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Editorial view
SllStSlinGd hV How can architecture truly ground

- - ^ itself in an age of increased
TllG 1111111311 cultural and social lioinogenisation?

factor, the The modern era has been dominated
imtufnriffkri systematic erosion of
nCTWUrKGU dilference and plurality, and

world is creating the commodification of cultur

a new sense 
of place

Paradoxically, wlule we are more 
connected than ever, we are also 
more atomised and dislocated.
From Houston to Hanoi, you can 
bo cosseted in the same experiential 
cocoon of global brands and lifestyle. 
This makes the humanising impetus 
behind Critical Regionalism even 
more relevant, but how can it be 
refrained for the current age?

One possible response, proposed 
in Broader View (p22), is Xetwork 
Specilisin, wliich seeks to ground 
architecture in a jiarticular network 
rather than a particular place.
‘The capacity of a network to connect 
and bring together people across 
a breadth of scales seems to provide 
a new way of mediating between 
the global and the local,’ write 
Carlo Ratti, Antoine Picon et al.
Tt is the fiuid interface between 
the individual and the collective.’

Architecture has always been 
a collaborative enterprise involving 
many hands, and teams are now 
increasingly globally networked.
But networks of human interaction 
are, crucially, locally grounded, 
which gives projects and initiatives 
their own authentic character.
Tn this sense Network Specifism 
could be considered a redefinition 
of Critical Regionalism’, say Ratti 
and Picon. Tn the latter, local culture 
serves as a lens to inflect local 
architectural production. According 
to Network Specifism, tliis very lens 
itself could change based not only 
on the building’s place but also 
on the networked community that 
contributes to it.’ In effect, ‘the local 
becomes relational’, impelled and 
siistained by the human factor. 
Catherine Slessor, Editor

e.
While representing obvious 
material advancement and social 
liberalisation, these globalising 
forces also invariably involve the 
marginalising of traditional cultures 
and a disengagement with the past.

In its quest for reinvention, 
architecture has often found itself 
chasing ephemeral novelty rather 
than engaging with tangible realities. 
Reacting against this was the notion 
of Critical Regionalism, as advanced 
by historians and theorists such 
as Kenneth Frampton, Christian 
Norberg-Schulz and William 
JR Curtis. At its most relevant, 
Critical Regionalism addressed 
the particulars of place and culture, 
mining everyday life and perceptions 
for intimations about a truly 
progressive future. Drawing upon 
indigenous ^nsdom it penetrated 
beyond the superficial features 
of regional style to explore a more 
eloquent, authentic and resomuit 
architecture rooted in responses 
to landscape, climate and context.

Critical Regionalism showed 
that investigation of tlie local 
is a fundamental step in the 
rehumanisation of architecture.
But the world moves on. Most 
genuine vernacular traditions are 
now either extinct or under threat. 
And in any case, contemporary 
arclntects cannot simply reuse 
and appropriate such precedents 
without fatally devaluing them.

Alt Al(5rsT-iOlH 13



Overview
McCrowd
funding

Kevin McCloud has lx‘en a fixture 
in British television life for the 
last dozen years as the amiable 
presenter of (rrand Designs, 
the flagship property progruinme 
of Chaniu^l 4, Kxijliiiniiig the 
format for international readers, 
it bc^giiis to scmiid almost quaintly 
geared towards our national 
psyche. We hav(“ a saying that 
‘All Englishman’s home is his 
castle’, and the show essentially 
follows those in thesi* isles trying 
to make smm* itenilion of this 
dream a reality.

Each episode chronicles 
the travails of a single project, 
with the opening optimism of 
the owners almost-incvltably 
followed by teary timetable 
and budget overruns (as the 
exiK‘riinental windows arrive on 
site the wrong size; or an ancient 
burial ground is unearthed; 
or the structure collapses .„ ).
The formula doesn’t stale as strife 
isn’t always followed by a happy 
ending: for all the Jealons-making 
projects, a few turn out to be 
howlingly ugly, while others 
so overshoiit that the narrative 
rounds otf with the vexed 
building unfinished.

In th(* Britisli imagination 
McCloud Is fondly as.sociated 
with domestii' innovations, and in 
2007 he furthert'd this by setting 
up a deu'lopment company,
Hab Housing. The ambition was 
to offer a design-led alternative 
to tile monotony of tlie siibnrbnn 
mass liousing market, and he 
poached Isalx'l Allen from the 
editorship of the All’s sister 
magazine. The Architect'
Journal, to become his design 
director. In 2011 Hab completed 
its first scheme comprising 42 
new homes in Hwindon designed 
by Glenn I fow<*lls (All January 
2012), and tiKlay it has a haiidftii 
of other projwts on site or on 
the drawing Isiard byarchit«‘cts 
including AIIM.M, Sarah 
Wiggleswortli and DSDHA.

Now Hal) wants to expand 
into tlie custofu-bnild market.
To this end, lust nuiiith McCloud 
lannclu'd a erowd-funding 
campaign to raise Cl.liin, st'lling 
20 jxTcent of tlie business

through CrowdciilK’ in order 
tc) invest in the iiifnustrueture 
to sujjport and develop such 
schemes. AVhen you begin to 
look at w'hat the enstom-build 
rente delivers it becomes very 
compelling for developers and 
scKual housing organisations,’ ho 
says, ‘because you’re elfectively 
taking people ver>’ early on in 
the process and forging bonds 
l>etwt‘en them - which otherwise 
takes a long time and using 
them to create a better building 
that will have a little bit more 
individuality about it.’

Custom-build is not new, 
and is much more impuhir on 
the continent than It is in Britain. 
Ahnere in the Xellierlamls 
is a noted example. With a 
population today of nearly 
200,000 people, it was started 
in the lp?0s on land reclaiiiUHi 
from the sea and develoiwd 
impressively quickly Init the 
re.sults were felt by inaip' to 
be dreary, uniform and soulles.s. 
In 2006, local people started to 
lx> allowed to buy their ow n land, 
and to date more than 1,0(K) 
homes have been built in this 
way. In 2011, the Britisli luiusing 
minister was inspired by his 
visit, and the government has 
now set aside EJOm of loan 
finance to ignite community- 
biised custom-build over here.

‘Almost every self-build ever 
constructed demonstrates that 
when you lum; a 4;liont actively 
involved you got a bettor built

pro<luct IxHTause someone is 
there aeling as the site manager 
in a more engaged way than 
someone you might employ,’ 
says McCloud. ‘In terms of social 
cohesion, sustainability, build 
quality and deliverabilitj’: in 
all these things there’s plenty 
to sugge.st that community 
custom-build is a fantastic route.’ 

Many volume housebuilders in 
Britain already offer individuals 
some version of this, but Hab 
wants to provide a much more 
integrated and engaged service. 
‘The reason I’m excited about 
it is that - unlike many other 
developers with ns, we spend 
a lot of time pre-planning in 
design, and we spend a lot of time 
pre-|)lanning in communities,’ 
says .McCloud. ‘We’ll do exactly 
the same as we’ve ever done, 
but we’ll iiitrcKluoe customers 
to the procc.ss earlier.’

Hab will xx^rform a range t)f 
fuiiotions, fronilKiing responsible 
for the creation of the design 
cedes with the local authority 
to providing |)hysical back-up 
and training on site. ‘It needs 
mentoring,’ he explains. ‘We’ll 
lx* there to support self-builders. 
You can’t expect people just to 
turn up on site and put a hard 
hat on and lx*eome the client.’
And Ix'yond the individual plots, 
they see their role as adding 
value to all the bits in between, 
providing excellent public roahn 
and community opportunities 
for social sustainability.

It is iii this arena tliat Hab 
primarily wishes to distinguish 
itself from tlie competition.
‘If you improve the social 
sustainability, you impnnx* 
the well-being. All the stamlard 
indicators - of how many people 
do you know on your street, how- 
many conversations ilo you have 
in a day, wiien was the last time 
you helped a neighbour, etc 
go to dmnonstratc this,’ argue.s 
McCloud. ‘It is going to become 
an eiiomiously important i>art 
of how we organise ourselves 
spatially in the future, not just to 
reduce our environmental im|)act, 
but also to find happine.ss 
through social relationships.’

Hoping to spoarlicad 
a bottoui-up liouHitig 
revolution in Britain, 
Kevin McCloud 
talks exclusively 
to Will Hunter 
about his plans to use 
crowd-funding to bring 
the self-build dream 
to the mass market

Hab Housing founder Kevin McCloud
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Hab's first scheme: the Triangle fay Glenn Howells Architects In Swindon is an exemplary riposte to the dreariness and mediocrity of most suburban volume housebuilding

dov(‘lop(^rs is oreuitiiig poworful 
tools for ordinarj- people to work 
together to achieve civic goals.

S<M*CiickPix.com and 
PixMyHtreet.coin are US and UK 
website.s «)}er<* users cjin rej>ort 
pi-oblcms in their urea directly 
to the relevant hx'al authority. 
Collapsed walls, broken signage 
and faulty streetligliting ean 
ix! hrggcxl by anyone in the 
community. Rejxirts are imi|)ix'd 
online wliile statistics about 
how swiftly is.sucs are dealt 
with are {lutoniatieally publishwi, 
encouraging authorities to act 
(juickly. Rather than individual 
complainants jicting in isolation, 
the sites allow sti-angers to 
C(K)pcrate in holding their 
elected ollicials to account while 
improving their public spaces, 
(’ritics argiM' the sites foster 
apathy eiieouraging (lie ]uiblie 
to rely on h»cal authorities for 
relatively minor inainteiian<‘(‘jobs 
rather tlum taking responsiljility 
as a neiglibmirhood, but 
nevertheless, tlie Idea of using

Hab sees a pcTfeet (it between 
tin* self-build model and using 
crowd-funding to capitalise the 
business both of which are 
about opening up opportunities 
and engaging a much uider group 
of people. ’Wi'Ye inU'rested in 
doing things dilferently and in 
reaching a broad conslitueiH’v. 
We’re not selling yaclits to 
wealthy individuals, we’re selling 
houses to Ihe largest number 
of i>eoplc we can find,’ says 
McCloud, who has set the 
minimum investment at only 
£100. ‘'J'he bigger 4'ffect we have 
In the housing market, th«* tK^tter. 
Changing expectation.s is a large 
part of what w(‘ do. Crowd- 
fumiing is therefon* of great 
apiH'al ixx^iusc* it’s getting out 
to the biggest number of people.’ 

Tliough more populist in his 
expression, the underlying 
thinking chimes witli much 
that has bc‘en written in the 
AK recamtly, not lejist The IlUj 
Rethink campaign, whiiii spoke 
of the imiKirtanco of showing

the positives of sustaiimbh* living, 
in o?(h!r to effeti faster change 
by making it something chosen 
out of desin* (rather than 
doom-mongeri'fl guiltl. In the 
N'eighbourho<Kl Issue (.\R June), 
guest editor Isjil)el Allen reversed 
President K<M>sevelt’s famous 
maxim if you build it, they 
will conu^’ to coiieliuh* that 
today you can form a group 
of neiglilK)Ufs first and then 
build the neighb(Jurliood.
She chainpioued the notion that: 
‘Big ideas take root in peophs 
and conversation, In common 
purpose and shannl dr»‘ams.’

It is a line' of thought Cixphired 
in the next article below on how 
online communities interface 
with the real world; and 
'mliroader I7ccc(page:i:i), 
where the nothm of N'etwork 
Specitism asa type of 21st- 
century app-up«latc to Critical 
Regionalism is unveihHl.
As the Imman n-lationships and 
interconiUKitions created in the 
digital arena begin to proride

the motoring tbrccs reshaping 
tlie built environment, the old 
anxiety that the internet would 
supplant real face-to-face 
intemetion is beginning to b<‘ 
.superseded by the intuition that 
it miglit iM'cotne its saviour.

GLOBAL

Crowdsourcing
utopia
Phinen^Ilar^ _ _ _
Throughout tlie ISUli century 
non-conformist eomimmities 
would pool tlnur resoure(^s 
to build small chaixds. modest 
architectural symbols of unity 
and a shart'd civic ambition. 
Today tin* congregations of those 
chapels are dwindling but the 
idea of (Towdsourtring urban 
rem'Wiil is commanding a 
new leas(* of life, harnessing 
dispersed network.s of individuals 
<-onnt*ctcd througlj the internet.
A generation of intrepid software
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LOS ANGELES. USA Tar seeped Into tlie pool, whifh 
was quickly drained; thti pavilions 
woi’e subiTu^rged in a boinba.stie 
198(5 addition that presents a 
blank wall to Wilshire IJoulevard. 
Tlu’ complex is a great muddle, 
aesthetically and in organisation, 
and the original buildings are 
seifimically deficient. Tf there 
were a big earthquake, you’d 
be safer standing under Michael 
Ileizer’s rock,’ says Govan, 
referring to the museum’s 
(?elebrated example of earth art.

Though the trustees approved 
the Koolhaas scheme, it quickly 
[loundercd for lack of hjadership 
and uncertainty on costs. Instead, 
lheycommissi(»ned RPBW to 
masterplan the site, cr<;ating 
a new entry on an axis from the 
street, and new galleries astride 
an ea*st-wost axis (AR May 200.)). 
This extends through the core 
buildings and links them to a 
former department store tlmt 
LACMA planned to remodel for 
itself, but has now leased to the 
Academy of Motion Pictun? Arts 
and Sciences for its film museum.

Govan arrived at LACMA 
in 2000 with strong opinions on 
the fusion of art and aroluteclure. 
At the (xuggenheiin he had 
worked with Frank Gehryon 
Bilbao, and as director of the DIA 
Art Foundation in New York he 
created the DIA Beacon gallery 
from a former factory, and 
approvtKl Walter de ilaria’s 
choicti of Zumthor to design 
a fi,0(M> square metre pavilion 
to house the J Ching, one of his 
largest installations - a project 
as yet nnrealisiKi. The architect’s 
ina*stery of light and space in his

Core
values
Michael Webb
'I’he Los Angeles County Museum 
of Art, re-energised over the 
past seven years by its director, 
Michael Govan, has unveiled an 
audacious scheme to replace its 
doci'(‘pit and dysftin(!tional core. 
An exhibition of models and 
drawings, Ihe Presence of the 
Past: Peter Zumthor Beeonsiders 
LACMA, is on display to 16 
September. Taking his cues from 
the hori/ontality of LA and the 
tar pits that adjoin the expansive 
site, the Swiss architect sketched 
a bioniorphic form comi)rising a 
single floor of galleries, wrappi'd 
in glass and supported on 
transi>arent plinths. The Ijnilding 
would hover over landscaped 
open space like a gi'eat black 
flower, reaching out to Henzo 
Piano’s axial additions and Bruce 
Ooirs ([uirky Japanese Pavilion, 
as well as to the reticent George 
Page Museum, which exhibits 
mastodon bones retrieved from 
the tar. It’s a design that evolved 
organically from sL\ years of 
informal discussions, and it 
responds to the multi-ciiltural 
metroiK)lis, the ciiallenge of 
the site and the opportunity 
to p^^sent an encyclopaedic 
collection in an entirely new way.

Ueni Koolhaas took an equally 
lx»I<l approach when he won 
tlio 2001 competition to remodel 
LACMA with a proposal to tear 
down cverj'thingbnl the Goff 
and install the entire? collection 
w iUiin a Inigo Iranshicent hangar. 
The design was schematic, but it 
prompted fresh thinking: the old 
buildings weren’t worth the 
expense of renewing. In the early 
‘OOs, when LACMA was split off 
from the LA County Museum of 
History, Science and Art, its first 
director argued for a l)uilding by 
Mies. That wa.s too adventurous 
for tlu* trustees, who picked 
William Pertir.i to design a 
mini-Lincoln Center: throe 
paper-thin pavilions on a podium 
that seemed to float on water.

RCA graduate Sam Aitkenhead's proposal for a crowdsourced self-build neighbourhood

deccmtriilised wcli-based input 
as a generator for development 
is gathering momentum.

Bristol, Conneeticut lias 
impleineiited a radleul scheme 
of crowdsourcing ideas for major 
nrlian interventions in u l)id to 
regenerate the deteriorating city 
centre. The Bristolrising project 
allows residents to pitch any 
urlian idea publicly, su!)jecting it 
to critique through social media. 
If im idea gets aisive a certain 
threshold of positive votes the 
nutnieipal government conducts 
a lea.sil>ility study and takes the 
idea forward to planning.

Ideas generat<‘<l this way 
now iiiuler eonstruetion im-Iude a 
performing arts centre, live-work 
units, a river walk and rooftop 
gardens. It is an a])(>ealing 
concept lliat din*ctly hands 
agency to enthusiastic lo<-aI 
actors, Iml the system is only 
elfective because tlie incumbent 
oflieials alrtmdy support it.

Kiekstarler, a crowdsourced 
funding websit<% has shown that, 
|)vesented with a compelling case, 
the internet community will 
generously donate to see creative 
projects realised. Since it was 
founded in 2009 Ki(^kstarter 
(which is just one of many 
crowdsourced funding models) 
hiis raised over #7n0in, iiosing the 
question of wiiether something 
similar could be liarness(Hl

architecturally. Attempting 
to answer that is Brlckstarter, 
a more c^omplex concept that 
is l>oth a fundraising platform 
and community advocacy tool to 
piwsuade decision makers to iiack 
popular projects. Briokstarter 
is still on tlie drawing board 
but if realiseii it would wield 
the potential to dramatically 
change the balance of jaiwer in 
traditional urban development.

Tlie list goes on; Hetaville is an 
online 31) environment mirroring 
certain US cities. It allows anyone 
to log-in ami embellisli an area 
using free software like Sket<;hUp 
then share the designs for others 
to develop. CoContest enaliles 
users to launch mini international 
architectural eom|>etilions onlim* 
for small projects.

Crowclsourcing.org is a 
collalmrative archive keeping 
track of the growing number 
of similar initiatives springing 
up around the world. A shift 
is taking place from regional 
proximity being the critical 
factor in cultivating coherent 
neighbourhood identity to 
participation in networks of 
stakeholders connected digitally. 
As this take.s place internet-based 
architectural tools will catalyse 
a in‘w paradigm of cooperative 
but geographically dispc^rscKl 
I'oniinunities working together 
on grand civic ambitions. Peter Zurnttior'e proposal for LACMA
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was designed from the iimlde 
out and that prcK;ess generated 
the shell; now tlie interior has to 
be fleshed out and the exhibition 
can only hint at what that holds 
in store. The plinths will house 
ancillary functions and provide* 
multiple points of access.

What makes this project 
ao extraordinary, besides th<! 
originality of its form, is the 
extended period of gestation. 
Client and architect rethought 
every aspect of an encyclopaetlic 
museum, as though the 
institution was t>eginnmg from 
scratch. Govan wants to increase 
attendance while j)roviding 
more opportunities for quiet 
contemplation. Ih^ seeks a 
conliguration that would allow 
art works to be rotated to tell 
different stories, dissolving 
the boundaries of geography and 
historical chronology. The linear 
narrative of Western art doc'sn’t 
work for pre-Colombian and 
Asian cultures, where time 
may be considered as a circidar 
phenomenon. Walls cun also Im) 
eliminated or moved inside, to 
provide a seamless link l>etween 
the urban landscape and interior 
spaces, and allow selected objects 
to be on view, day and night.
Most remarkably, the solar panels 
that cover the roof will generate 
more onoi^' than the building 
consumes, greatly reducing the 
cost of the operation.

If the tnistces approve 
the scheme and are abh* to raise 
the funds (currently estimated 
at ^dSO million), the new museum 
could open in 2025. It will take 
\iaion and philanthropy of a kind 
that LA has rarely manifested in 
the century since swashbuc^kling 
pioneers conjured a metropolis 
from the desert. Govan is 
convinced it can be done, 
and the construction of Piant)’s 
Resnick Pavilion and major 
site-specific art works, as well 
as a quantum leap in acquisition 
funds support his case. LACMA’s 
colleelionB are exemplary; 
they deserve the finest frame. 
And a city that routinely settles 
for second-rate architecture 
needs a worthy civic hub.

