditional mstication to suggestions 
of the cultivated.

'Like a navigator 
of modern times, 
Tavora travelled 
far and wide 
in his quest for 
architectural 
truths’

Fernando Tavora
WILLIAM JR CURTIS
As history unfolds, unexpected 
conntKitions api>ear between the 
recent and the more distant past. 
Works w’hich were once discus8(?d as 
central retreat into the background, 
while others which seemed marginal 
at the time move into the foreground. 
The late 1950s and early ’COs in Porto 
were crucial turning imiiits in which 
Fernando TAvora (1923-2005) and 
his younger colleague Alvaro Siza 
established their personal styles 

I while crystallising a wide range 
I ofissues to do with modernity and 

tradition, the uRiiltectural object 
and surrounding space, the universal 
and the local. In retrospect, the 
Tennis I'avilion byTAvora and the 

I Swimming l*ool by SIza, both in th<*
I park of the Quinta da Conceioao near 

Matosinhos, stand out as seminal 
I buildings. It is insufficient to refer 

to these achievements by means of 
muddled historical characterisations 
such as ‘critical regionalism’ or to 
try to tie them to the nebulous 
formulations of Team Ten. They need 
to be understood in r«’lation to the 
Portuguese architectural culture 
of tJie period and the ever evolving 
strands of modeni architecture 

I combining the local and the general 
I in places as varied as Spain, Mexico, 

Japan and Yugoslavia at the time.
The ensemble of structures 

built by TAvora in the park of the 
abandoned monastery of the Quinta 
da Conceigao - including the Tennis 
Pavilion, the outdoor room of the 
northern entrance, the stepping 
walkways ami the reconstructed 
cloister constituted an entire 
symbolic landscape laden with 
hidden memories and allusions, and 
drawing together influences as varicul 
as the architecture of Frank Lloyd 
Wright and the temples of ancient 

' Japan, but in an exploration of a 
modern space. They also returned 

■ to archetyp<*s such as the platform 
and the hovering roof. The park,

F*nUMi4« Tiv*ra
1923-2005
UHcatton
Porto School of Fine Arts 
Educator
Professor at tha Faculty 
of Architocture,
University of Porto 
Key bulMlnp 
Municipal Market, Santa 
Marla UFelra (1953-99) 
Tennis Pavllien, Quinta da 
Concelgio Park, Matosinhos 
(1956-BO)
Santa Marinha Convent, 
Guimarkes (1975-04)
Quote
A good huildinc is tike a food 
shirt, It must have a good 
cellar and a good pair of cuffs, 
if N doesn't, it's still e shirt, 
hut Is Ha good one?'
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One recalls Ihe architect’s interest 
in the writings of Bruno Zevi who 
tried to the essence of modem
architecturtj through Its liberation 
of a new kind of space, first revealed 
in the work of Frank Lloyd Wright 
then carried forward in what he felt 
was an ‘organic’ tradition. Aalto 
also figured in this lineage, and in 
the rtoating, angled roof of the 
Tennis Pavilion one encounters 
echoes of both Wright’s 'Paliesin 
West (1937) with its tilted, tent-like 
superetnicture riding over a bast? of 
crude masonry, and of Aalto’s Maison 
Cari'6 (1057), n ith its wedge-shaped 
roof hovering at)Ove a stopped section 
responding to the sloping landscape.

'I’hesc ‘nuKlern’ precedents coexist 
in tension with Tivora’s readings 
of the rum! vernacular of northern 
Portugal, especially the tiled and 
tilted roofs and the terracing.
Modem concepts and images interact 
nith traditional ones, just as they do 
in several of T^vora’s other works of 
the same i>eriod such as the Mercado 
Munic ipal at Vila do Fcira of 1908-50 
or the Casa de F6rias of 1957-69.
The Pavilion was a synthesis of 
fundamental ideas, even suggesting 
a Primitive Hut - an essay on the 
very notion of architectural origins.

Portugal is sometimes treated 
as a ‘marginal’ country, a caricature 
which forgets the numerous links 
to the Americas, Asia and the rest 
of the world. In Porto, in particular 
the very notion of the ‘local’ has 
been modified by historical overlays 
imported from places around the 
globe. One is struck by the 
cosmopolitanism of Tivora’s 
architectural culture, his absorption 
of past monuments and civilisations, 
and his investigation of basic themes 
transcending particular example.s. 
Like a naWgator of modem times, 
Tivora travelled far and wide in 
his quest for architectural truths.