Uregenz and Cologne museums 
made him an ideal choice for 
LACMA. and the DIA project 
suggested he could make a leap 
in scale and comple.xity.

T knew we wanted an architect 
with a great sensitivity to the 
site’, says Govan. ‘At first, 
we never considere<i what a new 
building would look lik<‘ • neither 
of us thinks that way. I showed 
him Rem’s plan and we 
exchanged ideas, using words 
like transparency, accessibility 
and non-hierarchical. I wanted 
a horizontal mnseiini with no 
primarj- facade; one that can be 
approached from anydirwtion 
with all the galleries on one level.’ 

The allocation of space had 
Imjcu worked out in 2000; now 
it was time to consider the ways 
it could be used to Intensifr the 
art-going exp(‘rience. Too many 
museums (MoMA is a prime 
example) behave like sharks, 
constantly moving fonvard, 
adding wings and gobbling 
up everything in their path.
Govan decided to stay within the 
footprint of the <»ld complex and 
lujcept a closed form that cannot 
be added to. ‘When the envelope 
grows too lai^e it burdens the 
site and the budget, while 
diminishing the quality of the 
experience,’ he insists. ‘We should 
consider other sites in the county 
for futun; growth.’

Removing staff olfices to a new 
building across the stre<.;t helps 
add 7,000 sqnan* metr(‘s of 
display space, which should bo 
sulllcieiit for the next 25 years. 
There is no closed storage; rather, 
secondary items are tightly 
clustered and put on public ^•i<^w, 
in cotRnist to spare displays 
of one or two exc<?ptional pieces. 
Signature works, such as the huge 
Tony Smith sculpture, will be 
installed at points of entry, and 
visitors will move around tlie 
periphery on what Ziimthor calls 
‘a transparent veranda rather 
than a Beaux-Arts spine’. 
Break-ont areas punctuate tin; 
grid, and a rare Persian carped 
surrounded by steps evokes 
the enclosed garden of the 2012 
SeriKuitine Pavilion. The museum

OXFORD, UK faux-modern flats one of whidi 
1 inhabit (perhaps that frisson 
was something more like guilt).Back from 

the dead Presented at the conference
StylUtic Dead hhidsf Fresh 
PeTspectiv)€s on British 
Architecture Deticeen the Wars 
(St John’s, Oxford, 20-21 June), 
the film showed rc*sidcnts 
discussing their condemned 
estate while drt‘sse<l as characters 
from Samuel Uichard.son’s 
18th-century novels, after whom 
the neo-Georgian blocks had 
been named. These invocations 
of Richardson’s monilising tone 
- once naively, by id<?alistic 
planners, and now qfiestioiiingly 
by the inhabitants of the homes 
those planners built remind us 
that the query in this event’s title 
is not just a matter of academic 
interest (di^modt* buildings are

Tam Wiiicinsfm
As a gimg of estate residents 
dressed in frock coats and ratty 
wigs Btart!d severely at us from 
the screen looking like an 
acrimonious reunion of the 
Adam Ant fan club - 1 felt a pang 
of recognition. It’s not often that 
an academic paiK*r has such a 
visceral etfect, l)ut David Roberts’ 
research into the demise of 
social housing hit closer to 
home, litenilly; Roberts and 
his collaborators liave been 
investigating the demolition 
of a lonos neo-Gt>orgian housing 
estate in East London, and its 
replacement by mixed-cs'cnpancy

Thfl demise of social housing was highlighted by residents dressed in Richardsonian garb
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more easily demolished, after 
all). That the battle between 
Modernism and Its alternatives 
continues, and continues to have 
a real impact on people’s lives, 
was the abiding impression 
left by this thematically rich 
conference (put together by Neal 
Shasore and David Lewis).

Setting out the case for a more 
panorainlc view of 20th-century 
architecture, in his keynote 
lecture Alan Powers argued for 
the inclusion of what he called 
Otherism: a neglected tradition 
of ‘good-mannered Modernism’ 
descended from stripped 
classicism, refracted through 
Goldtinger’a 2 Willow ltd, and 
ending in the subtle vernacular 
of Taylor and Green - before 
being killed off by the Brutalists.

As Powers and Tim Benton 
discussed, the time seems right 
for this project: the autos-da-ft* 
of the ’20s and ’30s have dimmed, 
and the bad-tempered tone 
of the postwar reappraisal of 
Modernism’s legacy has mellowed. 
In the ’70s, when Benton helped 
curate the Thirties exhibition 
at the Hayward Gallerj', knickers 
were still very much in a twist. 
The tantrums of the antis 
corresponded to the triumph 
of Modernism in architectural 
history and to the end of its 
dominance in architectural 
practice. But despite the collapse 
of Ronau Point, the narrative 
related by Pevsner and co had 
become a new orthodoxy.

Though tills narrative has 
been amended in recent years 
by people such sis Powers and 
Elixalieth Darling, it has not 
- Powers sirgued iieen 
ftindanientally challenged 
(although as Jessica Kelly’s paper 
on the .4R’s former editor JM 
Richards shoived, some had been 
challenging it since the ’60s).
This event set out to conquer 
those dark regions of interwar 
architecture that once lay beyond 
the historian’s pale: neo-Georgian 
housing estates and nco-Oothic 
crematoria, Islamicising petrol 
stations for the Anglo-Persion Oil 
Company, the Neoclassical coda 
of Charles Holden’s career.

Half of this year's Stirling ^ize nominations have graced the AR's cover: from left, Astley Castle by Wltherford Watson Mann;
Niall McLaughlin's chapel at Ripon College; and Park Hill renevral, Sheffield by Hawfcins\Brown. Congratulations to our cover stars!

Herbert Baker’s blowsy imperial 
liombast, Tudorbethan shopping 
parades, and the Art Di^c-o 
mansions of monkey-loving 
nudist Oliver Hill. Were these 
all stylistic dead ends? (And,
I wondered, did this tradition 
ever really die - dwsn’t it keep 
coming back, zomble-like, in 
speculative suburban housing, 
the palaces of Chelsea oligarchs, 
and Sainsbury’s superstores?)

One of the biggest challenges 
presented by this macaronic 
buffet of oddballs, losers and the 
terminally infra dig (as Andrew 
Ballantyiie argued in his paper on 
Tudorbethan housing) is weaving 
these various strands into a 
narrative using the current 
methods of architectural history. 
Despite recent decades of 
Poststructuralism, the di-scipline 
still often sets out with the 
assumption that culbiral 
productions reflect the Zeitgeist 
- but Ballantyne thought that 
the wild variety of interwar 
architecture voided any chance

of identifying a unified spirit 
of the period.

There is certainly a need 
to incorporate what he calls 
‘I'udoresque’ suburbia into the 
histor>' of interwar architecture.
It is, as BaliantvTie pointed out, 
where many of us live - and 
liis work of historical recovery is 
for this reason vitally important. 
But instead of throwing the 
baby out with the bathwater, 
we could ask if a more mianced 
Hegelianism than this slightly 
straw-majinish version could 
be deployed to explore the 
conflicting forces coexisting 
in one historical moment.

On4‘ diah*ctic that did emerge 
quite clearly in the course of 
the conference was betwwn 
two architectural languages, 
the symbolic and the spatial.
Tlie latter, popularistKl by 
Giedion, thrives tcnlay - espcoially 
in phenomenologically inclined 
criticism but the symbolic 
potential of architecture (so 
the argument goes) was largely 
suppresse<l along with ornament 
by the Modernists.

Ill light of this, several 
speakers reexamined 
architectural sculpture*, 
and indigenous theories of 
architectural symbol were 
unearthiKl (most notably in a 
paper by Neal Shasore on facades 
and the public in the writings 
of Arthur Tr>-stan Edwards).
You might ask how now this 
revisionism is: wasn’t interest

ill the symbijlic peitential of 
architecture rekindled some time 
ago, in the ’70s? Preempting this 
eriticiain, Alan Powers dismissed 
the Po.stmodern moment as 
‘a camivalesqne re-enactment of 
Otherism played by Modernists’. 
MTiile there’s something in that,
I don’t think we can question 
the sincerity of some current 
architects working in the 
Postmodern tradition: practices 
such as FAT, w’ho are critically 
engaging with arelvitectuTe’a 
‘stylistic dead ends’.

Perhaps this activity reflects 
the same spirit of conciliation 
tliat animated the conference 
itself. Reflecting on the tone of 
the discussions. Powers related 
a remark made to him by Andrew 
Saint: ‘this is an incredible event, 
Alan: no one is angry!’ But there 
is still plenty in the legacy of 
interwar architecture worth 
fighting for - not least the ethos 
of public housing.

AR COMPETITION
Emerging Architecture
The ar t d Awards are the 
world’s most prestigious 
awards for young architects 
with a prize fund of €10,000.
This year's jury includes 
Di6b«5do Francis K6r6 from 
Burkino Faso and ManueUe 
Gautrand from France. The entrj- 
deadline is 80 August. Full 
information can be found at 
archit<‘ctural-nwiew.ooin.'emergingMonkey-lovlng nudist architect Oliver Hill
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Broader view
The power 
of networks

111 1001 the French philosopher 
Paul Rieoour observed: 
‘Eve^J^vhe^^ throughout the 
world, one liiids the same had 
movie, the same slot machines, 
the same plastic or aluminum 
atrocities, the same twisting 
of language by propaganda.’’

Witness the problem 
of universalisation: a toxic 
byproduct of the globalisation 
process. Of course, we are 
familiar with solo cups and 
Oreos, but what does this mean 
for architecture and urbanism? 
Will all of our cities soon Iwik 
the same? Arc we on track 
to pepper them with a familiar 
mi.x of Hadid and Kwilhaas, 
and then again with anonymous 
Modernist blocks and 
Postmodernist McDonald’s?

A famous answer to tliis 
question, one that gained great 
popularity towards the end of 
till' past milleiimum, in the wake 
of the Postmodernist debate, was 
so-called Critical Regionalism.
It championed place, above all, 
as a key force in shaping modem 
architecture and reconnecting 
design with specific cultural 
and natural forces. In the words 
of Kenneth Frampton, one 
of its main proponents: ‘The 
fundamental strategy of Critical 
Regionalism is to mediate the 
impact of universal civilization 
ttith elements derived indirectly 
from the iKH-mliarities of a 
particular place. It is clear 
from the almve that Critical 
Regionalism depends up<)n 
maintaining a high level of critical 
wdf-consciousness. It may find 
its governing inspiration in such 
things as the range and quality 
of the local light, or in a tectonic 
derived from a peculiar structural 
mode, or in the topography of 
a given site.’^

Critical Regionalism had a 
notcAvorthy impact, providing 
a useftil lens to engage and weave 
together many experiments of 
the late-20th century, and 
equipping a new genemtion with 
fresh inspiration. However, 
its propulsive force seems to be 
(uaporating. ‘Starchiteclure’ is 
again on the rise, gracing skylines

of cities across the world with 
their share of signature icons 
(or, standard trophies).

In a certain sense. Critical 
Regionalism has been a victim 
of its suocoss, as tlio leaders it 
brought into the global spotlight 
began building internationally. 
How does a Mexican-inspired 
Legorreta-designed building 
fit with London’s genius loci?
Its DXA b<*gins to unravel 
the moment it is reprcKluced.
The minutiae of place can’t 
become a signature, if there 
is an expectation of working 
in a different rt^gion. Or more 
succinctly, it is the fine line 
between ‘si>ecificity’ and 
‘inflexibility’. As these buildings 
are scattered around the globe, 
seemingly at random, it appears 
to bo a radical fulfilment 
of inflammatory Koolha;isian 
rhetoric: architecture‘is no 
longer part of any urban tissue.
It exists; at most, it coexists.
Its subtext is “fuck context”.’’*’

While the answer of Critical 
Regionalism might 1)0 outdated, 
the main qiAestions behind it 
arc more urgent than ever.
If Frampton grounded his 
theory on the ‘peculiarities 
of a particular placxi’ could we 
rtwpond by grounding theory on 
‘the peculiarities of a particular 
network?’ Could this approach 
provide a new answer to the 
old problem of universalisation? 
With today’s technologies and 
tools, a robust ‘Xetworked 
Specilism’ would emerge.

Within the conceptual bounds 
ofXetwork Si)eciflsin, place would 
automaticallj* manifest through 
the human lens - in other words, 
tlu'ough the \ibrant network 
of people who contribute to a 
project. In re<»nt years, ctnnplex 
scientific analysis has shown 
us that networks of human 
interaction are locally grounded.
It Ls what the technologic 
anthropologist Christopher Kelty 
describes as a ‘recursive public’ - 
an open comimmity that is 
both a result and a generator 
of networks.'

The capacity of a netAvork 
to connect people across a

breadth of scales seems to 
provide a neAv way of mediating 
betAveen the global and the local. 
It is the fluid interface l>etween 
the individual and the collective.

And this isn’t only happening 
in the realm of architecture.
Now fields like ‘theoretical 
ecology’ and ‘network analytics’ 
are emerging across disciplines, 
proA'iding meta-analysis of the 
increasing connectnity within 
and betAveen those disciplines 
themselves. They address the 
network the fluid interface - 
and its constitution, propagation 
and potential Aalorisatlon. 
Science res«*arch, in particular, 
is undergoing a sea change 
in networked publication and 
collaborative writing, to the point 
that an ecosystem which Ava.s 
formerly populated by the likes 
of Bohr and Einstein is noAv 
(Iriven almost exclusi\*ely by 
co-authored research. Just 
a handful of the 700 pajMTS 
published \\\ Nature Magazine 
in 2008 were AATitten by a single 
author.* Th(? same tide is rising, 
with more or less quantifiable 
metrics, across almost eA’orj' 
discipline, from Broadway 
musicals to finance.

Ea-ch Avithin the bounds of 
architectural practice, dilfcrent 
forms of network seem to be 
emerging: n(A\vorks ofdtisign 
professionals using synchronised 
digital tools to work together 
from across the globe; networks 
of competences that bridge 
traditional disciplines; networks 
of citizens and building users, 
who can embark on digitally- 
enabled participator>' processes 
(a kind of participation 2.0).
But now tliat A\*e have the capacity 
for hyper-networking (almost 
limitless cloud-connectloii on 
the global scale), the challenge 
is in bringing it back down 
to earth, so to speak.

Since 2009, Kickstarter 
(kickstarter.com) has proven 
that - ghen a platform - anyone 
can make a compelling pitch 
to the world at large, and have 
a reasonable hope of getting 
llicir idea off the ground. With 
Kickstarter as a megaplioiie,

In this co-authorod 
essay Carlo Ratti^ 
Antoine Picon 
Alex Haw and Matthew 
Claudel introduce 
Network Spocifisni: 
a redefinition of 
Critical Regionalism 
for tlie 21st century
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voices reverberate tliroughout a 
global iiet\vork and echo back the 
siipp()rt of anyone from grandma 
to Japanese businessmen. 
Elfectlve, but vast. More recently, 
nrickstarter (brickstartor.org) 
has enuirgcHl as the equivalent 
in urban activism, providing a 
similar venue for raising funding 
and support, but on the local 
scale cities, neighbourhoods, 
communities. It targets the sorts 
of DIY proj(K.‘ts tliat are typi<-ally 
checkmated wlien they run into 
bureaucracy, lack of ftinding and 
insuflicient visibility. And instead 
of dollars and cents, you might 
expect support on the order of 
rolled-up sleeves and potting soil. 
Briokstart(*r is essentially a case 
study in Network Specifism.

As such, Network Si)ecifism 
could provide’ ver>' dittertmt 
outcomes bjuwni on where it is 
practiw^d. 'i'he aggn'gation of 
people’s input on a local projwt 
in a mid-si/od city will inform 
the outcfmie and give it a unique 
flavour. A global project say. 
a new builtiing for the Olympics or 
the World Kxpo could draw on 
an eciually global networked input, 
UHKliating between the genims IcK'i 
and the glolyal /eltgt.*ist.

Ill tills sense Nt^twork 
SpiHutlsm could lx* swu 
as a redelinition of Critical 
Regionalism. In Uie latter, 
lo(;al cultim* WTves to inflect 
local architectural production. 
Witli Network Spooilism, this 
very lens itself could change 
based not only on the building’s 
place but also on the networked 
community that contributes to 
it. Tlie l{M*al lMH'om(*s relational.
1. Paul Rico*‘ur, ‘I'niversal ('ivilization 
ami National (.'iiUun*9’ (19011,
in History and Trvlh, pp270-77.
2. Kenm-th Prampt<Bii. ‘Towards a 
Critical K(‘Kioiia1isiii: Six Points for 
an Arcliitccturi.* of UcaiHlance’ i2UU2), 
in The Anti-Aesthclie: Essays
on Postmodfm (hdfure. ])21.
3. Rein Koolhaas, ‘IUkiicss, or.
Tlio Problem of barge’ (1994), 
in EMLXL. pp 11*1-317.
4. Christoplier Ki-lty, I'tro EUk:
The CvUuTal Siynyficance of Fne 
SofhMTe (21*08), !>:).
5. John Whiltield, ‘t’ollalsiration: 
tlroup TlH-ory’ (2iM*8), in 
Magazine, 455, 72»*-723.
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A bystander checks 
debris around burnt-out 
cars after recent riots 
In Stockholm. Sweden's 
high but expensive social 
housing standards are 
under threat from 
politicians rmxious to 
cut costs, exacerbating 
tensions between 
deprived and wealthy 
neighbourhoods
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Sweden’s development of the 
welfare state was admired long 
after it ceased to live up to 
expectations. The absence 
of social housing was a cause 
for pride. Instead of housing 
for specific cat^ories of peoph?, 
such as those who can’t afford 
market prices, ever>’ home 
met a set standard in terms 
of planning and construction. 
Any extra cost was paid by taxes. 
This eventually led to the most 
generoiK housing standards 
in the world. A costly strategj', 
of course, but as long as the state 
could afford subsidies, housing 
was a pillar in welfare politics 
and an industr>' that involved 
most of the nation’s architects.

Tlie whole set-up vanished 
decades ago, but its legacy 
remains, with a relatively large 
housing stock still encapsulating 
the vision of a nx'lfare state. 
However, the gap between nsloii 
and reality has now become 
painfully obrious.

Sweden’s growing cities 
have a huge demand for homi^s 
that the market can’t meet. 
Sweden and the Czc^ch Republic 
are currently the onl>’ countries 
in the European Union without 
any non-commercial alternative 
to the housing market. And a 
lai^e-scale industry and complex 
building reflations have madi* 
housing a costly affair. The 
govenmient is now looking for 
cost reductions in all areas, as 
further state funding seems out 
of the question. Architects fear

thi! return of poor liousing for 
the |)oor, a spectre Sweden lias 
avoided for almost DO years.

Yet as long as the effects of 
the US sub-prime loan crisis are 
still being felt, it’s ver>’ imlikely 
that increased building activity 
will lower the cost of new homes, 
or that new subsidies make 
them affordable. As the Swedish 
housing industrj' is one of 
the most, if not the most, 
industrialised in the world, 
making savings while maintaining 
decent quality will be tricky. 
Housing design is ba<ik in the 
hands of a few large construction 
companies, reminiscent of the 
infamous ‘million programme’ 
of 1966-74 aimed at building 
a million dwellings in a decade. 
Quality, divereitj' and dignified 
environments were not the main 
concern then. Tlie current gap 
between supply and demand 
has generated intense discussion 
alx)ut what to do and calls for 
radical solutions. Cheap social 
hou.sing could well be about to 
descend on Sweden. Still, It is 
not tlie worst case scenario.

Frustration over a segregated 
housing market has already 
sparked increasing desperation 
over the segregated cities that 
follow fi'om it. In May. violent 
protests in Husby, a low-income 
suburb of Stockholm, emphasiscKl 
the lack of inclusiveness. Burning 
»ars sent a message that housing 
will be a political issue again.

Though the protests were 
against authority in general,

rath(;r than specific development 
plans, as at Istanbul’s Takaim 
Square (AR July 2013), no 
politician could refrain from 
bringii^ them into the larger 
context of housing and planning 
policy. But the real issue is how 
to solve a huge problem without 
government engagement. There 
is no lack of building. But there 
is a lack of housing for thc^ that 
can’t afford new homes. And due 
to a massive transformation of 
rented flats into condominium.s, 
older housing stock has now- 
become an investment, changing 
the image of the home as well 
as the city. For a grow ing pool 
of home owners, the cit>’ is a piece 
of common real estate, and a 
shortage of housing protects 
their expensive investments.
So a big new subsidised housing 
programme is not only politically 
inconceivable, but also threatens 
this economy of vested interests.

It looks like large cities 
will continue to build expensive 
houses, smaller cities less 
expensive ones, while the housing 
industry continues to flood the 
countrj'side with affordable 
homes that no one wants. In 
1966 tlie Swedish Prime Minister 
advised a yoimg couple to move 
out of Stockholm. I doubt they 
listened. And with the global rise 
in city living, this strategj* seems 
even more obsolete. So the 
market and government end up 
trj’ing to do things on the cheap, 
with architecture the inevitable 
first sacrifice in this crusade.

Stockholm
Housing, once tlie 
bedrock of Sweden’s 
welfare state, now needs 
radical intervention, 

Rasmus Waem

24 AR I AUGUST 2(Ha



IVIADEexpo
Milano Architettura Design Edilizia

I Milan Fairgrounds Rhqjtaly J
I

I*

DESIGNING IDEAS ^'BUILDING INNOVATION

m■liiii

w

mtl!53
lUm! -I! %

ns1
f! In

!1

ra 0

he international biennial trade show for the Building and Construction industry
MADE expo showcases: Construction and Building sitelfeuilding envelope and WindowsQ [

Interiors and Finishings||Software and HardwareQEnergy and Plants||City and Landscape
T '

www.madeexpo.it
rPromoted by

UNCSAAL FEDERCOSTRUZiONI ^ Under the patronage ofPartners

Miteno
rCOCALfCNOARfiCDO rnninr
www.federlegnoarredo.H U39 05166 46 6241 info@mddeexpo.it RegioneLombardloMILANO FIEIU MHAHO



Concord

GLACE
SLIM ARCHITEaURAL PROFILE. SUPER-EFFICIENT, 
AMBIENT LUMINAIRE

Super-efficient, super-slim and with a decorative halo effect. 
Glace LED offers a new kind of ambient lighting solution.
Its sleek architectural lines and even homogeneous illumination, 
make it ideal not only for corridors and stairwells but also 
high-end receptions and foyers. Glace LED comes in round 
or square styles and can bewail or ceiling mounted 
(simply installed with a twist and lock fixing mechanism).
There's also a pendant option. With DALI dimming as 
standard and microwave sensors for presence detection 
and daylight management, it optimises energy saving.
Using 13W for high-efficiency or 17.5W high output at 
the flick of a switch. Glace LED easily - and stylishly - 
outperforms compact fluorescent counterparts.

;... LIGHTING
DESIGN
AWARDS
J(Q)13
WINNER

SyLVANIAwww.havells-sylvania.com Tel: 0870 606 2030



Yie^^points

Tlie tower is the marker, 
the bridge brings a feeling 
of involvement and the Italian 
restaurant can’t go too far wrong. 
So back to propositions: why not 
divert a watercourses create a 
lake, replicate a suggestion that 
there might have been a harbour, 
once. Insist on a high marker- 
tower, bridge and ne\^' restaurant.
- iiiaylM* Swedish or Vietnamest? 
to be a bit more exotic? For soon 
we will run out of exploitable 
old ports. So, in a tit of lateral 
thinking that derives from hearing 
lleethoven plaj’ed well on a 
portable Yamaha in a Melboum«* 
alley (or was it the Sliiraz?), I ask 
myst'lf, if opera am be staged in 
a field in the Knglish Midlands, 
why not a complete faux liarb<.)ur 
(waiting for the inevitable kit of 
features as describt>d>; using a bit 
of after-the-event creativity and 
the dear old Grand rnion Canal 
again ...maybe somewhere just 
short of Wolverhampton?

Seriously though, digging 
a canal or two in a new housing 
development might, in the 
long run, be a.s economic as 
landscaping the forecourts. 
Everybody can then Iroast 
a waterside residence.

The reflective ripples on the 
ceiling, the odd duck passing by, 
the odd tethered boat, a feeling 
of ndeaso that the umnown lawn 
or the unswept courtyard cannot 
provide. And in tliis iiieaiideriiig, 
or ‘floaty’, train of thouglit I 
haven’t even got onto the subject 
of housoboats.

Where I am now has a district 
called ‘Surfer’s Paradise’ but I 
am dreaming of another: let’s call 
it ‘P\mtor’s Paradise'... you can 
take that <me any way you like.

After all in the hippy *708 there 
was Bel Pie Island, far upstream, 
whose winsome cottages and air 
of mystcr>' hold a place in the 
history- of rock Tf roll. 8o far 
though, the other just sits there 
with its two trees. No fUn in that.

When teaching in Frankfurt in 
the ’80s I was constantly dangling 
in front of my students the site 
of the Westhafen (in the River 
Main), that simply hosted a few 
nondescript warehouses and 
further along a tiny island that sits 
astride an old bridge. My ‘snitF 
can’t hav(* been so far off, for in 
the intcTV(ming years the punters 
and their architects have planted 
upmarket apartment blcK'ks 
(in the typically German ‘villa’ 
mode) along the river and built a 
somewhat Gothic pavilion by the 
bridge that plays a similar role to 
London’s ‘Serpentine’ Gallery. Art 
feeds so, so much more meaningful 
on an island doc»s it m»t?

Whatever inaohinations it gt>es 
through with its concert hull, 
HambuTg’s ixirt has turned out to 
be a smart location for small ofllce 
blocks fasliioiKHl bya rcmnd-up of 
likely f Jerman arcliitwts. So other 
harboura watch out, for a certain 
generic liarbourside formula 
seems to run tlius: first convesrt 
some warehouses into ‘lofts’ 
and stick at least one Italian 
restaurant in them. Tlnm hire 
Calatrava for a iiridge (though 
Wilkinson Byre are a suitable 
altomativo). Them make sure there 
is a marker (Polli in the case of 
Canary Wharf, Buenos Aires or 
Santiago and probably some 
otIuT places I don’t know). If he’s 
busy, KPF will do fine. Smaller 
cities will use the locals: whether 
Ipswich, Munster or Bordeaux.

Why do we so often want to be 
by the water - even away from the 
season when many actually want 
to be in the water? I sit pondering 
this in an Australian city called 
Gold Coast where the first 
generation who escaped into 
the sun away from Melbourne 
and Sydney were attracted by the 
surf and the l>each. But as they 
continued to come in their terns 
of thousands, they became willing 
players in another game of‘hug 
tlie water’, only this time along a 
series of inland lagoons fashioned 
out of a pliant river delta, wiiere 
they could have a landing stage 
and a boat (pity alxiut the sharks).

f’lorida was, I guess, the 
model. Even in locations whc:re 
the sea is a constant threat, 
such as the Netherlands, a town 
such as Delft enjoys the tartan 
of narrow streets and little canals 
that actually feel so sweet and 
unthreatening. Then tr>- to 
imagine Venice on land and 
so think of Cadiz charming 
though its slivers of streets may 
be - but in the end lacking that 
watery something.

Nowadays in London, we 
are becoming quite \ised to the 
mysterious upswing of districts 
that I can remember as being 
ding>- and smelly but which now 
find themselves unfolding their 
towpaths and dr>' white wine 
decks onto whatever piece of 
the Grand Union Canal still 
remains up for grabs.

At which point you open up 
your mind to a few propositions: 
look at a kilometre of the Thames 
estuary called ‘Two Tree Island’ 
and ask why some smart 
developer hasn’t planted a new- 
miniature garden cit}' on it?

PETER COOK

What’s to stop 
us diverting a 
watercourse to 
create our own 
riverside idyll?

‘When people say 
that you have got 
to hav^e vision, well 
Hitler had \isioii’
Terry Farrell responds to London 
Mayor Boris Johnson's plan to build 
a £65 billion airport on the Thames 
Estuary, Evening Standard, 15 July

LAST WORDS ‘We have created a 
now type of water, 
which we call “empty 
water”. This product 
is not a new faucet, 
it’s a new philosophy’
Philippe Starck on his new tap 
design for Axor, 15 July

‘People climbing the 
Shard might not beat 
Shell but it does say 
something about 
ho\v expensive the 
viewing platform is’

blissiikethis$,TVvitter, 12 July, 
on Greenpeace activists scaling 
the tower in protest against oil 
and gas drilling in the Arctic
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Your views
Witli reference to Maritz 
Yandenberg’s letter (April 2013),
I applaud the AR in introducing 
the series The Big Rethink. It was 
a catalyst for many of my peers to 
subscribe to the AR again with its 
renewed focus on critical thought 
and discourse. I would like to 
disagree vehemently uith Maritz 
Yandenberg’s assertion that real 
architects do not ‘evolve designs 
in the way of theorists’.

The Big Rethink is not about 
a way of evolving design within the 
professional practice, it is about 
periodically asking ourselves (as a 
profession) the larger and bi’oader 
questions in the tradition of John 
Henr>' Newman, ‘true enlargement 
of the mind is the power of 
viewing many things at once as a 
whole, of referring them severally 
to their true place m the universal 
system, of understanding their 
respective values and determining 
their mutual dependence’.
Ken Yeh, Darlington, Australia

The Big Rethink 
elicits further 
thoughts

A proposal for a new kind of housing block: the climax of Peter Buchanan's BigHethink

buildeK5 to form quietly beautiful 
neighbourhoods with life 
expectancies of 100 or 150 years? 
The development of such types 
to the liighest standards is the 
true architectural problem of our 
time, and I think the doyenne of 
the world’s arcliitectural magazines 
owes it to future generations to 
rise to the diaUenge!
Maritz Vandenberg, London

of new dwellings will be built m 
Britain - as elsewliere - in the 
next 10 or 20 years (according 
to Boris Johnson, hah" a million 
by 2026 in London alone). These 
win create the towmsc^apes of tlie 
future. Such numbers of buildings 
can’t possibly be individually 
designed. So how^ can raiiss 
excellence be achieved? There 
is only one answer: by architects 
starting to develop, without delay, 
standard house types of various 
sizes and types wliich developers 
can use to create large-scale urban 
excellence at affordable cost.

These tj'pes must be affordable 
and technically excellent, 
adaptable to changing uses, 
and regarded by the public as 
beautiful; and the designs should 
cover the wliole spectmni from 
authentic classical to cutthig-edge 
modem, so that all tastes can 
be catered for. Beauty will have 
to be a central concern, because 
no developer can afford to adopt 
designs the public don’t like.
Here the AR can make a great 
contribution. Its coverage of 
exceptional buildings is superb, 
gives constant pleasure, and 
long may this continue. But what 
about ordinai y buildings - ones 
wliich modestly fit in with their 
surroundings, do not draw 
attention to themselves, and can 
be replicated en masse by ordinary

Peter Buchanan’s Big Rethink 
has been most stimulating, 
but he has greatly exaggerated 
a largely non-existeut problem, 
and diverted us from the most 
pressing architectural problem 
of our time, in the solution to 
which the AR can play a valuable 
role. As regards my first point, 
the social transformations we have 
experienced since Georgian and 
Regency times are at least as great 
as the ones Buchanan predicts for 
the future. Yet whole streets and 
neighbourhoods built 160 and 200 
years ago are still happily in use 
today - even by that Jiigh priest 
of Modernism, Richard Rogers, 
in his lovely centnries-old Chelsea 
square. Loose-fit dwellings, built 
from materials that permit easy 
adaptation, and designed to be 
as beautiful as possible, have a 
proven abilitj' to accommodate 
huge social change; and while 
experimental designs such as 
BiicJianan’s in your June issue 
are a useful part of the debate, 
there is no widespread need for 
wholly new types of urban layouts 
and dwelling designs.

The pressing arciiitecturaJ 
challenge before us is that millions

Harmonic
dissonance
We know that, through evolution, 
things change and adapt - they 
don’t necessarily get better 
or more complex. Therefore 
‘progress’, in the sense of 
movement to a happy place 
at the end of a Ilollywpod 
blockbuster, has nothing to 
do with life or himian history.

Application of these simple 
fundamentals to the disciplines 
of arcliilecture and music, 
and blocking out the Wagnerian 
romanticism about hmnankmd, 
is tlic key to a useful exploration 
of the relationships of the two 
liybrid sciences and arts: music 
and architecture. Music exists 
in time and space; architecture 
exists in space and time. To my 
understanding music does not 
consist of a hai nionic chord

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
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by strings and trumpets any 
more tlian architecture is grasped 
from a piiotograpli, so the idea 
of spending five or six pages 
remarking on the role of 
proportional relationsliips in 
sound waves and in lines makijig 
a facade is futile and says very 
little about music or architecture.

In his recent article (May 2013) 
Charles Jeneks gives away the 
shallowness of his analysis man,v 
times but, perliaps most tellingly, 
in this passage: musicians are 
often taught the six basic moods, 
and modes, they can stress - 
sadness, joyfulness, fearfulness, 
tenderness, love atul anger ...

No, musicians are often taught 
the scales, the structure' of a 
melody and how to build one in 
4, 8 or 16 bars and how to build a 
musical phrase into a composition 
- wliich, nowadays, amounts to 
no m«ire than an A-A or A-B-A 
song forn\. Alas, here is the true 
lesson: in music and architecture 
we are not sailing into the ether 
of perpetual progress, we are, 
most likely, in a dark age where 
a gn^t deal of the technique of 
these hybrid arts and sciences 
has lx‘en forgotten and is no 
longer ix'cognised or experienced.

Then there’s the question of the 
actual blew’ and ‘groundbreaking’ 
in music and architecture...
In Western music the last great 
ftmdamental advance was with 
JS Bach and The Well-Tempered 
Clatier that set the tuning of 
scales tuid, hence, instruments. 
Some abstract ad^•ances in terms 
of style and expi-ession have been 
made up until late Beethoven in 
the quartets and 9th S>Tnphon>- 
but since then (even with Jazz and 
the sex-driven pop of our time) 
nothing has cliaiiged. Similarly in 
architectui-e it is true to say that 
the last meaningful change was 
with the Corb, Mies and Wright 
gimeration. The rest is essentially 
superficial and indindual style 
which has little relevance beyond 
the particular practitioner.

This is obvious in music 
with Schoenberg and inventors 
of self-rt'ferential laws and 
regulations of composition 
that are irrelevant to the actual,

real, contemporary music setme 
and, in architecture, the Cxelirys, 
‘Blobmelslers’ and ‘Parameisters’ 
who, at the end, build the Kille] 
Towere and Bilbaos - one-olfs 
of no consequence to general, 
real, daily, contmni>orar)- 
architectural practice.

Ileyner Banliam is correct to 
call Le Corbusier (or at least his 
genemtion) the last form-givers; 
though there may be opiKirtunity 
for a new giuierat i( m once the 
cumputor is proi>orly established 
in the design studio. The odd, 
idios.nicratic use of software 
and techniques exclusive to the 
Gchr>'s and Ihulids of the world 
counts for little beyond the 
promotion of their personalities.

Arcliitecture and music imt 
highly technical endeavours: 
learning to play the violin or piano 
is far more conijilex than learning 
to drive a tnick or lly an Airbus. 
Writing a pieet* of music or (in the 
ease of jazz and pre-literate music;) 
improvising on a thmne or given 
structure is a complex technical 
exercise first and formnost. 
Emotional expression is 
const'quent and not vice versa.

As architects we have it 
easier bt‘cause of onr (troublwl) 
partnership with engineers 
so we sometimes lose sight of 
the fact that our designs hav(> to 
stand up and not leak. Musicians, 
even the perform<*rs, arc generally 
closer to the fundamental 
structim* of their art. This Is 
an example we can take from 
the correlation of these arts: that 
emr work, as aniiiti'cts, may be 
enhanced by a <ioser knowledge 
and affinity with the enabling 
structure - just jus ,Jnni Hendrix, 
at the Inight of his expressive 
powers, is acutely awaix' of 
the technical prenKiuisite 
of chord progressions, rhythmic 
synchronicity and dynamic 
correlation.

Can then* be a more pointless 
question than, ‘Are musical chords 
like 8pac<.!(’( In the end it only 
tells us how different literature is 
from music and aniiitooture and 
how inelfectual and inadequate 
it is in tr) ing to explicate either. 
MichafilLSt Hill. $t Lucia

Cultural
vandalism

the first lxK)k in recordiid history, 
it is our duty to pn>tect the legacy.

The ikweloptKl world has 
exposed Iraqi maseums and 
Mesoisitainian archaiilo^cal sites 
like Adah, Babylon, Isin, Ninimd, 
Nineveh, Nippur, Uinma, places 
where Mesopotamians refined 
and added to systems, combining 
them to form current civilisation.

'rUe protetAion of historical 
sites is a must. If Meso{)otainians 
had not blazed the trails they did, 
t he world would lie very ditrerenl, 
Viriato Teotdnio e. Tamele, by omail

Catherine Slessor’s editorial 
(AH Man'll 2013) exposc'd the 
soiTy destruction of unique ancient 
manuscripts and sacred sites in 
’Hmlniktu by fanatic Islamist 
militants. These groups destroyed 
what had <*ndured for centuries, 
a jiricoless h'gacy that reminds 
ns of our common humanity.

Tlu' editorial goes on to state 
that whether it lx; the Taliban 
using giant Buddhas for taiget 
practice or Napoleon’s troops 
shooting oil' the Sphinx’s nose, 
cultuml vandalism is nothing new. 
And I agrtK; with Catherine when 
she says cultural vandali.sm is not 
confined to the deveh^ping world, 
svith ri'fert'nce to the defacing of 
Dt'lacroLx’s Liberty Leading the 
People^ by a visitor at tlie Louvre’s 
KANAA-designed outpost in Lens.

Blit M’estem vandalism isn’t 
just pt*rp(‘tratc*d by individuaLs. 
Since 9/11 the tight agaiiLst 
terrorism has been used as an 
excuse* not only to violate private 
fh'edom but also to bomb or sluxit 
to kill, and a.sk questions later. 
-Mneli collateral damage has lx*eii 
sustaint*d by mankind’s material 
liistor>% The inva.sion of Iraq was 
particularly i-gregious: it has 
placeel Mesopotamia generally 
rec'Ogni.s(.‘<l as the first place; where 
cirilised societies tndylx*gan 
to take shape at grave risk.

And although ix*ace Ls - fitfully
returning, the elamage continues. 

Oil conipanii*s ar; laying pipelines 
through archaeological sit<;s 
between the Tigris and Euphnites 
rivers. L<K)ting (xmtinues.

Thi' authorities rec;overed 
numeroas shipments of items, 
most stolen from the National 
ilas<*um of Iraq, which were 
appi'opriatt'd by Inuji paniniilitary 
units in May 2003. By that June, 
customs ins|x*ctors in the US had 
se'izwl over 600 of tlu; niust'uni’s 
artifacts. ’I'lie Jordanian authorities 
recoven*d over 1.000.