An exhibition Feroaodo Tdvora: 
PermanantModentttyit belnf held 
at Hie School of Architecture of the 
Univerelty of Minho. Guimaries, Portugal, 
unHI IS March 2013
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AR HOUSE 2013 
A £10,000 PRIZE 
FOR THE DESIGH OF 
A OHE-OFF HOUSE
The private house occupies a unique position 
both in the history of architecture and the 
human imagination. Beyond its core ftinction 
of shelter, it is an object of fantasy, a source 
of delight, a talisman and a testing ground.

From Le Corbusier to Rem Koolhaas, the 
progre^ of modern architecture can be traced 
through a succession of pioneering houses. 
Regardless of scale, site or budget, the house 
offers the potential for genuine innovation and 
is critical to the ferment of architectural ideas.

AR House celebrates this wellspring of 
creativity with a major award of £10,000 
forthedesign of the best one-off house.
All projects must be built. Tliere is no srge limit. 
Entries will be judged by an inteniational jury, 
chaired by AR Editor, Catheriim Slessor.

For moro information 
francesca.verdusco'.s'emap.com 
or call >44 (0)20 3033 2660

For sponsorship oppiorlvnities 
nlch.roberts@emap.com 
or call >44 (0)20 3033 2940

ENTRY DEADLINE IS 26 APRIL
architecturai-review.com/arhouse20l3

LAUFEN
Bathroom Culture lince 1B91 D www.laufcn.fom





Introduction by ORMS The suestt The hosts

PhilMppa Oe'Ath (PD) iH Prwi’amme Dimjtor 
and co-foimdtT of Hackney Xew Rdux*!, 
oiK’ning in fH‘ptenibc*r 2013. She hasi 10 years’ 
experience in iedmolc^y. business stiiitegy 
and reorultnieni at IHM. after a short spell 
in the lire music industry

As a practice, ORilS is keen to understjind 
the everyday issm-s and challenges fac<Kl 
bylKtth the archiUNttural proh'ssion and 
our colleagues and clients in the wider 
construction industry. The Think initiative 
supports our belief that the best way of doing 
this is through debate and research, the 
onteomes of which will ultimately Inform 
our art.'hitectural approach.

Oliver Richards (OR) founded ORMS in 1084, 
and his skills in balancing the visionary 
qualities of design with practicality and cost 
consciousness are centrsd to the philosophy 
of the practice

John McRae (JM) is au Equity Director of 
ORMS and chief instigator of the Think 
initiative which relloctshis own passion for 
creating a built environment clowjly infornu*d 
by the iLsers’ well-lxdng

Kate Heron (KH) is Head of ArchitCKdure at 
the fniversity of Westminster and Diretdor 
of Ainbiko PR. Her background is in practice 
as Feary • Heron Architects, and in the arts. 
8he is a jmst chair of 8CHOSA. 8he has taught 
and been an e.xternal examiner in many UK 
schools of art'hitecture, and an advisor to the 
EPFL in Lausanne. Most rt?cently she has 
joined a Europe-wide consortiuui of seven 
schools of architect im^ kn»)wn Jis ADAPT-r 
which has El' fimdiug to develop au 
intomatioiial training network of researohoi's 
based in ‘venturous practice’, and to expand 
the established UMIT Plil) prograinine of 
research by practice

IVhat follows is the result of the first stage 
in the Think process a frank, informal and 
fastdnating dialogue Ixetwinm some of the 
p<M>plc we most admii'e in the industry, 
dravni from a wide variety of disciplint's 
and representing many diffenmt sides of 
the debate. Their lively insights are highly 
thonght-j»rovokingand, imnitably. mist- 
more qiuv^tions than they answer.
But they successfully highligiit the confiicting 
issues which will inlluenoe the future 
development of educational buildings and 
identify tnany new avenutjs for debate and 
design exploniticm.