As tlu* Mesopotamians 
painstakingly organisefl oral 
tradilioas into written collections, 
prulucing The Epic ofOilgamesh,

Community
challenge
In response to Paul Finch (June 
2013), I am involved in my local 
Neiglilumrhood Fonim in Oxford 
and am convinctul that architects 
are imiiortant in making ‘localism’ 
work. They bring an understanding 
of the complexity of urban 
planning and i;an facilitate the 
pnicess so that opi>ortunitic'S 
are not squandered by ‘niinbjism’. 
B<'ing on the stw'ring committee 
of the Fonmi ‘opens doors’ and 
has iiitixuluci'd me to leaders 
in the community, w uhming my 
professional network significantly. 
For any architect working in the 
l<K*al area, tliLs ixm be inrahiable.

Cnniting a ‘development brief 
or ‘neighlxmrhood plan’ is a 
pnxvss which lui architect 
understands and they<;an take 
a leiuling role using skills 
including how to manage a public 
consultation but also design, 
masteriilanning and development. 
Even if a ‘neiglilxnirluKxl plan’ 
is not crt*att*d, the architect can lx 
proactive and lead the commimity 
by producing concept dt*signs, 
feasibUity studies or introducing 
developers who might be mon; 
sympatlietie to the commimit>'’s 
nt*eds. In Oxford we have also got 
the ai'chitecturo schiKil at Brookes 
involved and students have 
presented their ideas to the Uxal 
community which has been 
most efftx'tive in challenging 
prmmceived ideas of what 
‘development’might look like.
Lucy Mori. London
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HOUSEOF
HOLLAND

The
RIjksmuseum,
Amsterdam,
The Netherlands, 
Cruz y Ortiz

Beyond the art and architecture, 
the remodelling of the Rijksmuseum 
is underscored by how the Netherlands 
Wyants to present itself to the world
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of Honour, among tlie great paintings of 
the Golden Age of the Dutch Republic.

This Gallery of I lonour is the museum’s 
clima-v, in terms both of its layout and 
collection, and it understandably reinforces 
the idea that the museum celebrates the 
17th-century Dutch Golden Age alwve all 
else. Resulting from Holland’s indei)end(m(;e 
from Spain, the Golden Age still defines the 
country’s capital city, from its urban form, to 
its art, and architecture. Due to Amsterdam’s 
extensive global maritime trade and its 
humanist and tolerant Calvinist culture, 
a mercantile middle class emerged which 
governed the city. A group of these burghers 
forms the subject of Rembrandt’s The Night 
yVaich, arguably the Golden Age’s most 
famous cultural product, painted in 1642 at 
the peak of its painter’s reputation. Originally 
commissioned as part of a lai^e frieze for 
the chic gnard building, it became the object 
around which Pierre Cuypei-s designed the 
RUksmuseum and the only painting to retain 
its place after renovation. The subsequently 
named ’Night Watch Room', at the end of the 
Gallerj'of Honour, thus becomes the museum’s 
destination, like the ilona Lisa for the Louvre.

At the beginning of the Golden Age. and 
celebrating its 400tli anniversary this year, the 
famous canal ring, a series of concentric canals 
circumnavigating and defining the heart of 
the medieval city, was constructed to expand 
the booming city. Expansion halti‘d at the 
end of the 17th century and the Rijksmusemn 
is to be found on the south-west edge of 
this stage of development. Completed in 1885,

the museum forms a kind of binary star 
relationship with Cuypers’ other lai^e public 
building at the north-east edge of the old citj- 

the Centraiil station, completed four years 
later. These buildings were dt^signed in a 
hybrid brick and stone, Renaissance-Gothic 
style by the Catholic Cuypers and were poorly 
received at the time by Protestant Amsterdam 
for being too medieval, too Catholic, with 
all its idolatrous images adorning the walls. 
The building certainly has an i*cclesiastical 
quality to it, with a vaulted crj'pt in what was 
the original basement, and stained-glass and 
copious wall decoration narrating the glories 
and victories of Dutch art. The Night Watch 
forms an altar at the end of the nave, against 
which the alcoves in the aisles boast paintings 
such as Vermeer’s The Little Street and 
The Milkmaid, and Hals’s The Merry l>rinker.

This cathedral of art tells a story of Holland 
with each storey forming a stratum of histor>-. 
The presentation of art works alongside 
artefacts deiives fn)m an approach to art 
historj- that descril>es the work jw a product 
of its historical context rather than individual 
genius. Without doubt, seeing the actual 
guns, cannons and models of ships depicted 
in the paintings themselves makes for a 
more engaging \’isit. However, Cuypers didn’t 
anticipate a chronological presentation and 
tlie progression from ground upwards is not 
quite so logical. On the ground fto<jr are the 
medieval art and special collections, including 
Delftware, a fleet of model ships, Jewellerj- and 

so far, so heroic Holland. The first floor

CRITICISM
STEVEPARNELL

If museums are al>out storytelling and 
identity, about curating a collection of 
artefacts and works of art to construct a 
history, then Holland has recently been busy 
redetiniiig how it wants to be seen by the world 
for the 21st century.

In landscape architect Sven-Ingvar 
Andersson replaced a busy road witli a 
large open park and pond immediately to 
the south (then the rear) of the Rijksinuseum 
in Amsterdam. This has become the 
muneuviplein (museum square), around 
which two other nationally important 
museums sit: the Stedelijk museum of modern 
and contemporarj’ art, and the van Gogh 
mnstHim. The former of these re-oix.*ned last 
year after being upgraded and enlarged with 
an extension the appearance of an oversized 
sanitan,- lilting by Benthein Crouwel, and 
the latter two buildings, one designed by 
Gerrit Rietveld (1973) and the other by Kislio 
Kiirokawa {1909) is itself on the point 
of n‘-oj)ening after a six-month nmovatioii.
So vs'ith the reccuit unveiling of the re-oriented 
Rijksmustnim after a decade of reno> atiou,
Ihe planners’ dream of a real museum qtiarter 
in .Vmsterdam is linally being realised.
Tlie importance of the Rijksmuseum to the 
Dutcli was emphasisetl when bvo weeks after 
rt>-oix‘ning the national museum, on the eve 
of her alMiication, Queen Beatrix held a gala 
dinner for the niyalty of Europe not in the 
Royal Palace, but in the museum’s Gallery

arms
then houses the 18th and 19th centnrj in order

2

I. (Previous pa(o) 
section showing 
the adgitions in blue 
2.& 3. A busy road was 
removed by landscape 
architect Sven-Ingvar 
Andersaon in 1999 and 
replaced with a park; 
from the canal, the 
Rijksmuseum now appears 
a serene tree-circled oasis
4. Renovation has 
revealed the original 
ornate Neo-Cethic 
decor controversially 
ultramontane in 
its day, and later purged 
and whitewashed to 
create a neutral, white 
Modernist backdrop
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TheI main building
2 Asian pavilion
3 Philips wing
4 villa
5 entrance building
6 drawing school
7 atelier building

Rijksmuseum,
Amsterdam,
The Netherlands, 
Cruz y Ortiz
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5. (PreviiHis page) the 
newljr cleared courtyards 
between the wings have 
been ^ven glorious glass 
vaults, recalling the 
Neo'GothIc engineering 
of Deane and Woodward's 
Oxford University 
Museum of Natural 
History, built in 1861
6. (Opposite) chandeliers 
hang from the steel roof 
frame. They double as 
much-needed acoustic 
baffles, muffling the 
echoes and chatter
7. Archive photop-aph
of an original gallery space

for the 17tli-ceiitury ma.sterpiect's to be 
acconuuodalod in the Gallery'of Honour 
on the second fl<M)r. 'Die third floor in 
tlu* attic is annoyingly split into two halves, 
each inaccessible from the other witlioiit 
navigating the sliiirs. This contains the small 
dOth-centtiry exhibition, .\mazingly, the 
Rijksnmsenm did not own any 20th-(;entury 
art until it closed for renovation in 2008 
and this split exhibition is a token gesture 
U) Hollantl’s considerable; (Contribution 
t(j Modernism. It (‘ould easily bi* argued 
that it should eonc'entrale on its core and 
leave the modern and contemporary to 
the Stedelijk, but where contemimrary 
art has been integrated into the building, 
such as Richard Wright’s dizzying star ceiling 
in the ante-cliamlK‘r behind the Xight Watch 
R(njm, it adds freshness.

The approaeh towards the integration of 
the new and old is completely contemporary, 
with lead architect Cruz y Ortiz’s new 
interventions reatl as cf)inpletelydistinct from 
Cuypers’ original a result of the ‘Forward 
with Cuypers’ motto driving the renoration. 
Wherever possible, Cuypers' original building 
fabric and decoration ha.s lx>en faithfully 
restored under the guidama* of restoration 
architect Van lloogcvest. Viewing it now, 
it is hard to conceive of a mentality that could 
wliitewash the museum’s walls and cover 
its floors with lino. But that's exactly what 
the directors did frtjoi the l!)20s onwards, 
whether through Calvinist or ilodemist zeal. 
The galleries’ walls are now blocks of colour, 
from a tlark gn>y in the bastnnent to a dusky 
blue for t he Gallery of Honour. They add 
vvarmtli and complement the art respectfully, 
destroying the myth that a gallery must be 
whitewashed to epjoy the art. In conjunction 
with the warm MID lighting sp(;cially designed 
by Philips for the museum, the paintings are 
literally stum in a new light.

But the largesl and most impressive change 
to the museum involves Cruz y Ortiz’s overall 
strategy to its organisation which has allowwl 
it to breathe again. Like much gixxl 
arcliiteclun*, a historical constraint has 
become the catalyst for an ingenious design

The
Rijksmuseum,
Amsterdam,
The Netherlands, 
Cruz y Ortizdetailed section through Internal courtyard
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The
Rijksmuseum,
Amsterdam,
The Netherlands, 
Cruz y Ortiz 1r
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Hiird floor plan
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Philips wing 
Asian pavilion 
cloakroom 
ticket desk
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a
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6 WC
7 information desk
B entrance to galleries
9 gallery
10 caf4
M entrance to Rijksmuseum
12 museum passageway
13 Night Watch Room
14 Gallery of Honour
15 grand hall
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on the south side of the museum. Th<*se latter 
buildings allow the architects to lx* more 
them.selves. Clad iii the same I’ortiigiiest* 
limestone as the inhTual piazza, they stand 
out from the original imisemn with their 
formal whimsy which will Quickly date. They 
are the least interesting asptnrts of the whole 
project. Curatorially, the fact that the Asian 
pavilion sits tmtside the walls of the ctriginal 
nuisenm can perhaps be seen as an admission 
that Holland’s former colonial policies don't 
sit easily alongside the construction of historj’ 
the curators desire hi their main galleries.

As in anygallerj-, seeing the paintings 
all lined up side-by-side invokes a curiosity 
about where thuy w(we individually 
commissioned for. Gathering them all 
together in a single building (with many, 
many more in storag<i tliat will randy lx? seen) 
is an act of cultural collectivisation to which 
wo have become accustomed and which, 
in theory, benefits everyone, 'riie Uijksmuseuin 
has gone even further during its n-think and 
made 125,000 liigh-ivsohition scans of their 
inasterpitKies fn‘ely available online tlirougli 
its Ilijksstudio .six-ial iiuKiia platform.
Xot only can you mirato your own collecti(uis, 
but yon can freely download tlu-m to print 
out and hang in your own living nsmi.
Not only aiv the Dutch national treasures 
set to (mjoy a new life among a lighter, more 
spacious, and far better organised museum, 
but ii'the curation and narration is not to 
your liking, you can create .v<mrown. Perhaps 
there is no Ix'tter example of Dutch identity 

tolerance at its most enlightened.

‘The approacli towards the 
integration of the new and old 
is comijletel}' contemporary, with 
Cruz y Ortiz’s new interventions 
read as completely distinct from 
Cuypers’ original — a result 
of t he ‘Forward with Cuypers’ 
motto driving the renovation’

solution. Due to an urban design n'Quiremenf. 
Chiypers’ l)iiikling was as much a gateway ;is a 
ninseiiin with a pair of large courtyard.s either 
side of a public thoroughfare on its central 
axis. This jja-ssageway forms a public right 
of way that Ainsterdanuu s nscxl to access 
the new part of the city on the south side 
from the old on the north since the museum’s 
completion. The miianun wanted to close 
thi.s route in order to re-locate their entrances 
there but after a protracted campaign, the 
IMiwerful Amsterdam cycling lobby succeeded 
in keeping it op<*n. The reason the passageway 
is able to work, howevtw, is the complete 
ulearama' of the courtyards which allows 
light into it oncci more. In th<* lOhOs, bofli 
courtyards were infilled with three-storey 
confusing warrens of additional galleries an 
inward extension that sulfocattKl the museum, 
making it ilark and impossible to navigate. 
The architects’ masterstroke, which won them 
the commission thrtmgli invited coiniKdition, 
was as elegant as it was daring: link the two 
courtyards undenieath the untouchable 
passageway to tireate one large, clear piazza 
for the ticket desk, cloakroom, shop, eaf^ ami 
eiitRiiices to the galleries. The museum iH)tild 
then also l>e it*-oriented towards the new 
imiseum square.

The courtyards ait> voluminous, light 
spaces acting as atria with nested cages 
of‘chandeliers’ suspended from the glazed 
roofs. Tliese chandeliers act as oversizi‘d light 
fittings and, aiiparently, as .sound damjx*ners 
in conjunction with th«* brick-red acoustic 
panels titled over the large faux second-flmir

arched windows. Despite all the hard surfaces 
in the spaa*, the reverberation was under 
control, as was the temp<?rature, which, 
considering the hot day I visited ami the 
extent of glazing, is remarkable. The 
ar< jiitects dug even deep<*r down into tlu* 
polder to create an auditorium and shop 
under the piazza, reaching 0.25 metres below 
sea level. This caused all sorts of headatdies 
for the engineers. During construction, what is 
now the piazza was entir(*ly flooded reciuiring 
divers and boats on site. Tlu? piazza is now 
relentlessly floodeil with Portuguese Gascogne 
Azul limestone. This p<‘<‘uliarly Siianish 
strategy of covering every surface with tile 
is not the most sensitive of approaelies, but 
it d(H?s form a new tidemark that clearly 
distinguishes the new from the old.

Cruz y (Irtiz’s involvement in the project 
did not st(»p at the renovation of the original 
building. They also constructed a iiew atelier 
building nearby d(*dicated to rt*storatum and 
research, which opened in 2007, and a new 
stalf entrance building and an Asia pavilion

109

8. The richly decorated 
vaults are adorned 
with allegorical figures 
and national heroes
9. Typical gallery
10. The star exhibit, 
Rembrandt's Might WMteh, 
stands out brilliantly 
against the blue grey

The
Rijksmuseum,
Amsterdam,
The Netherlands, 
Cruz y Ortiz

Architect 
Cruz y Ortiz 
Photographs
Iwan Baan. 3,4, 9.10 
Pedro Pegenaute, 5.6, B
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David Cliipperfleld adds 
a tactfully austere new 
gallery pavilion to an 
American Beaux-Arts 
institution in Saint Louis
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Saint Louis Art 
Museum, 
Missouri, USA, 
David
Chipperfield 
Architects 
and HOK

1. (Previous page)
with its shades of hlies's 
Neue Nationalgalerie. 
Chipperfield's discreet 
new art pavilion docks 
onto Cass Gilbert's 
Beaux-Arts precursor
2. (Left) natural light 
is diffused through 
the gridded concrete 
roof structure and 
washes around the 
sober gallery spaces

site plan

display, a notably fim> Diebenkorn, and vi(‘\VvS 
of tin* works t(M;omo. Iiiritig you iiito the chain 
of galleries without further ado.

Chipperfield admits that the clas.sic 
enfilade deployment of galleries is hard to 
Ixitter and has provided an iipdatwl version 
of the pletisures of such a formal pronienad(c 
Tliese spaces How t(>g(?ther with rare ease, 
liaving obviously been closely plotted with 
the cupatorial team, providing a classic 
chronological stor>- but also tlie opiK)rtunity 
to cut tlmmgh, across time, to ad^iaccnt rooms, 
and most importjintly providing a vista of work 
in later galleries, pulling you toward them.

The dominant feature of the galleries, 
happily not ‘dominant’, is a ceiling built out 
of a poured concrete grid, a vibrant geometric 
l)attern built from the paradox of using a 
‘heavy’ material to provide light, l)ounce<l from 
skylights onto the smooth surface of the white 
concrete, diffusing out into the galleri€‘s ixdow. 
Though there is a complex IiIUt system, 
including a ‘light-spreader', a stretclu^l pam-l 
of‘FitM‘fi)rm’ fabric complete u ith a discreet 
metal disc that hides sprinklers, the effect of 
daylight on concrete is conaistentlj' pleasing. 
Then* are also standard lights, the same basic 
’70s metal castes used throughout the nuLseum, 
a<!Cording to lluctuations ii) natunil light.

As well as the iM*nnanent coUe<;tion there 
an.^ exhibition galleri(‘s - currently showing 
the museum’s exceptional iJostwar (lerman 
holdings - wlih'h do not use daylight so can 
show more st'usitive works but which maintain 
the concrete grid. One piece on display,
Thomas Stnith’s photograph of the Parthenon, 
even suggests a dirt*<-t precwlent in the fabled 
cotfenHl-ceilingof that Roman building.

Chipperfield has also been generous with 
till* w indows, those full floor-to-ceiling Avails 
of glass as mist mated by coaserA ators and 
curators as any top-light itself, though they are 
kept dim by antomattKl scrim-screens AAhich

CRITICISM
ADRIAN DANNATT

If cA’cry building extension is notoriously 
fraught AA'ith tmubU*, Ixing a marriage not 
a stan<l-alone birthday, this is especially true 
when adding to a historic institution and one 
as cheri.shwl by the community as the Saint 
Louis Art Museum. Pounded during the UH)4 
World’s Fair, th<^ museum is famed for its Cass 
Gilbert struetuie, an exemplar of Beaux-Arts 
mastery AA’hose position isof jjrime imimrtance 
on a dominant hilltoj) oA erlooking the formal 
lakes of Forest Park, larger than Central Park, 
created at the same time. So thongh the l)rief 
AA'as relatiAely straigliClbrAvard, to make more 
r(M)ni for the permanent collection, and 
specifically ix>stAvar holdings, it nfiuired 
a ciA'ic solution of discretion and elegancr*, 
one amply provided l)y Chipperfield’s work.

Hert‘ all emphasis is on the art, to grant 
maximum extra space alloAving a full-scale 
reorganisation and re-luuig of the rt^st of the 
museum to fully rtweal a major international 
collection. And above all else, literally, it is 
the light that makes tlit^sc* new galleries so 
impiwsive. An abundance of natural light is 
lilter«'d through a soijliisticated ceiling system, 
allowing optimum vieAving conditions, an 
entirely natural ambition AA’hich among the 
gimmickrA’ of contemimrary museum design 
seems radical in its simplicity.

In explaining his initmtkms Chippcrlield 
quoted the late David Hylvester that ‘the artist 
has no greater enemy than the architect’, and 
also Ifx-al jratrou Emily Pulit/er, avIio avos sick 
ofgenng to ncAV mus<*iims Avhere it takes half 
!iii hour Ix'fore you can see a painting. So in 
opp(*sition to such ‘lobby-itis’ and atrium- 
mania, the m‘\v single-stort*y buildiiig opams 
directly into a simple space Avhert', despite 
ivstauraiit to the left and gift shop to the right, 
you liaA’e an immediat e stmse of the art on
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supposedly open accoi diiig to the weather 
but wliich you susi>ect may remain long closed. 
And It must l>e admitted that the siting of 
thest> windows is curious, especially as there 
is intended to be a surrounding sculpture park; 
for example at the moment a pair of major 
llenr>- Moor^ sculptuR’s have b«>n seemingly 
stranded on the blind side of the building 
unable to b<' seen from within the institution.

TlioR^ seems to be some ambiguitj- about the 
R*ar of the mustnim which, rather than greeting 
the surrounding park, turns its back on it, 
refusing to provide* exit or entrance upon that 
axis, ensuring visitors cannot pa&s through 
the building but only round it. Likewise Ihe 
only real formal vista of the park is from the 
restaurant by the front entrana*, but perhaps 
all this sen'es to remind us that we are here 
to l(M)k at the art not the surroundings.

Along with the ceiling, the other most 
notable feature of the design is the solid 
wiiite-oak lloor, an entirely satis^ing artistic 
work m itself, w ith each h-inch wide plank 
inspected and approved by dire*ctor Brent 
Benjamin. Even individual knots and whorls 
were chosen for their aesthetic relation to each 
other, the entire composition being as pleasant 
to w alk upon, especially with bare feet should 
one so dare, as to i-ontemplate. However, the 
perfection of tlus wooden lloor is challenged 
by the mootest element of the w hole interior 
design, long metal IIVAC grill-strips that run 
the length of the galleries and right through 
the t!iiddle of the floor-flush sculptures.
The heating and air-conditioning of galleries 
is always a major s<jurce of conteiition iK'tweeii 
architects and conservators, not least due 
to the risk of tlu* direct passage of air and 
dust over works of art, and there are strong 
arguments both tor the usual American 
approach, of air flowing from above, and 
for the more European system of ventilation 
from below here adopted by Chipperfield.

Saint Louis 
Art Museum, 
Missouri, USA, 
David
Chipporfieid
Architects
andHOK

3. Though inherently 
mistrusteri by curators, 
floor-to-ceilingglazfng 
offers tran<iuil views of 
the surrounding|iark. 
Automated scrim screens 
open and close according 
to the weather
4. Avoiding Hie trap 
of historical pasHche, 
the new building's 
dark concrete panels 
powerfully counterpoint 
Gilbert's creamy stone

‘111 opposition to ‘lobby-itis’ 
and atrium-iminia, the new 
single-storey building opens 
directly into a simple space 
wlicre you have an immediate 
sense ol' the art on dis])lay’
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Thest* cum*ntb’ highly sliijiy metallic elenuMits 
may bt'come less bright with age, and could 
refeivnce Minimalist art, Carl Andre 
floor->vorks, i)\it tlu'y seem <Kldly iiitmsive, 
ii twihiiical solution of inapt visual dominance.

Chipi)ertield has proridt>d some of the most 
ideally proportioned and perfectly lit display 
r<K)ins of any recent nuiseum, but the real 
al•lne^•emellt Is not in the gallery d»*sign but the 
hu-gei-agenda, tlie infnistruetural masterplan, 
those’ liidden issues of site and circulation. 
l‘’or example, the very elegant lavatories arc^ 
highly important additions lieing scajity 
and ohstiure in the old building the sort 
of practical issue wliich is as (inicial as any 
aesthetic consideration. And just as the 
gsilleries are bnilt for massive M(Klernist 
work.s, reciuiring Cliipi)ertu‘ld to provide 
even larger walls than originally planned, 
so the building extends below to provide three 
lUmrs ofpaj'kiiig, suggesting the symbiotic 
corrc^lation between the large scale of postwar 
-American art and its automobile cultmt’.

These gsirages are crucial to the success of 
the museum; Its operations are literally built 
on such foundations a beantiful single-stoj-ey 
galler)- sitting atop the ver>‘ garag<;s that 
support it. M'ithoiit these, the site and 
grounds could not maintain their pristine 
Notccenio aura; there would be m) visitors 
and m> statr.Chlpperlield has built them into 
the pn>gramme with os much sensitirity as 
pragmatism. Yon could even rea<l a sj-mmetry 
to the three fl(K)rs of the original (TiUx’rt 
Iniildiiig and the tlirec' floors of sunken 
l)arking, at oitlier end of the site and linked 
by the single level new addition, looking 
in cross-section like a weightwl seesaw.

Circulation betwwn the original building 
and th(^ addition is as fluid and natural as 
the circulation in the new galleries themselves, 
aided by a well-planned curatorial segue, f(*r 
example Sum^alism in New York exile leads

on into the origins of Abstract Expressionism, 
so you are barely aware of the transition, 
only .signalled by gla.ss d(K>rs. On the main axis 
of connection the museiun has boldly placed 
its AmHoiit Art collection. 'This can lx* seen 
eros.sing from the old building or immwHately 
on entering the new, juxtai>osing the ancient 
and imxiern and empha.sisiiig that this is 
a ‘universal’ iimseuni like the MetropHilltan, 
with which it can well stand comparison.

’I'his might seem at first a coi'ious choice, 
breaking Avilh an otherwise fairly orthodox 
chronological display, but fui a crow<led 
Sunday its eirectiveness is evident, as many 
visitors for once studying Greek and Homan 
sculpture as contemporary art. Tlx’ sc^amless 
link between the two sections of the museum 
acts as a sort of handsliake extending into the 
past and the futuiv, a handshake that (X)nfirms 
the continuity of the institution’s objot^Uves.

Chipperfield has also providetl a k)wer-leA'<>l 
loop that brings nsitors, especially those from 
the garag«‘s. back into oircnlation through 
the two buildings, a long slopuig corridor - 
deconited with architectural eleiiuuits by 
Louis Sullivan - which h“ads to a new cafd 
and the remarkable ‘Stone Sc’a’. This is a new 
site-sjx’cilh; sculpture by Andy Goldsworthy, 
a cluster of Missouri limestone an^hes Avhich

Saint Louis 
Art Museum, 
Missouri, USA 
David
Chipperfield
Architects
andHOK

5. Entrance lobby.
Unlike many galleries, 
here the impact of the art 
is Immediately apparent
6. A new staircase in 
the ori^nal Beaux-Arts 
building has a formal 
and material precision

disoixx'tl>' rc‘ferenc(> Saarinen’s Gateway Arcli, 
also in St Louis, and mor(! practically till the 
gap at the t)a<?k Ixjtu een old and new buildings.

ChipixTfield is kenm to emphasise the 
tliscretion if not Inimility of his addition, an 
entirely practical single storey tii<;ked neatly 
into the edg{’ of the original structure, rather 
than a freestaudlng sculplimil monument, and 
this is particularly I’vidcmt when looking at the 
main nmseuin from the otlier side of the formal tllC twO SCCtioIlS ol the 
lake from whenw it wa.s originally intende<l 
to be M'en, and from where the new structure 
is hardly notiroable. Likewise*, even when lit 
at night the facade of tlx* new building works

‘The seamless link between

museum acts as a sort of 
handshake extending into 
the past and future’
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cafe
2 stair to sculpture hall
3 sunken courtyard with 

Goldsworthy sculpture
4 conservation studios 

and storage
5 garage
6 sculpture hall
7 permarteitt gallery
8 contemporary art 

collection
9 bookshop
10 East Building entrance
11 restaurant
12 kitchen
13 main exhibition
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in harmony with the Gilbert frontage, despite 
iMiing of such differing material and idiom.

This is the moit‘ remarkable as Chipperfield 
deliberately signals the break between the 
two structures by using signature dark 
concrete panels incorporating Missouri river 
aggregates, as opposed to any continuity that 
could have been provided using a similar tone 
to Gilbert's pale stone, for example the soft 
Missouri limestone of Goldsworthy’s sculptun*. 
Cliipperlield may n’ell have feared that 
extending a similar tonal or material version 
of Gill>ert’s frontage would smack of a sort of 
Ilobert Htern historicisin, and the visual shift 
actually works to Ixdh buildings’ advantage.

Chippt^riield was oblig(>d to occupy the 
site to the east of the Gilbt‘rt building because 
the most ideal dircihion for anj’ such extension, 
at the back to the south, was taken by a long 
addition lx‘gim ui the ll^oOs and completed 
in 1080 wlh(!h, in providing administration 
offlces, library and auditorium, at least allowt'd 
the new building, for once, to concentrate upon 
the art itself. Tins southern extension also 
provides a statutor>* lesson in humility as it 
is as seemingly unloved as the latest wing is 
celebrated, nobody even being able? to recall 
the name of the architects (in fact Murphy 
& Mackey, a St Louis linn, followed by 
Kivett & Myers, with Hardy Holzman Pfeiffer).

The new extension’s ollicial name, the ‘East 
Building’, also surely deliberately has a historic 
resonance, most obvimmly with the ‘East 
Building’ at the National Gallcrj-. Washington 
DC, long-oonaidcr«Hl one of the most successful 
postwar museum additions. But rather than 
IM Pel’s nuummental .Modernist massing, 
Cliipperfiold’s own facade not only nods to the 
canopy of Mies’s Neue Nationalgalerie but also 
might suggest a very different East Building, 
the classical colonnade of Claude Perrault’s 
Louvre, an e(iually resolved extension of an 
<'qually revered cultural institution.

7. (Opposite) the enfilaile 
of galleries forms a 
neutral backrirop to tbe 
art with white wails and 
floors of solid white-oak. 
Each piece of oak was 
inspected and approved 
by the museum's director 
6. The dignified space 
of the museum cafe

Saint Louis 
Art Museum, 
Missouri, USA 
David
Chipperfield
Architects
andHOK

Architect 
David Chipperfield 
Architects and HOK 
Photographs 
Simon Menges
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Mixing
sensuality
andgosture,
RndyRicciotti’s
now museum of
Mediterranean
civilisation
is less about
content and
more about
adding to
Marseille’s
thrilling
palimpsest

MuCEM,
Marseille,
France,
Rudy Ricciotti
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national collection in an eye-catcliing building. 
To this end the museum M-aa allocated a 
spectacular site: the liistoric Fort 8t-Jcan 
(13th-17th centuries), which guards the 
<*ntrance to the ^'ieux Port, as avoII as tlie 
adjjicent J4 pier, right on the water’s edgt« with 
sweeping westward views to the setting sun.

Thirteen years, three French pitisidonts 
and six culture ministeit} later, the MuCEM 
has finally opened. And more than just a 
French folklore museum, it aims to be a 
pluridisciplinary, nniltl-textual institution 
of a type never seen bofoie. The MuGEM 
actually occupies thrw buildings: as well 
as the aforementioned Fort St-Jean and J4, 
there is also another new bui Iding (by Corlime 
Vez7X)iii ot Associds) in Marseille’s Bolle-de- 
Mai quarter, where the ilATP collections 
are conserred, and the.se reserves can 
Ik? visited. But the main exhibitions are 
held down on the waterfront, partly in 
the lK‘uutlfully restortKl (by Fraiu.'ols Botton, 
aTchiiecte en che/deji monuments historiques) 
Fort St-Jt^an, but mostly, given the latter’s 
poky spaces and complicated layout, in the 
giant new .14 Imildlng.

J4’s design was the object of a 2002 
architectural coinpcdition, wliich resulted

MuCEM,
Marseille,
France,
Rudy Ricciotti

1. (Prsvmus page, left) 
occupying Hie site of
a farmer pier, the new 
MuCEM dominates the 
Marseiiie waterfront
2. (Previous page, ri^t) 
the glass boi of the 
museum is veiled in
a lacy concrete mantilla
3. A meandering ramp 
can he read through the 
concrete veil, connecting 
the museum with the 
nelghhouring Fort 8t-Jean

CRITICISM
ANDREW AYERS

Marseille, Prance’s principal Mediterranean 
seaport, is Europt?an Capital of Culture 2013. 
Of the many new buildings opening this year, 
by far the moat prestigious is the OlOl-miliion 
Musde des Civilisations de I’Europe et de la 
M^?diterran6e, or MuCEM. Concoive<l in 2000 
as part of the €7-billion Euromdditerrann^k? 
redevelopment of the city’s docks, the MuCEil 
as an institution has a curious history. Its 
ancestor is the Mus^e National des Arts et 
lYaditions Populaires (MATP), founded in 
1037 as a national museum of ethnogiaphy that 
collected everything from guignoU (puppets) 
to rural interiors and regional costumes. By 
tlu? end of the millennium its location in Paris’s 
Bois de Boulogne (far from the city centre) and 
its ageing building were taking their toll on 
visitor numbtws and on the quality of displays.

It was at this point that the authoriti<^ 
decided to ‘decentralist,*’ the M^kTI’ and move 
it to Marseille in the hope of achieving a 
brilliant symbiosis: the moribund inusc*um 
would be reborn in its new setting, while 
the troubiwl r(*gional capital would benefit 
d la Bilbao from the presence of a prestigious

‘Stareliitects Hadid, Holland 
Koolliaas were tllro^vll overboard 
in lavoui’ of an alinoat-unknowii 
local based just uj) the coast 
in Bandol: RudyKicciotti’
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sand and develops working practices abroad 
retiulring unskilled low-paid labour. (It should 
be noted that tlie love affair is mutual, for it 
u-as Lafarge that s|>onsored the exhibition of 
Ricciotti’s oeu\Tc currently on show at Paris’s 
Cit6 de I’Arcliltecture ct du I’atrimoine.)

i JUidertook the MuCEM in a state of 
anxiety. I wasn’t worried al)out losing [the 
design competition], I was afraid of winning 
with a scheme that would be a mistake.
1 doisigncd it with fear in my guts, under the 
pressure of that metuphyskral horizon that 
is the Mediterranean, of that cobalt blue that 
becomes Klein blue then ultramarine, that 
drives you mad after a while and turns silver 
when the uind gets up. It’s violent

Who. given his background, could bo mon; 
sensitive to the pressure of this particular 
site than Ricciotti? But as wtd! as to the site 
he had to respond to the brief which, given 
the all-einbraoing vagueness of the MuCEM’s 
curatorial ambitions, offered few cues.
He therefore opted hw the Centre Pompidou 
solution pure, neutral, ‘siiijermarket’ spa<‘e, 
entirely free of clutter and intcrmediarj- 
supports, in which an ever-changing array 
of objects could be exhibited as the curators 
wished. This choice also allowed him to indulge

contrariness and love of the corrida. Hut things 
are actually a little more complicated than 
that, -siiu« Ricciotti was not horn in Provenee 
but in French Algeria, to Italo-Gypsy parents, 
making him a true representative of that 
particular chapter in Meditenaneaii history 
(moreover the J4 pier was one of those onto 
which thousands o(pieds-noirs disembarked 
following Algerian independence).

As a priuititioner, ever since his bunker-like 
sports concert hall in Titrolles (AR Februar>- 
1990), Ricciotti has been an ardent apologist 
for concrete, whos<‘ advantages, he claims, 
are manifold: it is a ‘patriotic’ material in 
that concrete has long l)een a French affair 
and France is a leader in concrete research 
and development; it is eco-friendly since water, 
sand and Jiggregate can all be found locally, 
reducing COj emissions (he always omits 
to mention the ste<d); and it is humanly 
responsible too, in that it requires a local, 
highly skilled workforce to realise the form- 
and steelwork. For his dotraclors, this is all 
posturing iiitenderl to justifv' his 15-year-long 
rtdalionship with construction giant Lafarge 

exactly the kind of rapacious multinational, 
they cliiim, that in the intert*sts of profit 
destroys marine emironments in its hunger for

in general surprise when starchitects Undid, 
Holl and Koolhaas were throu’u o\ erboard 
in favour of an almost-unknown local based 
just up the coast in Ihuidol: Rudy Ricciotti. 
Little-known hack tlien, Ricciotti is now 
ineluctable in the Frcuich scene, partly 
because of high-profile projects such as 
the Pavilion Xoir dance studios in Aix-en- 
Prf)vence (^\R February 2007), tlio .Mus^e 
Jean-Cocleau in Menton (2011) and the 
Islamic-art galleries at the Louvre (2012), 
but also bt*canse of his colourful and 
conspicuous public iH?rsona, which has 
iTuide him a media darling that many in 
the architectural profession love to hate.

His provocative, impudent rants have 
become legendarj' for example on 
Minimalism: ‘The miracle of the Anglo-Saxon- 
sri'le neo-Modernist project... One can really 
cull it architectural fundamentalism, bcKjaus^' 
architects and Salafists could be said to 
have in common the same liatred of the face’; 
‘'I'he miniimiin is a dick, the minimal is a dildo’ 

all delivered in a strong regional accent by 
a self-pi'oclainjod mdiste, a child of tlie .south 
naturally suspicious of Paris and of northern- 
European ways in general, whose image? 
embodies the regional macho cliches of
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groNMl floor plan fourth floor plan

1 group meeting point
2 forum
3 auditorium
4 administration offices
5 main entrance hall
6 Medlierranee gallery
7 ticket atea 
a kiosk
9 bookshop
10 children's area
11 temporary exhibition
12 terrace
13 restaurant

MuCEM 
Marseille, 
France 
RudyRicciotti
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4. (Previous page) 
a system of ramps 
winds up behind the 
layered facade, forming 
a leisurely promenade 
architecturale
5. Exploded detail 
of external wall
6. The rooftop terrace 
frames the intense 
blues of sea and sky

MuCEM,
Marseille,
France,
Rudy Ricciotti

Architect 
Rudy Ricciotti 
Photographs 
Roland Halbe 
Drawings
Courtesy of the architects 
except 5 by Emma Galvin 
based on architect's detail

liis interest in exoskek'tons, a structural 
solution he had treated with bntvura at 
tlie Pavilion Xoir. But what about the 
Mediterranean, riglit on the doorstepf 
lmiK)ssible to ijjnore in a museum dedirat<*d 
to the culture of that ver>’ sea, but hon- to 
brin^r it into neutral exhibition space where 
light-sensitive objects might be displayed?

Square in plan (72 x 72m) and l>ox-like in 
volume - a deliberate rejection of Gehry-es(jue 
tbnnal contortiems (disinisscKi as ‘bliiig bling’) 
and a gesture ofhumility t«)wards the Fort 
St-Jean - the J4 building comprist^s an inner 
volume of C>2 x 52 x IHm cxintaining a basement 
auditorium and two (looi-s of glass-fronted 
gallerj' spacc‘. Aj*omid this inner Ik)x, (m tw(» 
sides, are wrapiH'd bands of glass-fronted 
administrative spat^es like sunshades, while 
the other two are veiled in a lacy concrete 
mesh, which also covers the roof, except for 
the opi*n-air terrace. As at the Villa Savoye 
or the Maison d(! Venx*, the J4 comprises two 
circulation routes, one emimfiitly practical - a 
central set of stairs and lifts - the other a long, 
meanderingarchitectural^, which 
takes the form of a ‘zig^mraP of ramps running 
around the 52 x 62m core, behind the admin 
spacts and the mesh, linking all the levels fn>m

basement to roof terrace. The promenade then 
continues from the roof onto the Fort St-Jean 
via a I85m-Iong footbridge .spanning a 
water-filled basin, and another footbridge 
connects the fort to the historic Panier quarter 
on the hill, making the promenade grandly 
urban and - if Ricciotti’s wish that it be 
open to all comers (not just ticketholdtjrs) 
is obsorve<l generous in scale.

Apprc)acliing the J4 building from the 
d(K‘kskle road, you see a generic-looking glassy 
box, and nor are tin; ding>- entrance hall and 
poky internal circulation spaces encouraging. 
But as you entt'r tlie galleries the magic starts. 
Tliis may be the cultural equivalent of 
warehouse or retail space, but no supt;rmarket 
was over so soign6, Ricciotti having gone 
to great lengths to de\ise a system of lloor 
beams that allow lighting and ducting to 
lx? accommodated within them without false 
ceilings. And then there is the Mediterranean, 
veiled behind its concrete isuinlillii (and, 
on sunny days, diaphanous black curtains), 
tantalisingly present but never intrusive.