Richard Keating (RK) joined OUMR in 2CU>5, 
was made an A.ssiK*iate in 2008 and Asst»ciate 
Director in 2010. His focus within the practice 
is on the Education and Commercial sectors 
and he also heads up its b*chiii»^al workshops 
and reviews. He is a Hoveruor at M\>odsid<* 
Soiled)!, Walthamstow

Coreen Hester (CH) is Head of Rchrs)! at the 
American Bchooi in liondon fASL). She taught 
Englisii literature and writing l>efore she 
tx*gan her career sis an administrator in 
lndei>oiident schfKd.s in the US. Shi- was 
High School Principal at the ASL 
and Head of School at the Hamlin Soiux>l in 
San FrancisK'ii for 10 yt-ars, before retuniing 
to the ASL ill 2007

Duncan McCorquodale (DM) established 
Black Publishing, a London-basi-d 
IsMik publisher notwl for its fn?sh, ocK-ctic 
IK^rapeotive on coiitemporarj- culture.
He also founded Artlficf! I>ooks on 
architeeture. He originally studuxl 
Historj' and Theorj- of Archite<'turc 
at the Architectural Assiiciatinn and 
following graduation taught at the 
Bartlett School of Architecture
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SCHOOL LESSONS 
A OISCUSSION ON 
THE FUTURE OF 
EDUCATIONAL BUILDINGS

Despite schools still being a recognisable typology that 
transcends eras, buildings for education, especially in 
the ITK, are now increasingly subject to the conflicting 
pressures of funding and political agendas, as well as 
different strategies for procurement, such as free schools, 
and the rise of digital technology in the classroom. How do 
these factors impact on architecture and can architects 
still create meaningfitl places and spaces for leamingf

I

OR: What we want to try and get out of this is to think 
about the serious issues facing the UK to see whether 
we can come up with some ideas about how to make life 
better. ORMS has designed a nnmbtjr of dilferent schools 
but they have all been in the private sector. Between 
us we have a number of kids and we care about the next 
generation and how are we going to solve these big issues 
for the ftiture. I think tliat starting a school from scratch 
is a really interesting idea because it makes you think 
there’s no commonly accepted ground.

JM: Phillippa, why did you get involved in setting up a free 
sclioolt What was the driver for it?

PO: Partly by being an employer of UK graduates in the 
technology industry and finding that really hard, and 
partly by mentoring kids in secondary schools and being 
quite surprised at the provision of general state education. 
And 80 1 became much more interested in secondary 
education. I was trying to become a governor and met 
others interested in developuig ideas about what a school 
would look lik<; organised in a different way. We then went 
through the marketing and application process run by the 
Department for Education. We also walked the streets of 
Hackney and approached everybody who looked like they 
might have a 10 year old kid, and said, ‘We’re opening this 
school, what do you think?’

Continuing the collaboration 
between British practice OHMS 
and the AR, the Think Series aims 
to promote dialogue between 
different disciplines within 
architecture and construction.
In this second edition we explore 
the issues shaping the debate on 
buildings for education

OR: How many other groups of people are doing this? 
Are you exceptional?

PD: vSeveral hundred groups applied when we did and 
100 were approved. Half of those are religious schools 
so they are backed by a church, mosque or synagogue. 
Most of the other half are gnmps of teachers and a head, 
who liave said, ‘We could do our own version’. So we were 
different in the fact that the deputy head joined the team 
after we originally decided to do it.
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KH: What’s your business model! KH: One of the problematic things about ftec schools 
is that they are so open to being used for faith schools. 
For many people this is extremely tricky becatise they’re 
teaching groups In order to be separate, not in order to 
contribute to the greater good.

PO: It’s a state-funded state school so it’s free to attend. 
Its genesis is fairly typical of the way new schools now get 
set-up as free schools, where a group puts fonvard a bid 
witli support from the local community to open a school.

PO: There’s a perception that the Church of England 
and Catholic primary schools are better and better for 
probably reasons that nobody would ever really dare 
to say. Everybody knows somebody who suddenly starts 
going to Sunday school when they have a four year old 
and it’s not because they’ve suddenly turned to God; 
it’s because they’re trying to get into a good school. From 
our perspective it’s helpful because it completely diffuses 
the debate of whether there should be a school like ours 
in Hackney, which is visibly open to everybody. One of the 
other two schools that have been opened is a faith school.

GH: What’s your philosophy?

PO: It’s based on the Theresianum, a school in Vienna, 
which has run this model of the ’teaching morning’ and 
the ‘study afternoon’ for hundreds of years. The idea is 
to help children not just be academically excellent but 
also to learn how to stick up for themselves, to think for 
themselves and to critique what they’re presented with. 
I’his is especially relevant as the volume of information 
now available to children and to all of us is so immense.

OR: Is that the real differentiator? That you have a 
philosophy which is tried and tested, and so gives you 
tlie kudos and abilit)’ to persuade both funders and 
pupils that you’re worth foUowing?

PUPILPOWER

Given the current rush to set up new schools and the 
presssuTc on capacity {London alone is facing a shortfall 
of90,000 school places), how do different philosophies of 
education mesh with architectural ambition? And how do 
new ways of learning and collaboration influence design?

PO: Yes, but there are many levels to it. I think there’s 
an intellectually strong vision of what the school will be 
like, but we’ve also shown that we’ve met the practical 
challenge of setting it up in the first place. OM: I'm curious about the idea of a good school and 

philosophies informing education, particularly for younger 
chUdren and how that relates to architecture. And it 
seems curious that you have a school that you don’t even 
know is going to exist yet - where does the architecture 
come into this? There’s a sense of a feeding frenzy around 
these new schools. If there are hundreds of them to bo 
built, they have to be built within a short time frame so 
inevitably some of them aren’t going to be done very well. 
AMiere the architecture component comes into good 
schools and education more generally seems to me a 
profound point of discussion.

CH: Schools still generally look like they were a hundred 
years ago. That’s why it’s so interesting to start something 
new. Now knowledge is free so the question is, ‘What are 
you going to teach and learn?’ The philosophy of American 
education is based on critical thinking, problem solving, 
risk taking, a deep commitment to understanding, so that 
you don’t understand it unless you can teach it to someone 
else or apply it in a novel situation.

OR: Faith schools have an automatic philosophy attached 
to them. I wonder how many of the new schools that have 
been set-up in the UK, the free schools, actually rfo have 
some kind of philosophy?

OR: If you look at the best Danish schools these schools 
are allowed to evolve. We did some work for the 
American School in London 16 years ago and we’re now 
doing something completely different, but this process 
of evolution and being able to evolve to match the needs 
of societ)’ is a completely different scenario from the 
PFI school. 'I’hen you’ve got to got it right all in one 
go and that’s an impossible thing to do.

CH: You’re only a school if you have a shared philosophy, 
if you have essential agreements among the people 
who work in that school, to put together something 
that is cogent.

JM: I think it’s fascinating that you hare to justify a 
philosophy to start a free school. Perhaps the question 
should be ‘Does the government and the state side have 
a philosophy for all the other thousands of schools that 
they’re heading up?’

JM: As architects, our role is to develop a wider vision. 
So somebody might say, ‘I’ve got £30 million for this 
building’, or they might say, ‘I want extra space for 
20 pupils’. We always start with a wider |>erspective 
and say, ‘Actually, don’t build a £30 million building, 
put £10 million there, put £6 million into teaching 
and €6 nullion to unlock another series of buildings. 
‘You’ve got £30 million - design a building’, is one way 
of creating architecture but it’s not a holistic way.

PD; In the bid process it’s made very explicit that basic 
need (io, are there enough school places?) is not actually 
part of the discussion about funding. Instead it’s about 
parental demand and that parental demand is based on, 
‘Do people like what you’re offering?’, so that’s really 
the philosophy. It’s essentially introducing free market 
principles to the state education pot of money, but that 
would only be a debate if all the other existing state 
schools were truly all the same. I visited 40 primary 
schools in Hackney, Islington and Tower Hamlets and 
they’re all so different for so many reasons: different 
catchment, different management, different building, 
different historj-. Each is palpably different and what 
they want their ideal student to bo like is also different.