Stepping onto the ziggurat ramps, you enter 
a quite ex(raordinary.spa<^e, bristling with 
stainless-steel tie and suspension rods whose 
pins-and-needles ballet is dappled with shade

from the concrete mesh, behind which winks 
and scintillates the mythical Mc^diterranean. 
Arriving on the roof terrace, which is partly 
shaded by the concrete mantilla and serves 
tlic inevitable panoramic restaurant, you are 
confronted by the sensuously moulded 
footbridge, which shoots off across the abyss 
in a minimal (minimum? phallic?) marker-pen 
streak. Once on the Fori St-Jean, you enjoy 
sw^ooping views of the J4 in its wider setting, 
a charcoal-grey shallow to the fort, its concrete 
shawl evoking not just flamenco Spain but 
the mashrabiyas of the callphak‘s, the pattern 
of reflected ripples on a sandy seabed, or the 
late-summer cracks of the Camargue mudflats 
where Ricciotti spent his l>oyhood.

'The treatment of the J4 programme 
demonstrates a boldly simple logic, but the 
structure was anything but simple to build. 
Prfjsumably, using steel, an elegantly slender 
building could fairl>' t‘asily have been achieved. 
But Ricciotti wanted concrete, and not just 
any old etmcrcte but ultra-liigh-performance 
fibre-reinforced concrete (THPFRC), 
a cutting-edge material developed in France 
over the past 20 yoara, which he first tried out 
at Seoul’s Seonyu fcM>tbridge (2002). Because 
of its density, rHPFRC is impermeable, unlike
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it is both inaspuUiie and feminine, macho 
and girlish; there is great subtlety in 
the liandling of materials, yet it can seem 
slick (Ricciotti called it vulgar); wlK?re 
is the ‘architecture’ In a project that 
was ostensibly all about neutral space, 
construction and eiigineeringt And despite 
Ricciotti’s protestations that Minimalism 
has killed olf signs and symbols, the U is 
surely just as shallow in meaning as the sandy 
shores its rippling covering reeulls, let 
alone the Playtime Modernism he professes 
to abhor. Hut then how else to respond to 
a curatorial remit so vast and so vague 
(and that went through umpteen nrutations 
following the architectural competition), 
and does it matter when the spectacailar site 
provides all the depth anti riclmess you could 
possibly dosing tliopo/n^ ziro In the bitter, 
thrilling palimpsest that is Marseille?
For the MuCEM is above all a njsponse to 
this impossible site, and is perhaps best read 
as a brilliant piece of landscape design wlurre 
questions of senile, momimcntal re])ctition 
and handling of light and shade are brought 
into play, a landscaiK* whose presence both 
frames and enriches the experience of tliis 
exciting, ditllcnlt city.

'I (Itisigiied it witli fear in iny 
guts, under tlio pressure of tlu‘ 
metaphysical liorizon that is 
the Mediterranean, of that cobalt 
blue that becomes Klein blue 
then ultramarine, that drives 
you mad after a while’
to one-tenth of a iniJliinetre and one-tenth of 
a degre<‘ to ensurt; even transmission of forces. 
In inteiriews, Ricciotti describes the J4’s 
construction as a heroic battle in the manner 
of a corrida, a fight to the death to beat the 
material into shap«‘, a race against the clock 
to fitiish on time (building began in November 
3000, for completion at the end of 2012;, 
as well as a Howard Roark-style stand-olf with 
the authorities, who required no fewer tlian 
11 appreciations tecAniyi/es d'cxperirmntation 
(tlie standard French certification procedure 
for teclmic*al Innovations, requiring tin? 
fabrication and exhaustive testing and 
analysis of pmtotypes) for the J-4, including 
for earthquake and fire resistance.

The );ompleted biiilding is enigmatic and 
somehow slipi)ery to grasp. For Ricciotti

classic cemerete, and can be made iLsing either 
metal or plastic libi'es, meaning that it sulfors 
from none of the corrosion proidems 
to which stet‘1 or classic concrete are subject 
in marine enviroiuneiits ideal for this 
waterfnmt sit<‘exposed to the lull fur^'of tlu* 
Meditorrajiean. TUFFRC cannot be poured 
in situ but must be prec-ast in moulds, leading 
Ricciotti to design an elegantly slender, 
tree-like set of columns tor tlu^ .1-1 that branch 
out in Ns and Ys to form an e.xoskeleton that 
ensures wind bracing as wtdl as Ix'aring fl(K>r 
load. But wliat Ricciotti liad not solved was 
tile problem of flexion, since allhougli 
rUFFRC is six to eight times more resistant 
in compit'ssion than classic concrete, it is ver>’ 
weak in tension. As a result the engineers 
led by Ricciotti’s son Roinain had to devise 
a complex system of non-linear post-tensioning 
with cables miming througli all the columns.

As Ricciotti later admitted, ‘Wlu'n I 
designed the MuCEM, we didn’t kmwv how to 
build it." The l)ravura fmitijridges could only 
have btH*n done in rilJ'FKC (moulded steel 
would have bt‘cn far too heavy and expensive), 
but a system of post-tensioning had to be 
ilevised for them too, and the assembly of 
their interlocking units n(M?essitated precision
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Cultural Centre, 
Genk, Belgium,
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Grappling with the familiar clileinma of how 
to shape a post-indiistrial future, this former 
powerhouse in the mining town of Genk has 
metamorphosod into a now cultural centre

V
/

:l

Air Ar(H'STd()l:i 63



riches in Brussels and Antwerp, commissioned 
by the ‘Builder King’ Lropold II. In all these 
narratives, the landscape is seen as something 
wholeheartedly purposeful.

The familiar patchwork landsc-ape of central 
Belgium gives way to orchards in Limburg, and 
tlien with a dramatic shift, to a mix of forest 
and heavy infrastructure around Geiik. Tlio 
discover}' of coal brought all the accoutrements 
of a carbon economy to the region: power 
stations, high-voltage power lines and the huge 
Albert Canal, coniu.“cting Li6ge with Antwerp, 
characteristically establishing both defensive 
line and European trade arter>’.

Slf^heaps from tlie mines are prominent 
in what was originally a heath landscape which 
was rominlscontof the Norfolk Breckland. 
From the vantage i>oint of the top of the 
Wintcrslag pit’s winding tower, this whole 
landscape is revealed as an instminental 
one: shaiMKl by the process of coal extraction, 
Even the extensive forest - part of lloge 
Kempen, Flanders’ only National Park - turns 
out to have been planted to supply timber 
supports and props for the mine workings, 
and Is largely a species of pine that groans 
under excessive compressive load, so warning 
those underground of imminent collapse.

Against the backgroiind of this immense 
landscape drama is a more intense, but 
interrelated narrative: the two-decade 
conundrum of what to do \vith the former 
mine buildings and landscape, and the 
economic void left by their closure. When a 
culture wjases to operate at this grand scale, 
the anxiety of wliat replaces the lost activity 
of extensive industr}' is i>alpable.

REPORT
TOM HOLBROOK

C-Mine, by Brussels-based architects 61N4E, 
establishes a regional cultural centre in the 
Flemish town of Genk. The project, completed 
in 2010, reworks the powerhouse buildings 
of a former coalmining complex to provide 
a pair of multipurpose audiloria of dilferent 
scales, meeting rooms and spaces for flexible 
cultural programming, and accommodation 
for technical snpi)ort and administration.

Oenk is, quite literally, at the end of 
the line: at the eastern edge of the Province 
of Limburg, Belgium’s border with the 
Netherlands. Ilasselt - the neighlmuring city 
and M^ginnal capita! of Limburg - is u much 
more urban proposition, but Genk sits at the 
hea rt of Belgium’s Kempen coalfield, part of 
a coal deposit stixitching to the Ruhr Talley, 
which was exploited at an industrial scale from 
the close of the First World War to the end of 
the last centuiy. th'er this pt*riod Genk grew 
from a \illage to become one of Belgium’s most 
imp<jrtant industrial centres.

Quite unlike British coal-mining districts, 
Limburg does not seem poor: perhaps because 
it is located not on the mai^ns of the countiy, 
but in a strategic Ixjrder position betwetm 
Belgium, the Netlierlands and Germany, 
and hiis benefited from continuous government 
investment. Coal was discovered In the region 
at the beginning of the 20th centuiy, and 
extensive dt?ep mines were dug at Wiiiterslag, 
Zwartberg and Waterschoi firom 1917. 
Wintcrslag Is a suburb of Genk: a company 
town built largely by the mine*, at the head 
of a mine system that extends over a vast 
area, with galleries up to a kilometre deep.
I’lie Wintcrslag pit closed in 1088 - the last 
of the great mines of the Limburg coalfit*ld.

Flanders seems to have a cnlturally intimate 
relationship with topography. So mail}’ of 
tlie establisliing narratives of the countiy 
are played out at a grand scale over a subtle 
landscape, from the defensive topiographic 
connoisstmrship of the Western Front 
(or its prequel, I’auban’s fortress system, 
for example), to the colonial exploitation of 
Congolese rubber, with its concomitant built

D«vlsingama«terplan
The mine complex established itself on a high 
terrace, commanding the remnants of the 
settlement of Wintcrslag to the south. From 
1988 a series of masterplari.s liave attempted to 
posit a means of locating the surface buildings 
of the Wintcrslag pit in a new economic reality, 
largely supported by 12uro|)ean ‘conversion 
ftinds’. Two miisterplans from this period 
represent the poles of a iiossible development 
approach for this post-industrial landscape, 
on which stnictures were set out awording

C’Mine
Cultural Centre, 
Genk, Belgium,
5IN4E

site plan
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‘Against the backgrouufl of this 
inimonso landscape drama is a 
more intense, but interrelated 
narrative: the two-decade 
conundrum of what to do with 
the former mine buildings and 
landsoapos, and the economic 
void left bv their closure’

3t. (Previous page) the 
heavy industrial armoury 
of pitheads and slagheaps 
still studs the landscape 
around the city centre 
2A3. A terracotta-tinted 
concrete wall unites the 
new extension with the 
old mine building
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4. (Pravious page) the 
black steel 'megaphone' 
of the new entrance 
structure draws on
the sculptural heft of 
the rooftop water tanks
5. (Left) the mute 
machinery speaks 
eloquently of the 
building's productive past

C-Mine
Cultural Centre, 
Genk, Belgium,
5IN4E
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first floor plan

rB

I
A

B

U-D

'■■II main entrance
reception
cafe
design centre
cloakroom
kitchen
exhibition space 
foyer
m^n theatre

T"I T
2 I3 I I \ J4 *S

r r
S
e

667
8
9 bar

10 muiti-functional space 
theatre
changing rooms 
kitchen 
offices 
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ground floor plan
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to a Ft)rdlst diagr«im, but then rot>b('d of 
the very process that gave them form.

The first masterplan from Ififil «-as 
tronunissioned from architects HOH fiOl by 
the Kompisc'he St<*<mkt)olmijnen company, 
working with the town council <if Gcnk. This 
early plan proposed emlx’dding the industrial 
remnants in an orthogonal plot-ba.sed field, 
alloAvIng s(HiuentiaI sptHailative additions 
of new programme, alli^Hi to tlu^ pnKt'ss of 
de-industrialisation and convei'sion to a more 
urban condition. This responsive nuusterplaii 
was n^plact'd by a inoix? formalised ai)i)roa<;h, 
tlesignt'd by I)e Ort'gorio & Partners, setting 
buildings around a formal sqiiar<“ created at 
the front of tlio mine hnildiiigs with parking 
lH*hiiul formally arranged institutional 
buildings, including a tire station, a dt^ign 
faculty and a multiscreen cinema.

C-Miiu; diverges from the iiuisterplan m 
a ^va> that gives an inteivsting critiqiio of 
the urban-sraled prtqect, while establLshing 
the overall theme for the new cultural centre. 
Rather than retain the T shaiHf of th(‘ mine 
building, with the raquired n(nv programme 
of the cultural centre addtd a.s a side extension 
(as envisaged by the De Gregorio masterplan),

51X4K chost? to superimpose tlujse new 
volumes t>nto the (existing, completing 
the T to form a rectangle in plan. The trinity 
(‘merging from this includes the superscakd 
mijM‘ machiner}-, the pragmatic but lx.*autifully 
wrought and inventive industrial shell, and 
the new cultural pnjgrainme. The result is 
much closer in spirit to the previous BOB 301 
masterplan of negotiative urbanism in the way 
that it avoids the men* a(fjacency of‘heritage 
industriar and ‘new culture’, but establislies 
a inort‘ eompressetl and spatially active 
(exchange Ixitween the two.

'I'he hubristic insisteriilan’s formal 
ligure-ficid relationshii>s are subverted 
into something imud more spatially rich.
A t(?rra<x>tta-coloured c'onerete flank wall 
that creat(^s the overall (juadrilateral is used 
to unite the various compements of the projtHd, 
and the plan for the cultural sptict's is worked 
out to dev(*l(»p a logic of relationships uith 
a discipline as tough as the original iiidu.strial 
planning. Here the fonnaiity of the masterplan 
helps by establishing a cl<^ ‘back’, alkming 
separate servicing of both stago.s and a wing 
of administrative and artists’ spaces.

T1k‘ ground-ll(M>r former machine hall 
is used Jis the foyer fi-oin which to access all 
other spaces; the plan discipline helps to hold 
a dense collection of fragments in a unified 
field, cr(‘ating an introverted order. This field 
includes ek‘ments left over from the industrial 
pro(x?ss, the original fabric, together with 
subsequent pragmatic lntervonUon.s in the 
powerhouse (huge concrete piers puncli down 
through earlier brick fabric to support pieces 
of machinery). Each space* has a rt'lationship 
to the next, arrajig(*d in aji enfilade or through 
jump-cut splices, with clever use of borrowed 
light and framed sequential views.

The lower realm is highly practical, densely 
containing all the defined programme required 
by the cultural centra. 51N4E’s coup de grace 
comes in the cieatioii of an upper realm, 
structured annuid tlw^ volumes of the 
compres.sor hall, the haUs of the pit winding 
gear, and the upper horizons of the mnv 
auditoria and t<5rrtic(-‘s. In contrast with the 
ground floor, with its aesthetieis(*d clutter 
of pipes and ducts, and the bar and the* stages
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(rriie plan for t he cultural 
spaces is worked out to develop 
a logic of relationships \nth 
a discipline a« tough as the 
original industrial planning’

C'Mine Cultural 
Centre,
Genk, Belgium,
5IN4E

B&7. The single-storey 
volumes that link the old 
and new buildings create 
multi-level terraces, 
liaved with the same 
red and vrhite tiles found 
in the machine hall
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9 ‘When a culture ceases to 
ojjcrate at this grand scale, 
retreat does not seem to 
b<; an option, but the anxiety 
of what replaces the lost 
activity of extensive industry 
is palpable’
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On the (lay of my visit, the auditoria 
and the switch-house? (the BarenzaaJ) wore? 
pre?paring for a trade show t)y General Electric, 
a company deeply implicated in the shaping 
of the northern European landscape, througlj 
involv(?ment in power generation and other 
critical infrastructure; (for example, the Port 
of Rotterdam). At one end of the Hare?nzaal 
is the miner’s original switchgear, each dial 
and switch loringly made and mountwl into 
a seireon wall of she;eit marble, ocoiipyhig the 
entin; end of the hall like a Roman scaenae 
fftyns. At the; other end of tlie; space was the 
manufacturer’s latest switch meKlule presented 
on a table: enginee‘re*d with great skill, and 
probably containing in miniaturised form the 
(*apability of much of the marble swit<;h-wall.

Wliile the earlier approach incsiiateia with 
architc*cture - as part of the creation of a fine 
room for example, now popular for wenlding 
rcMieptions and events of all kinds - the 
contemporary manifestation, w bile impreseilve, 
is hard to locate in cultui’al terras beyond its 
technical utility. 51X4K encoemtereel these; 
issues of craft limitation in building the work. 
The project architect ixdated the problem of 
mateiiing the; ‘fonnd’ n*d and white tiling iise^l 
to finish tlie upper floors. The contractor cxTuld 
only olfer tiles pre-laid in 10 tile modules, 
as it would now' be untK.’onomic to lay tiles 
individually. C1N4E find inodes of resisUinco 
against this coarseness: an example would 
be the use of ready-made profiled shee.'ts of 
aluminium to clad the auditoria, but to create 
the comers using a ‘spc'ciaf wliich increase?* 
the mimlx?r of folds, aediiering a form of entasis 
across the whole ele;vation and turning the 
c-orners elegantly. 'J’his delicacy is extended 
to create subtle nu;ans of intrexhicing diflerent 
degrees of hiininanc-e to the auditoria through 
layeu’od clerestories, with the ability to turn 
a teolmically e*tlicient 'black box’ into a room 
tloexled with daylight.

C-Mine represents an important attempt to 
reconnect the immediate scale of making and 
cre;atirity with more ('Xtensive problems of 
landscape and urbanity. Througli an (‘Xtenslve 
and painful re-imagitiliigof its ixist-industrial 
context, Genk now has a significant forum to 
consider this contemporary cultural dilemnia.

and seating of the new auditoi ia, wdiere all is 
purpose'ful, the piano nobile is quite; different 
in character, with very little pre^ramine.
Here the found ml-and-whito chequereMi tiling 
of the machine hall is matchixl and extended 
to create a field t hat unites fragments of new 
and old space, creating a Euclidian abstraction 
bedw'een spaces, composed like a i>ie;ce of 
Donald Judd’s Majfa^ and keyed more to 
the aura of loss and doubt.

This upiier realm is open to a more 
speculative, questioning idea of tlie role 
of culture in the regeneration of a place like 
tlenk. 'llio complex’s original function creiat(« 
a surplus mirroring the .slackness of the; 
post-industrial surrounding landscape;.
As olX lE’s director Peter Swinnen notes, 
C-Minc’s raw’ material is the excess of space, 
converting a problem into an opportunity:
‘At C-Mine... an infrastructure that had been 
severed from Us industrial context was used 
to give structure; to new city fabric. Perhaps 
it’s no longer possible texlay to build industrial 
structures of this scale in an urban context. 
Everj'tliing about them seems just too large?... 
The unrefined materials allow u«;rs to 
appropriate the builduig in a rough way. The 
dimensions of the interior space are pushe^d 
to the limits, as if in anticipation of contumally 
new transformations and conversions. These 
buildings are mad(‘ out of “surplus space”.’

ITie architecture brings into iilay a 
convi;rsation pertinent to the* regional proble?in 
of industrial conversion: if Itie 20th c«;ntury 
could (?or\jure a whole landst*apc out of a single 
physical prex?(;8s, what can replace that? How 
do you recover meaning freun that landscape*?

Craft and industry
The powerhouse buildings stem from a period 
in uidustrial history when craft skills were? 
more fullj- integrated with manufacturing 
and industrj’. This cultural manifestation of 
industry is evident in many stnieturos from 
this pe?riod in Belgium, particularly in public 
infrastructure: structures for tlie; railway for 
example. It illustrates a sensitivity to making, 
decoration and materiality that se?ems far 
remoi'ed from our present cultural condition, 
and :igain it has a scralar eiimension.

C-Mine
Cultural Centre, 
Genk, Belgium, 
5IN4E

8. The upper level Is left 
relatively unprogrammed
9. In contrast, the ground 
ftoer is occupied by the 
functions of the cultural 
centre, such as auditoria

Architect
5IN4E
Photo^aphs
Stijn Bollaerl
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Perched atop a cornershop, this 
wedge-shaped, zmc-clad j ewcUery 
studio and shop mediates between 
the medieval street plan and 
modern towers of south London

Jeweller's Studio, 
Southwark, 
London, England, 
DSDHA

MZMC
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Jeweller’s studio, 
Southwark, 
London, England,
DSDHA

1. (Previous page) 
the ribbed zinc bai, 
tinted to match the 
bricks of the terrace 
at the insistence of the 
eouncii, forms a much 
needed link between the 
medieval street pattern 
of Southwark and
the metal'Clad Shard
2. The zinc shell was 
craftily moulded to its 
timber frame on site
3. Stained timber 
lightens the interiors

REPORT
ROSAMUND DIAMOND

Compared with some of the recent towering 
developments at nearh.v London Bridge, 
the new building in Snowstields, Soulh\vark 
by DSDHA for fashionable jewellery designer 
Alex Monroe is decidedly diminutive. Yet the 
planning argument pnnnpled by its zinc-clad 
facades - M hich took two years to resolve 
must have made it feel to the architects 
and client almost equivalent in scale 
to that of Renzo Plano’s soaring Shard.