CH; It’s a very interesting time in education. You can 
explore ideas, such as the relationship between technology 
and research and how people work. Today it’s about 
collaboration, about kids working in teams on projects.
We need to plan Ibr more project-based learning because 
that’s what we know these kids are going to have to do, 
because their jobs haven’t been invented yet. So why 
vniucate them for our past? Children need to have a variety 
of experiences so they can find their passions, so they can
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‘Schools slill geiterally look like 
they were a hundred years ago. 
That’s why it’s so interesting to 
start something new’
COREEN HESTER

3 1. (Previous page) the 
Stirling Prize winning 
Evelyn Grace Academy by 
Zaha Hadid epitomises the 
school as an architectural 
oblect imbued with the 
power to transform 
educational outcomes
2. VIcterian classroom 
from the Brook Street 
Ragged and Industrial 
School, founded in 1843. 
As a typology, the school 
remains largely unchanged 
since that era. but the 
rise of distal technology 
and new means of 
procuremement are
now impacting on form 
and organisation
3. Steiner school, an 
example ef a school with 
a strong phHosophy 
expressed through
Its environment

see wliat they’re going to do for the rest of their lives. 
8o how do they learn those things and how do they do 
those things and what are the spaces going to look like?

CH: So you’re asking how important it is, proximity?

RK; And also green space. I was amazed when I started 
looking at schools for my children. It’s a given that 
there won’t be a playing field, it will be a tarmac space.OR; When your school was built in the 1970s, it was built 

with clusters of classrooms around a cimtral resource 
area. Originally there were five classrooms but within 
a year people put uj) partitions. I wonder now whether 
the kids could actually cope with it 40 years on, if you 
look the partitions down?

OR: But is this going to deprive our next generation 
of kids or will they actually rise to the challenge and 
do something different and become urban kids?
There are lots of retail units around the edges of towns 
that are going to be empty in the next 10 years. Would it 
be better to put a school there, where jou’ve presently 
got a big car park, and you have to bus the kids to school? 
Or would it be better to have an urban school right in 
the middle of where people are living? How much do 
these things matter?

CH: As well as freedom and autonomy and the 
dev'elopment of an individual perspective, children also 
look for a community. The best part atmul the pods at the 
American School is that in a big building they give pupils 
a sense of, ‘This is who we are, this is where we are.’

KH; A lot of students’ learning happens outside buildings 
but there are universities that have sort of so-called 
‘learning spaces’, where students just perch on some 
elegant piece of furniture, with their iPad. But I’m not 
sure that tliat really works either. Hou ever the need for 
community still holds true for universities. Students will 
search for free knowiedge that is widely available. Some 
of them are quite able to discern Avhat is worth having and 
some are not. For a lot of students the limitless availability 
of material is completely confusing. They need to learn to 
discriminate between good information and stuff they just 
copy. I’d say that’s a very big part of the challenge that 
we face at tlie moment. But architecture is a mode! of 
learning that encourages reflective practice.

KH: I think we all need some space, so it’s not just schools. 
It seems one of the things we haven’t talked about is how 
the planning process might be a bit helpful in predicting 
when new schools are going to be needed. So London’s 
population’s been growing but their numl>or of schools 
has to follow the measurement of the growth rather 
than anticipated growth. If you think about the proposed 
new changes in planning legislation with housing estates 
popping up in the green belt or in other bits of green 
space, there’s absolutely no mention of schools.
There needs to be more integrated thought about 
the relationship between communities and schools.

DM: This goes back to the idea about knowledge being 
free, in that I think that in London in particular, as the 
provision for green and open spaces is pretty remarkable 
but people don’t actually make use of them ...

OR: Another issue is the availability of external space.
1 wondert'd how much a lack of external space, the 
re(iuirement to move around town, as opposed to being 
on your own campus between shared facilities, really 
mattered and as educators whether that would worry you?

OR: In the 19th centurj^ there were often playgrounds 
on school roofs.

.MiiM.\R(’naoia los



DM:... but it’s something that could make quite a 
remarkable difference in a city as dense as London.
It’s about freedom of knowledge but also being able 
to access it. which might mean that it’s not free, that 
you have to be inculcated or educated to make use of 
knowledge. There are architectural issues here but they’re 
not getting that much air-play. The education debate 
seems to be quite siloed, going on within a certain area. 
Then there are young parents. I have a four-year-old son, 
so we’re starting to think now about his next role within 
education. We weren’t thinking about that two years ago.

MODELS FOR MODEL SCHOOLS

The relaiionship beteween good new architecture and the 
public perception of a particular school is not always 
clear cut. Some schools still retain the social stignux of 
being bad' schetoU, despite their impressive new buildings. 
Conversely, unexceptional architecture (and committed 
teaching staff) can sustain a school community and 
inculcate a positive educational spirit. 6

CH: Choosing a school, whether it’s a free school or a 
fee-paying school is so much a reflection of a parent’s 
life view and philosophy. As an educator, I want great, 
consistent programmes, delivered by caring, passionate 
teachers. So I only want people to come to the school that 
I run because we have a similar view. If the parent wants 
what I’m giving then it’s going to work because there’s an 
alignment, a school/home partnership. And the building is 
secondary. The American School in London is ugly as sin. 
Blit inside it’s an art show and it has great facilities and 
kids can play and learn music and the concerts are great 
and the athletics are fun and learning is exciting.

PD: In Hackney, the Building Schools for the Future 
PFI initiative lias spent considerable resources on new 
Academy buildings, using renowned architects. One of 
them is now known to be one of the beat secondary 
schools in the country, but others aren’t by any stretch. 
Tliey’ve just got really fancy buildings. So there’s this 
interesting backlash from parents going, ‘Well, we can 
see that they’ve spent tens of millions on that but I still 
wouldn’t want to send my kids there because it’s still 
a terrifying school.’

DM: Teaching is key but I think that the quality of the 
architecture is also key; it’s essential.

CH; Form does have to follow function but I just think that 
ftinction also has to be of high quality. You do have to have 
good facilities, and we still don’t spend money on facilities.

DM: The model of some of the new Scandinavian schools is 
interesting, they’ve taken on board IT and it’s engendered 
another way of thinking about children occupying space 
and interacting uith one another. I agree, I think there 
should be all kinds of different provisions but I do think 
that the architecture is kind of essential here.

‘But I think t he key for us as a profession is 
that we’re pre-prograinined to break rules, 
as architects. We go around every day, 
analysing and breaking i iiles; we can do 
that and we need to align ourselves with 
the people that will support the breaking 
of the rules’
JOHN MCRAE

JM: This is quite interesting, how the philosophy of 
the school impacts on its design. Isn’t it important that 
the environment should l>e embracing that philosophy? 
If you think of Steiner schools, the Steiner environment 
is very aligned with the philosophy of Steiner teaching. 
Things such as desks and colour and the shapes and 
the movement and the space are all intrinsic.
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KH: Architects are still extremely good at having an 
overv’icw and helping to realise people’s ideas long 
before anything becomes an artofaot.

4. Opened in 2004. the 
Mosibeume Cemmunity 
Academy In Nackney by 
Rogers Stirh Harbour * 
Partners was emblematic 
of a drive to improve 
educational standards in a 
deprived London borough, 
wHh architecture duly 
playing its part 
8. The King's library at the 
British Library in London. 
Studious nomads with 
laptops and iPads are 
dwarfed by the impressive 
(but increasin^y 
redundant) physIcaiHy 
of George Ill’s historic 
book collection

Inside this giant space you had a series of almost 
counsel-like chambers, and through this they’d created 
a vibrant community. You would walk between the 
chambers, witli acoustic lining on every horizontal surface, 
and everybody was just milling around and through this 
space. They also had mobile blackboards and they were 
teaching in it. So there were 500 i>eople around you, but 
because of the layout, and acoustics, you’d have no idt^a.
It was truly brilliant because you saw things happening. 
There were groups of people together, there were people 
on iPads, there were people with their blackboards 
and it bad a fantastic and engaged community feel.
I just thought there was something magical about that 
sense of bringing together, the use of technology and 
the interaction with people.

PD: IV e are lucky because one of the founders of our 
free school is an architect, so at least we can have some 
discussion among ourselves, but our ability to influence 
that decision is really slight. Most of the time we’re 
deliberately kc^pt out of the discussion.

DM; UTiat you’re both saying is verj* interesting in that 
there’s a generally shared perception, particularly within 
the UK, that there’s been this major programme of schools 
building, but the architects probably haven’t been all that 
involved in the wider discussion behind planning and 
commissioning of that new stock.