The studio is in an area of mixed use and 
diverse architecture, on one of Southwark’s 
oldest streets. In the heterogeneous condition 
of a ‘continuously transforming’ city, the 
project addresses issues of appropriate 
urban form, which are as relevant for inner- 
city inhabitation as tlio large scale of the 
neighbouring towers. An existing singlti- 
storey shop at the end of a mansion blcMik 
terrace has been capped with a new three- 
storey extonaioii. The modest 20m- wedge- 
shaped site generated r>ne room (>er floor 
with the staircase si>ace, a studio, workshop 
and meeting room occupying the upper levels. 
BatlHT than becoming an impediment, the 
constricted footprint has been used as a 
generator of internal spatial tensions, slutting 
between the fields of tight comers and \ iews.

1
IT

tecflMi AA

2

location plan
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Monroe produces cult fasliion and bespoke 
precious metal jewellery, with a particular 
following in Japan. The building is for 
jewellery to be deaigntKi, finished, distributed 
and displayed. Studio spaces are desigjied 
to reproduce the sociable character of his 
existing workshop in a 19th-centur>- mews, 
where the courtyard becomes a shared 
meeting space, and its staircase and the 
meeting rooms and terraces on Its upper 
floors are more sociable still.

The project’s conceptual origins lie in 
the development of an urban architecture 
whiiih can be simultaneously uniform and 
mdependent. Snowsfielda Studios is a 
building of two j>arts: the base, replicating 
the shop front as a discernible urban form 
sustaining the street’s liveliness, and the 
zine-elad block above in which issues of scale 
and craft are embedded. As an independent 
entity, the new building, supported on a steel 
frame, is constructed from prefabricated 
cross-laminated timber panels: their surface 
is exposed as tlie internal finish, and the 
material has also been used for the studio’s 
fitted furniture.

For 18 months while tlie approval for the 
cladding was negotiated, tlie waterproofed 
tiinlier box stood naked, waiting to be clad 
in its coiicertinaed zinc skin. This articulated 
carapace rescales the building, overriding

‘The project addresses issues 
of ap])ropriatc urban form which 
are as relevant for inner-city 
inhabitation as the large scale 
of the neighbouring towers’

Jeweller's studio, 
Southwark, 
London, England,
DSDHA

The planners, validating the terrace as 
a fragment, approved the body of the new 
building with its somi-aligned window 
openings, while disputing its skin, which 
they required to be brick-red (or subsequently 
terracotta) to match the adjacent facades.
In a paradoxical move, they sought to 
maintain the conservation area’s fabric 
by demanding homogeneity, yet the area is 
characterised by a diversity accrued from the 
street pattern and its anihitectural variety.

Snowsfielda was once an area of tanneries 
and leatlier preparation. Its cuning medieval 
form and changing character, with pockets 
of open space, is the kind of location one 
imagines the writer WG Sebald describing 
in one of his late-niglit meanders, invoking 
histories and collective memory which Aldo 
Rossi identified as vital urban constituents. 
The surrounding buildings include an artist’s 
house, late 19th-century Peabody-type 
housing, a mission building, and metal- 
capiMsd brick-dad industrial sheds.

4. At ground level, the 
shop it used to display 
Alex Monroe’s jewellery: 
the building as a whole 
returns to medieval 
vertical intepation

structure and facade dia^am
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at the terrace junction, has left the building 
with an apt sense of handcrafting. There 
is a directness to this construction, in which 
materials are not detailed for their own sakes 
but with smooth utility, acknowledging their 
weathering and potential for cliange.
The screen resists revealing the building’s 
functions, but the zinc ribbing conveys a 
material imagery offset from the fine jewellerj- 
crafting conducted inside the building.
The elevations are made to be dynamic, 
to change in different light conditions 
and from different viewpoints.

The preoccupation with the development 
of the urban block as an abstract urbane 
juitity links this to otlier recent DSDIIA 
projects, such as their South Moltoii Street 
Building (2012), also on a wedge-shaped 
site. Kach project, capitalising on non-static 
notions of the city, works with a quality 
of dynamic instability a theme already 
tliseemible in some of the practice’s earlier 
works. In Snowsflelds, it is present in 
the building’s explicit suspension above 
the shop, and its placement in a context 
of extreme juxtapositiojis of scale, including 
the London Bridge towers. As a distinct 
arehittfcturul resininse to its collagCHl 
surroundings, Llie building flattens its 
depth of field, not retreating fnini tlie 
city ljut engaging until it.

The site’s constriction has been 
used as a generator of internal 
spatial tensions, shifting 
between the fields of tight 
corners and views’

5. (Opposite) Hm 
circulatory spaces, 
lihethorest of the 
Interiors, are panelled 
with light-coloured wood

Jeweller's studio, 
Southwark, 
London, England, 
DSDHA

window openings to obscure its functions 
and internal volumes, and enrobing a 
doiibl(>-heiglit loggia and the roof terrace.
It recalibrates relationships between internal 
spaces and their urban fronts, mediating the 
immediate environment’s relationship with 
the towers of the middle distaneo city behind.

At the same time as it respects the iiiiifonn 
sweep of the terrace, the building reveals 
monolithic tendencies. Its autonomy, 
manifested in its articulated wrapped 
cladding with its barely visiblejoints, 
presents an architecture of emblematic 
scale, with the idea that its entity can 
maintained whether at the size of a model, 
a small studio building or a large block.

Tlie tight-ribbed zinc n'inforces the 
abstract inscrutable form. Detaching the 
material from associations with roofs or 
bar-tops, its dark reddish-bn>wn pigmented 
coating matches the neighbouring brick 
facades. The on-site fabric'ation of the folded 
zinc, with its slight inflections and stopping

Architect
DSDHA
Photographs
Dennis Gilbert

dispatch
storage2

3 WC
4 shop
5 studio
0 worltshop 
7 kitchenette

8 meeting space 3m0
9 balcony
10 roof terrace

second floor plan roof planground floor plan

third floor planfirst floor planbaaementplan
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IN ASSOCIATION WITH

Emerging Ar chrtectu re

AR+D AWARDS FOR
EMERCINGARCHI
The ar fd awards are the world’s most prestigious awards 
for young architects, giving emerging practices an invaluable 
impetus on their trajectory to wider stardom. Awards are given 
for excellence across a broad spectrum of design. Buildings, 
landscape, urbanism, products and furniture are all eligible. 
Entries will be assessed by an international jury chaired by 
AR Editor, Catherine Slessor. This year’s prize fund is £10,000. 
The entry deadline is Friday 30 August. 
architectural-review.com/emerging 
francesca.verdusco'Semap.com
+44(0)203 0332660
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THE STRATEGIES 
OF MAT-BUILDING
Dismantling and i*efraniing programme 
and composition, mat-biiilding eindsagcd 
architecture as a dynamic, flexible armature
DEBORA DOMINGO CALABUIG, 
RAUL CASTELLANOS GOMEZ 
&ANAABALOS RAMOS
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HISTORY

owo the term mat-building to Alison Smithson.
Her article ‘Ho\v to Recognise and Read Alat-Buildiiig. 
Mainstream Architecture us it has Developed Towards 
the Mat-Iluilding’m Arc.hitectiiTal Dcaiyn ot'Sopteinber 
11)74 included a deflnition of this type of building and 
an extensive list of works and projects from the lOoO.s 
to the ’70s related to it. Several studies have recently 
revived the interest in this topic.' As in the cas(^ 
of tlu‘ buildings themselves, the appeal of re-reading 
Smithson’s article lies in its open and flexible 
theoretical framing.

Smithson renewed the items discu-ssed at Team 
10 meetings, pointing out tlmt mat-buildings were not 
dependent on a specific architectural language, and 
identifying ^-ertain contemporary works as offshoots 
of this phenomenon. ‘Mainstream mat-building became 
visible, however, with the <‘ompletion of the Berlin Fret? 
University’, she said - but what are the ehai-acteristie 
features of a inat-buUdingf \Ve aim to answer this 
question by analysing live case studies: four projects 
mentioned by Alison Sniitlison and another in our 
own locale of Valencia. Our researcti, which gave rise 
to an exhibition, explains and provides clear examples 
of the main inat-biiilding stnitegies. The basic hyimthcsis 
focu.sed on three compositional principles: metrics, 
programme and place.

I’o und<'rstand those dt*oades of the last wntury, 
some context Is needed. The link belwt'en Team lO’s 
ideas and French structuralism had already been 
analysed, demonstrating th(! belief of that genenition 
ofai-chilecls in the new social sciences, the application 
of relational thinking to the programme, and the legacy 
oflinguistics to be seen in the re-org-anisation of 
architectonic and urban concepts.- Examples include 
the reviswl concept of association, the concern for 
cultuml identity, and the undei-standing of urban life 
as n function of the relationships among its inhabitants.

It is no coincidence tliat this happiuied at a time 
of social and economic growth. After n-covering from 
the Second World War, the counlrit's of centi’al Europe 
aimed foi‘ a welfare state rt^quiring iu‘w programmes 
for a growing middle ch»ss. Lai^e housing estates, tourist 
facilities, universltk^ and administrative centres were 
often commissioned with short lead-times and governed 
by notions of Ilexibility and growth. They all allude 
to Opera aperta (The Open Work) a term coined by 
thnlx’rto Eco in 1902 in llie realm of aesthetic theoiy, 
insofar as, us with works of art, their lack of forma] 
detinition is precisely the key to their potential 
multiplicity. ‘Thi* author is the one who proposed a 
number of possibilities whieli had already been rationally 
org-anized, orhmted and endowed with specifications 
for proi)cr development’, writes Eco.'

Mueli of till- arahiteelure designed on the basis 
of tliest* refert;nts is systematic from conceptual ami \ 
constnictive p<*rspectives, and shares strategics during 
Its creative process. Mat-building seemed to use new 
tools that dismantled the eomi)ositional principles 
of tilt* early modern period.

In the last (tuarter of 19<I8, Georges Cmidilis, Alexis 
•Josio and Shadraeh Woo<ls worked in conjunction with

1. (Previous page) 
completed in 1974,
the groundscaping plan of 
the Universitat Politicnica 
de Valencia in Spain by 
L35 Arquitectos typifies 
and rationaliees the 
mat-building ideals 
of flexibility and growth
2. Original competition 
drawings illustrating the 
Free University of Berlin 
byCandilis, Josic,
Woods and Scheidhelm
3. Courtyard at the 
Free University of Berlin. 
First conceived in 1963 
and completed 10 
years later. FU-Berlin's 
open-plan layout, a city 
in miniature, perfectly 
epitomised the 
dynamism and potential 
of mat-building
4.1963 competition 
drawing for the 
reconstruction 
of Hie centre of 
Frankfurt-Romerberg. 
byCandilis, Josic,
Woods and Scheidhelm
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the GerniiUi architect Matifn*d Scliiedlielm in two 
competitions, the results of which tfM>k critics by 
surprise. Although the design for the reconstruction 
of till' centre of Frankfurt-Udnierberg was not retained, 
it triggered a heated debate that culminated in 
the aniiouneenient of the winning design for tln‘
Free VnivjTsity of Berlin.

The Frankfurt plan entails thoughtful interaction 
with a well-established setting. TIu' local council that 
organised the competition wanted to rebuild the clty 
<u*ntre in keeping with the liistorical character of a 
site tliat had been bombed during the war, by using 
‘town i)lanning featuring small l)locks either modern 
in style or iniitating the ohl ones’." However, the planning 
approaolj wa.s based on a compositional network tliat 
could be adapted to <‘ater tor the city’s future needs. The 
authors delined the project as a Ilexible inogastructim* on 
a scale <lireclly relab'd to the pit'-oxisting construction.

Many of Fandilis, .Josicr and Woods’ asihnitioiJs llnally 
inaterialis4‘d in the paradigmatic Free University of Berlin 
whose o|HMi-plan design typical ofthe universities in 
the' llMiOs matched tlu5 characteristics of mat-building 
j)ei fe«dly. Tins university is an exceptional example: its 
constructio!! involved the' Freuieh engim'cr Jean l'rouv6 
and was overseen by the Bei'lin studio run by Manfred 
Sehiedln*!in, in collaboration witii tlie American architect 
Sluulracli Woods. In addituui. th<’ university'Avas 
n‘conditioned and enlarged with a library by Foster ■ 
Partners, resulting in new reviews.

be Corbusier and Guillermo Jullian de la Fueiite’s 
<lesign for the Venice Hospital (lluH-dr)) is seen as tlu* 
culmination of a line of work, but could also be deenu'd 
to be a soi l of mat-building. 'I’lie seareli for an (‘hunent 
al)le to repeat itself ami spread out eiiljiiinated iu 
the delinition of the design module, or Unite dc lliituse.-. 
a volume with no facades, lit by natural light din*ctly 
overhead, with access on the ground floor, and which 
spirals upwards and is complemented by a horizontal 
circulation grid.

Another singular case is Alison and IVter Smitlison’s 
design for Kuwait entitled ‘Uri)an Study and 
l)i*monstration Mat-Buililing nsiil8-72)’.' This pri^ject 
involved two points of particular interest to tlie sul>j(‘ct 
under stml> here: its empathy witli Arabic eullim* 
and tradition of open spaces, and the introduction 
of climate control eleimmts. The architects of tin*
Kuwait projc'ct, despite its later date, once again 
employed a mat-building design b<*cause it enabled 
them to include the vast and heterogeneous programme 
requiri'd l)y the original ideas eonipi’tition.

Oljlivious to the theoretical framework of tlu^se 
discussions, but midimiably immiwsed in a discipline, 
many works of architecture reprodiu-e mat-l)uiiding 
priiiciph's with remarkable simplicity. Tliis is the I’ase 
of the bnililing designeil and built Indweeii llt70 and

3

in the Free University of‘ IBerlin, the 
niocUile is a ftmetion of time: 05.6J3 metres 
(anotlicM’ ?iIodiilor (liinensioii), is roughly 
the distance covered l)y a onc-minuto walk’
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1074 for the I'niversitat Politdciiica de Valencia by L35, 
an architectural practice from Barcelona. Like other 
uonteinpoi-arj' campuses, the design of this cami)iis 
Incorporates tl»! departmental programme into its 
functional distribution, and is built of prefab concrete 
characterised by an obvious formal clarity.

5&6. Urban Study 
and Demonstration 
Mat-Buildingfor Kuwait, 
by Alison and Peter 
Smithson, empathises 
with Arabic culture 
and Its traditien of open 
spaces and climate control
7. Walkways and 
courtyard at tin 
Universitat Politdcnica 
d« Valencia In Spain
by LSS Arquitectos
8. Comparative 
modules and metrics 
for mat-buildings in 
Frankfurt, Berlin, Venice, 
Kuwait and Valencia

Compositional principle I; Metrics
A mat-building is a large-.scale, high-density structure 
organised on the basis of an accurately modulated grid.
A (irst look at any mat-building geometry sliou s a ground 
plan in the form of a regular grid that constitutes the 
general order. However, further analysis of the drawings 
reveals certain specific characteristics.

First, the size of the module used for the project 
is surprising. Frankfurt, Berlin and Venice^ have the 
red and blue series of Le Corbusier’s Modulor in common. 
Georges Candilis and Shadrach Wootis met and began 
their careers at Rue de Sdvres, and their indebtedness, 
in this respMJct, is clear to see. In any ca.se, in each 
of the three proposals just a few cenlimeti'es provide 
the starting point for designing buildings hundreds 
of metres in size (Figure A).

In addition, the Modulor series forms the module 
which is multiplied in both directions to create all kinds of 
variations. In Frankfurt, Berlin and Kusvait half modules 
were also employed. In Venice, there are few complete 
modules in the plan since most lack a quadrant (Figure Bl.

The basic Frankfurt module is approximately half that 
of Berlin, and Is determined by the width of the pedestrian 
streets: 3.60 metres (Modulor dimen.sion) which just 
liappens to be the same as the arclnvays arountl the Oddon 
theatre in Paris.® The complete module measures 30.47 
metres, ie, the depth of the adjacent buildings. In the 
Free I'niversity «)f Berlin, the module is a function 
of time: 05.03 metres (another Modulor dimension), 
ie, roughly the distance covered by a one-minute walk.

The formal construction of Veuicc Hospital starts 
with consecutive additions: several UniUs de Lit or 
bed modules {based on a module of 2.90m, a Modulor 
dimension) combine with several sendee rooms to form 
a Unite de Hoins, or treatment module. Four Unites 
de Soins and the respective corridors constitute a Unit^ 
de Bdtissc, and finally, the hospital consists of a specilic 
number of Unites de Bdtisse, square rooms about OOm 
along each side.’ Le Corbusier uses a completely dilfeitmt 
procedure to form a size very similar to the one used 
by his colloaguoH In Berlin (Figure C).

On the other hand, Alison and Peter Smithson’s 
buildings in Kuwait, using a basic module of 20 metres 
(4x6 metres), and the Universitat Polit6cnica de Valencia, 
with a 36m mtKhile (baaed on the 3m series), approach 
the Frankfurt scale and demonstrate the efiectiveness 
of round-figure metrics.

Furthermore, it must be said that the final result does 
not exceed a specific nmxiinnin diincuision, ie, 400 metres, 
or a six-minute walk, according to the other scale used.
It would seem that larger dimensions would overw holm 
and jeopardise the design.

Finally, the analysis of the underlying patterns in 
each case study revealed a complex grid of strips forming
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a tartan-like fabric. Each strip can understood to be 
a widened grid line that hons(5s a set of sptHUftc fuiu^tions. 
This purposi^built grid is simply a framework or llxed 
base upon which a volume may (or may not) be built.
It is precisely this ambiguity that enables comi>ositional 
flexibility resulting in stratified and profusely perforated 
buildings (Figure D).

9. Analysis of plans for 
Frankfurt-Romorbers, 
by Candilis. Josic, Woods 
and Schoidhelm. Though 
hardly distingiriihable 
on the original drawings, 
different activities, such 
as offices, shops, housing 
and Guttural facilities, 
enable the resutting 
mat-building to be seen 
asaliving organism

9
Hom rtooe -ms

bbf•t*r1 A-I

Compositional principle 2: Programme
Issues related to the programme also arise in the form 
of shared strategies in mat-bnilding. In the words of 
Alison Smithson’s definition, ‘Mat-building can be said 
to epitomise the anonymous collective, where the 
ftinctions come to enrich the fabric, and the individual 
gains new freedoms of action through a new and shuflled 
order, based on interconnection, close-knit pattern.s 
of association, and possibilities for growth, diminution 
and change’. The live instances studied do indi*ed resiKuid 
to this premise, directly linked to the relational thinking 
prevalent in the 1060s and ’70s.

Under Claude Levi-Strauss’s iiifliu'iice, structuralism 
embraces social phenomena like an ‘abstract oi-gani/alion 
constructed from relations among elementary units’. 
Indeed, the structure would be ‘a set of rules for dellning 
relationships and coTTespondonees’. These words (ran be 
applied literally to the functions of a imit-i)uilding, l>ased 
on dismantling the programme’s functions, emphasising 
circulations and dcstructuring formal hierarchies.