THE POTENTIAL OF REUSE
KH: We should learn from what’s been done before and 
we’re incredibly bad at that; post-occupancy evaluation. Models of detelopment from other sectors can be useful 

in advancing debate and suggesting new id^as.
The imaginative reuse of existing bu ildings provides 
archUecttiral and pedagogical opportunities

ARE LIBRARIES DEAD?

The impact of digital technology m the classroom has 
irrevocably shifted the dynamics of teaching and learning. 
Hoxc does this affect and tran^orm traditional spaces 
for study such as libraries f And how is the fact that 
iiformation is now free changing buildings for education?

OR: We 're also doing some research on Generation Y, 
in relation to office buildings. The Tea Building in 
Shoreditch is an exemplar for how expectations of the 
younger generation are now being met by quite gritty, 
industrial buildings, which form different sorts of olflce 
environments. It’s changed the whole perception of what 
an office should be m>w and what It should be used for.

OR: The younger generation has taken a leap forward 
because of the advent of digital technology. Do we need 
libraries any more, if information is free?

CH; Look at the Bay School in San Francisco, which is an 
old army barracks converted to a school, very successfully. 
I think architects are going to be ■more necessary because 
spaces are not necessarily going to bo built for schools 
but you’ve got to make schools work in those spaces.

CH; You don’t need computer labs but you do need 
libraries - but how many books are in the library, is the 
question.

OR: So I do think there* is a new platform of opportunity 
because kids are more flexible than ever before and are 
going to become more so.

JM: But I think the key for us as a profession is that 
we’re pre-programmed to break rules, as architects. 
We go around every day, analysing and breaking rules; 
we can do that and we need to align ourselves with the 
people that will support the breaking of the rules.

KH: I’m just thinking of the SANAA building at EPFL in 
Lausanne which is a libraiy but actually everj'thing you 
see is completely curling spaces and you can’t put down 
chairs because the floors aren’t flat, so it’s all bean-bags 
and iPads. But below ground are the books, so they have 
got them both.

OR: Is anyone doing some sensible research into what 
makes a good educational environment, that you know 
of, any architectural research?

DM; I think the British Librarj' is also rather remarkable 
in its aspiration. It’s now turned into a space where people 
seemingly hang out, you can’t get a cubicle in the reading 
rooms verj’ easily, unless you get in there very early.
But people go there to socialise and they are involved in 
learning. It’s all about t*ducation. You have this huge stack 
of historic books, the King’s Library, something that 
digital technology can’t possibly emulate, but all around 
this great accumulation of books there are also people 
working on iPads.

KH: In the past there has been quite a lot. But with 
the Schools for the Future programme, for instance, 
all thoofibrt seemed to go into designing certain exemplar 
schools. Now I think there is a sense of disappointment 
because this couldn’t be followed through in any 
meaningful w^ay. A lot of things w’ere stopped part-way 
and there was little evaluation of how effective thc^e new* 
schools really were. Some will turn out to be quite good 
and some will turn out to be quite bad, and we should be 
able to learn from both. At present one of the interesting 
growth areas in architecture at my college is what 
we call interior architecture’, which presupposes that 
all designers are going to be doing is working with and 
modifying existing building to accommodate new uses.

KH: Computers, yes. But then architecture in all of the 
things we’ve just been talking about is absolutely key.

JM: Just last week we wert* on a trip to Denmark and 
we went to a school to look at science laboratories. 
Interestingly, the way that that building had been 
developed was essentially rectangular, on plan, with a 
verj' simple, functional facade. In the centre were the labs, 
with all the formal teaching spaces around the perimeter.

JM: We have a numl>er of interior architecture trained 
people and it is interesting that the thought process is 
different to the traditionally trained architect - they are 
looking at personal experience in an emironment and 
how it’s created internally.
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the radio or television, there was also a need for groups 
of people to got together, so they then invented tlioir 
summer school system.

6. Proposal for a now 
swimmiRf pool at tlie 
American School In 
London by OHMS
7. Havli  ̂doaignod a 
aortoa of additions to 
Uppingham School,
OHMS are ciirrontly 
working onanow 
‘destination' Science 
Block. The L-shaped 
building forms a quad 
that physically and 
intoNochially connects 
science with ether 
sublocts, such as sport, art 
drama and mathematics

e

OR: So programming will become much more complex?

JM: If there existed the capacity to have some aspects 
of schooling within a university environment, it 
would then hoi>ofully encourage pupils to go on to 
the university environment after school.

DM: It's a change of thinking, isn’t it? I mean, in terms of 
the university stock, people don’t tend to think like that. 
They think that it’s there for a purpose and I suppose in 
some cases, like laboratories, it is. But there are also other 
precedents, such as the Ideas Stores, In Vancouver there 
have been some interesting initiatives with new sports 
buildings, partly on the back of the OljTnpics. They had 
been built as community centres but would then become 
libraries, as well as swimming pools and leisure centres, 
sometimes offering medical provision. Universities need 
to change their thinking in terms of what they can do.

7

OR: The ability for buildings to evolve and happily contain 
different types of uses is going to be more fundaincmtal. 
The traditional mono-cultural use of buildings seems to be 
breaking down and we will all have to be prepared for this.

KH: One thing we haven’t talked about: we’ve talked 
about schot)ls needing more places than exist, but with 
universities it’s the opposite. Because of demographic 
changes, there w ill be fewer and for the next five years 
there will be smaller numbers of 18 year olds. Therefore 
the great challenge that faces universities is what else can 
they do, apart from teaching standard degree courses.
I don’t got the impression that it has been considered 
at all, yet it has profoujid implications.

KH: Yes, absolutely, and encourage the multi-use of space 
that was once built for a particular purpose.

RK: That’s what my school’s getting very excited about.
As a state school they don’t really have any means of 
earning money, so we’ve been looking how this might 
work. There are a couple of buildings on oiir site, which 
have separate entrances, so this deals with the security 
issues and allows people to use the buildings at weekends 
and evenings. As a result of the Increased income, they can 
now afford that fantastic bit of playground equipment that 
previously they ha^ln’t been able to get funding for.

JM: No, blit interestingly, in 18 years’ time ...

KH: Suddenly there’s going to be a change again. So I think 
that the coincidence of there being fewer 18 year olds and 
because «>f the new fee systems, it’ll put this huge pressure 
on UK universities.

KH: It does mean we all have to think in a much more 
entrepreneurial way. At the University of Westminster, 
we have a space which was the old engineering 
construction hall (when we had an engineering school) and 
it was closed. Then people realised that It was a fantastic 
space and worked out the various things that could 
happen in it. Then we also realised that we could, for 
very little money, refurbish it sufficiently, so it was safe.
1 said, AVe can run this space to be self funding by letting 
it commercially for a third of the year, for another third 
of the year we’ll liave programmes and for another third 
the university can use it for things like exams’, othonvisc 
they’d have to pay rent to exam boards. It’s now working 
but I can feel that people are still deeply suspicious of 
what could be a new hybridised way of operating.

ENCOURAGING ENTREPRENEURSHIP

7’Ae dMctission concluded vMh the idea of school and 
college buildings becoming flexible armatures for various 
activities beyond their immediate institutional demands.

well as economic advantages, this also serves to embed 
them more intimately within the wider community

DM: So do UK universities need to find alternative uses?

KH: Or devise other forms of how education will be beyond 
the traditional patteni of somebody going to university 
immediately after school and then having a career for life. 
People now move around more and change their careers 
and it might be that higher education has to be able to 
adapt in response.

JM: I’ve taken quite a few things out of this discussion, 
notably how technolog>- is changing the way that people 
interact but also may be taught. This give you a completely 
different set of parameters for a building and a building 
type. Another issue is the potential of the independent 
school sector. They have buildings, they have the ethos, 
they have the historj' and the power to make decisions 
far more quickly. It’s also about schools linking up 
Hith universities to maximise the use of buildings.
Again, it’s about shifting that mindset.

OR: 'niis might presumably involve more einpbsisis on 
tilings such as distance learning? PtMtecTMl**

1 Hufton * Crow/VIEW
2 Corbis
3 Colin MePherson/Corbis
4 Edmund SumnorA^EW
5 John Harpof/Corbis

KH: A lot more distance learning. Hut going back to the 
experience of the Open University, what they found quite 
early on was that while you could do eveiything through
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CBmpianiig Hm Portuguese Hieme of our
final pages this month, this obsessively
detailed drawing is by native illustrator Vasco
Mourao, an architecture graduate from Braga
pw~mistermourao.coni
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