In the Frankfurt and Kuwait projects, the arcliitects 
mention functional hybridisation as a value adtled.
In both cases, the design in<6udes oflices, shops, housing, 
liotels and cultm a] facilities: diirerenl activities enabling 
the building to always bo seen as a living organism.
In Frankfurt, each of these parts of tlie prognimim! is 
hardly recognisable on the geiu'ral plan, (hindllis, Josic 
and Woods were called ‘anti-monumental archittrots’

a label they were very proud of because their urban 
intervention had no hint of representation more in 
keeping with the site’s symbolic nature. In Kuwait, 
the Smithsons do not detail the regulations; there 
are no furnished plans or sections the activities on 
each level are only described in the architects’ report. 
Administrative services are laid down like layers, 
moving from public to private realms, piercc*d by visrtit^al 
communication towers and ventilation shatls.

The Venice hospital also iis<‘s la.v('rs of functions similar 
to those in Kuwait. The Unite de liati^fic or basic design 
module follows a pre-established order by levels. The 
ground floor built on pilots is a publie an^a eonsisting of 
two mezzanines where general st'rvicc's are provided and 
admissions take place. The next hu<!l is used for medical 
assistance (sui^eries and opt*rating theatres) and is also 
subdivided into two mezzanines that separate circulations 
from the other areas. 'I’he top fl(x>r is occupit*d by wards. 
Since each Unit4 de Hdtixsc is intended to accommodate

If
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flUY rtool ras
offiota

tAfatorlb'rtalMrihnk
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‘Form did not follow fumdion; on 
the contrary, there were no apriorist ic 
forms but certain tinman activities 
that would eventually dtdino tliom’ Ii
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10. Topological 
organisational diagram for 
the Universitat Poiitecnica 
de Valencia mapping
out the relative position 
of the constituent 
departments and their 
distance from the 
centre of the university. 
This organisational 
diagram thus becomes 
the basis for the plan
11. Analysis of the 
plan of Venice Hospital 
by Le Corbusier showing 
circulation paths
12. Analysis of 
departmental programme 
and circulation flows
at the FU'Berlin.
Lack of hierarchy is an 
inherent characteristic 
of mat-buildings

; .-piai

a tm*dical service, adding tlu-m together enables all 
himdions to be interwoven like an intricate pipe network. 
Some ramps ami corridors are reserved for doctors aiul 
patients while thc‘ vertical cores are occupied by lifts 
for visitors and 'dirty’ and ‘clean’ scrtice shafts.

Kuwait and Venice also resmnble each other su> regards 
ciix.‘ulation. In botir ("ases tlu* freedom of movement 
permitted by an unobstructed ground floor - emphasised 
by dotted lines on Alison and IVter Smithson’s plans 

contrast with the moveincnl in a Imilding conditione<i 
by vertical circulation cores.

Meanwhile, the Berlin and Valencia projects make 
it clear that the departmental programme characteristic 
of European niii\ ersities in the lOljOs is suitable? for 
nmt-building. First, university <iperation.s tally with 
the relational CH)iicept of the mat-building uisofar as they 
prioritise correspondences between departments rather 
than the traditional sei)aration into independent faculties. 
This fosters informal pedagogy based on the spontaneous 
encounters betwwn students, teachers and re.searehers 
in the wide ^rorridors. It also caters for increasing nnmU'rs 
of students and changes in curricula wliioh require flexible 
structures that can Ix! enlarg<Kl. And, Hnally, it etieouragcs 
the fr(?o-tlowing exchange of knowledge in keeping with 
the iimL-building’s inherent lack ofliierarchy.

I n Ihu-lin, th(‘ real teaching occurs in the common 
areas such as interior walkways, courtyards and the
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1717. Visual web of the 
Smttheons' Kuwait project 
using minarets as nodes 
and famiiiar filed 
anchoring points 
in a territory that lacks 
urban definitioii
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pedetstrians (on a platt'oi'in ciiaraotwised by KpontaneouK 
social interaction).**

Before .iUison Smithson called this type of architecture 
‘mat-building’ in 1974, Sliadrach Woods had already 
referred to the Free University of Berlin as a 
‘grouudscraper’. In some sketches for that competition 
Woods declared, ‘In skyscraper type buildings disciplines 
tend to be segregated. The relationship from one floor 
to another is tenuous, almost fortuitous, passing through 
the space-inachine-lifl. In a grouudscraper organisation 
greater possibilities of community and exchange are 
present without necessarily sacrificing any tranquillity.'

Both terms were equally expressive and summarised 
some strategies opposed to modernity as it had been 
known so far. Form did not follow function; on the 
contrary, there were no aprioristic forms but certain 
human activities that would eventually define them.
The city was not functional but relational, not made of 
isolated objects on a free ground floor. Now, a shapeless 
built mass was spreading out and absorbing any variations 
in the plan. This is no place for singular figures but for 
a system prone to serialise, regulate and repeat them.
All these standpoints reveal the logical continuity of 
architecture in keeping with the environmental concerns 
of the ’60s and ’70s. Shadrach Woods dev'oted his last 
books to explaining this new direction to American 
readers What U Can Do (Rice University, 1070) 
and The Man in the Street (Penguin Books, 1976) - 
and an ironical Alison Smithson reproached him for such 
theories which, in her opinion, only made sense wherever 
the Modern Movement had not yet made inroads.
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Case: Le CoTbusier's Venice 
Hospital and the Mat Building 
Recital, Ilashim Sarkis (cd), 
Munich, London, New York: 
Prestel Verlag, 2001, many 
academic articles have l>eeii 
published in different journals.
2. Jean-LmiLs Vioiuau:
‘Team 10 and Structuralism: 
Analogies and Discrepancies', 
in Max Rlsselada and Dirk van 
den Heuvel, Team 10.195S-8I.
In Search of a Utopia of the 
Present, Rotterdam: NAi 
Publishers, 200S, pp280-8S.
8. Umberto Eco, The Open Work, 
Cambridge: Harvard University 
Press, 198(1, pl9.
4, Georges Candilis, DAtir la vie. 
Un architects t&moin de son 
temps, Paris: Infollo Editions, 
2012, p231.
6. AB September 1074,
PP170-90.

6. As the assistant architect 
ManfrtKl Schiedheim recounts, 
this Corbusian Modulor 
dimension of 8.C0m wa.s 
considered functionally 
‘very suitable' in the 
Candilis, Josic, Woods studio. 
The architects’ office was near 
the Od6on theatre and they 
often went past it.

7, Marfa Cecilia O’Byrne Orozco, 
Kl proyecto para el Hospital de 
Venecia deLe Corbusier, thesis. 
Director: Josep Quercias, 
D<>partament de Projootes 
Arquitcctbnics, Universitat 
Polit^nica de Catalunya, 2007.
8. Alan Colquhoun recalls 
Alberti’s analogy* when 
addressing the 'superbluck'.
In Collected Essays in 
Architectural Criiicism,
I. s>ndon: Blat^k Dog, 2000, p78.
0. Alison & Peter Smithson, ‘Fix’, 
.\R December 1060, pp437-30.
10. According to Reyner 
Banham, '60s university 
campuses are the fulfilment 
of certain urban utopias which, 
in many other cases, never got off 
the drawing board. See Banham; 
Megastructure: Urban Futures 
of the Recent Past, London: 
Thames and Hudson, 1076, pl8l.
II. Alison Smithson, ‘A Worried 
Man. Man in the Street. By 
Shadrach Woods’, A R November 
1976, PP317-18.

Images
L35 Arquitectos, 1,7,10 
Schiedheim & Partners, 2,
3
Avery Architectural 
& Fine Arts Library, 4 
Francis Loeb Library, 5,6 
Authors, 8.9.11-17

MAT-BUILDIMG 
FrMhfurt Berlin Venice 
Kuwait Valencia, was 
exhibited at Valencia 
School of Architocture, 
Spain (27 September - 
B November 2012). 
Association of 
ArcMtocTi of Valencia, 
Spain (14 January - 
14 February 2013). II
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CITY OF ANGELS 
A CRUCIBLE 
OF CONTENTION

lios Angch^s has f>eon a crucible of architectural 
experimentation for tlie past (x?ntur>', but outsiders 
(especially New York critics) paid little attention before 
Fi-ank Gehry won the U)8fl I’ritzker Prize. Now, he and 
fellow laureate Thom Mayne enjoy more rcsp<“ct from afar 
than on home ground. ‘Wo export our ideas around the 
world,’ says Mayme. ‘For me, LA Ls a haw* of operations, 
but it has hiul little to do with my practice over the past 
20 years.’ Ther(‘’s a yawning gxilf betw(M‘n the suits of 
America’s second city and its abundance of creative talent. 
exet‘pt for the dt^sign of private houst's that few see 
and which rarely sui)i)(*rt a practice. Yet, advtmturous 
architects - worldwide; continue to einulab* the example 
of S<;hindler and Neutrsi, st*tting up oiiic<.;s that are partly 
stalfed bygraduatt's of s<‘veii local architi’<;tHral schools 
and restless spirits from the Ivy Leagu<‘.

So the time seemed rii>o for a major survey of 
progressive LA architects, and independent curator 
Christopher Mount sold the idea to the Museum of 
Contempt)rary Art. Ih* gave the show a snappy title 
-1 Neu: Sculptumlutm and the Getty Trust awarded the 
project 14-15,1)00, the largest of its 11 Ihu-iflc Standard Time 
grants, contidently expecting it to be matched. It was a 
rc*asonable tii>pe. Though MOCA has .struggled for fluids 
since its inception 30 years ago, director Richard Koshalek 
presented a stn*am of exciting architectural exhibitions 
attracting more visitors Ilian the art shows. The momentum 
he created iavrvit*d tl\e institution fi>rward for a decadt;, and

Heset by curatorial and fiuiding issues, a new 
survey of Los Angeles arcliitects at MOCA 
is a missed opi)ortunity, witli gemiine talent 
lost ill an undiscriminating blare of projects
MICHAEL WEBB
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21. Lorcan O'Herliliy'i 
colourful condominium 
at Formosa 1140 in 
West Hollywood 
expressively reworks
a Keneric typology
2. Alan-Voo House
by Nell Denari typifies 
the LA penchant for the 
architecturaJ trophy house

then it f)i‘gan to lloundei', with the cancellation of 
an exhibition on Morphosis and thedUmissa] of its 
jmdiilecrtim* curator. It teetered on the edge of l)anknii)tcy, 
but W5US reseuwi by philanthropist-collector Eli Uroad, who 
pt'rsmuliMl th(* board to uaine Xew York art deal<;r Jotfrey 
Deitch the new director. His mandate was to engaife the 
public, and he launched that clfort with shows of strinst art 
(akagraliiti) and work by actor Dennis IIopixT. The chief 
curator was ousted and the live artists on tlu? board quit.

After two years of preparation, the architc*cture show 
ran into problems. MOCA failed to raise much money 
and Mount says he was told to cut back or charge the 
participants. He refused, but installation archit<*ct 
Annie Clm was promised only JiM),000 to install a show of 
work by Uo architects in a I,<100 sqm gallery. The opening 
w as <le!ayed, and after reading the catalogue Frank Gehr>- 
decidtsi he wasn’t Ixjing takim seriously and pulled out.
You can’t produw Hamlet without the prince. MOCA th(m 
halted constraction and the show seemed doomed. Mayne 
interveiKHl. assembled a group of 40 volunteers who worked 
with MOCiV stair to install the show in four weeks, and 
persuaded Ochry to retuni. To eliminate any suspicion 
of hierarchy or value judgeineiit, models and drawings 
were lined up in rows and dcmanatcKl by category.
Private houses cKHJupy much of the space; multiple housing, 
commercial, cultural, educational and chic buildhigs 
(vt^stigial) take the re.st. Thret^ walk-in pavilions by younger 
firms are up-front; research models, mostly by Oreg Lynn,

are displayed on tables at the far end. Four overtiead 
ribbons of while scrim serve as projection screens for 
moving bands of still images introduc(*d by tlie disembodied 
voiot^s of the participating architects. The material is 
tasciiiating; the presentation sadly deficient.

If a celebrated chef wen‘ to throw handfuls of the 
finest ingrt*<Uents into a pot, add sto<“k, and vanish 
from the kitchen it would be hard to imagine a greater 
disapptnntment. It’s a miracle that the show was rescued 
at five minutes to midnight, and everj'one should be deeply 
grateful to Mayne and his team for averting its <rancellati(Ui. 
Hut it lias lost its narrative, however misconceived that 
might have bt?en, and Ls now no more than a three- 
dimensional portfolio. The grid of while models on white 
plinths is monotonous and entirely lacking in scale and 
context. The overhead projections compete with each other 
to produce a visual and aural cacophony. Chu is a skilled 
designer who brought Schimller to life, 12 years ago, and 
has done the same for Quimw Jom>s in the current Hammer 
Museum exhibition. But those shows ftxused on residential 
andiitects, and it was easy to represent the ambience.
The selection of 88 architects (several wiac added) working 
on houses, commercial towers and ever>’thing in between 
<n er a periiKl of 25 years presents a mm-h harder challenge.

Oehr> ’s display suggests a strategj- the whol(‘ exhibition 
might have followed. As a struggling ratlical in the early 
1080s, he converted a i>o!ice garage into MOCA’s widely- 
admired temporary home, now guaranteed pt*rnianence as
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the Geffen Coniemporan’- The exhibition was always going 
to be staged in a Gehr>" now Gehry has taken posses-sion of 
the reading room, lined with knotty Douglas fir, which he 
added in the 1990s. He has chosen to show his competition 
entry for tlwj National Art Museum of China in Beijing - 
a job he lost to Jean Nouvel. It’s an inspired move, for the 
room has the warmth and human scale the main gallery 
lacks, and it showcases a brilliant, unfamiliar project in 
depth. Concept sketches, study models, a video and sample 
materials (including a nowly invented ‘translucent stone’ 
of layered and heat-moulded low-iron glass) explain 
the what, why, and how of the building. It’s a simple 
rectangular block with a rooftop garden and four taix*red 
lanterns that dfmble as sculpture galleries. Each side 
is composed of shimmering ribbe<i blocks set at angles 
to animate the mass. Inspiration comes from Chinese 
buildings and artists’ representations of the landscajx*, 
Nothing could be simpler or subtler. For Gehry, it’s a 
now material and a new language; the five-level block is 
designed to display la^e-scale contemporarj' work and 
precious scrolls, while accommodating 12 million visitors 
a ye^r - twice the number visiting the Louvre.

You could imagine an exhibition In which 16 carefully 
selected architects werc each invitcfl to present a single 
project in depth, explaining its location, context, 
programme, materials and performance. Imsiges and 
models of other projects by the same firms would proride 
back-up for the chosen work, with videos and backdrops

4 3. The CaMII Canter 
for Astronomy and 
Astrophysics at 
Caltech is ono of
10 projects by 
Morphesison show
4. A model of Morphosis's 
sensuous Phare Tower 
for La Defense In Paris 
soars over Hie 
unconsiderod Jumhie
of thaeihibition
5. FrankGehry's 
evocattvo taMoau for 
the National Art Museum 
of China expounds on
an unfamiliar project
6. SamHaur OuHding 
by Erk Owen Moss 
exuboranHy rebrands 
a dull business park 
in Culver City

s

Pfiotofraphs
Lawrence Anderson/ 
Esto, I
Benny Chan. 2 
Roland Halbe.3 
Brian Forrest / MOCA, 4 
Tom Bonner, 6
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no plans and few drawings. In his curatorial essay.
Mount declares, ‘This is architecture that wows by 
boldly challenging the status quo ... a form of building 
that delights in the abstract and tlannts a visual richness.’ 
He writes, as many critics have, of LA architects' reaction 
to the loose, generic quality of the inetropoliB; the ‘made 
in the garage’ tradition of bricolage and ad-hocism. These 
are helpful generalisations, but architects hate being 
grouped and labtiled, especially in LA where they cherish 
their autonomy. And, indeed, they are very different, 
within and between the three gcnei-ations represented 
here. If the show had been titled Free Spirits it might 
have avoided censure. Instead, a new logo has been 
devised in which A iVetr Sculpturalism is scratched 
out, leaving Contemporary Architecture from Southern 
California. You feel sorry for the younger architects 
who are most in need of a boc^t.

Deitnh’s apparent loss of interest is embodied in the lack 
of signage. Gehry’s exhibit is barely acknowledged. \’i8itors 
are confronted with a banner announcing that Urs Fischer 
(a Swiss artist of dubious talent) has collaborated with 
1,600 Angelenos (selected online) to create a kind of 
playgroimd full of grey plaster gnomes and other cute 
creatures, which fill most of the museum and entirely 
conceal the gallery containing the arcliitocture. As a small 
child growing up in England I was keen on making sand 
sculptures during seaside holidays, but I hardly expected 
they would be exhibited at the TaU*.

to establish a sense of place. Instead, the exhibition is a 
caucus rac;e in which everj'ono dncluding mai^rlnaJ talents 
and fellow travellers) receives a prize. Some architects are 
featured rtqx'atedly, and a few models stand out by their 
siw* and originality, notably Morphosls’s Fhar{‘ Tower 
and an LED-Ut canopy by B+ T. Thenin lies the problem: 
an icon to rival the Ei/Fel Tower sits alongside a folded 
polycarbonate* canopy for a house in Pasadena.

Morphosis hiis 10 projects in the exhibition, but none 
is elucidated and tliere is no connective tissue. There’s little 
indication that Eric Owen Moss has cleverly traiisfonned 
a drab blwk of Culver City warehouse's into an exuberantly 
expressive high-tech park, branding anonymous buildings 
to lure ambitious tenants. Architects of the calibre 
of Micliael Maltzan, Kevin Daly, Neil Denari and Craig 
Ilodgetts, who have spent their careers crafting buildings 
to please exacting clients, are given no more attention 
than wannaljes. The imaginative condo blocks of Lorcaii 
O'llerlihy and the inventive geometries of Patrick 'Tighe 
and XTKN are lost in the enmd. Art works by these 
architects add another layer but do nothing to interpret 
their work. Architects may be (mtranced by this parade 
of their peers, but civilians are likely to be ovenvhelmed 
by the overload of uncoordinated objects. Thougli Mayne 
never had time to re-curate the show, the end result 
emphasises at'Sthetics as much as the original scheme.

The exhibition wa.s never intended to be scholarly. 
Arresting photos dominate the catalogue, which has
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Only on Sundays diMis Justo CTalk*go Martinez take a
break from his titanic endeavour. He has been working
ceaselessly for the last 50 years on what has by now
become a <ailt landmark in Mejorada del Campo, a village
some ao kilometres from Madrid. It is a solf-declared
cathedral, devoted to Our Lady of the Pillar, a shrine 
in the making with no completion date foreseen.

Following an intimate conversation with Our Lady, 
Gallego Martinez rt*covered from the severe illness 
that had caused him to be expelled from the Monastery 
of Santa Marla de Huerta, in the nearby province of 
Soria, M-here he had intended to spend the rest of lus 
life. At that point, he decided that he would devote 
his life to God by erecting tlie building that today bears 
witness to his tenacious determination.

Roughly half the size of a football pitch, Gallego 
MartliU'z’s cathedral is still far from linished: the 
skeleton of tlie dome alone, inspired by that of Saint 
Peter’s Basilica in Rome, took him over 3(» years to 
finish. \ow a ghost of the fully-clad structure that 
Gallego Martinez had devised it to be, this semi-spherical 
ribcage has become an unexpected contemporary icon 
of .Mejorada del Cainpo’s skylim;.

DEVOTION
Dedicated to the Virgin Mary and 
fabricated from scavenged materials, 
this eccentric Spanish cathedral 
is a unique architectural bi*icolage 
t hat may never be completed
PATRICIA MATO-MORA
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Skeletal dotnai 
form a pepperpot 
rooftcape, while 
deformed terracotta 
blecke give the 
architecture a 
delicleutiy woozy quality. 
For more Information 
Ml volunteering and 
fundraiting visit 
www.justogallego.es

Unlike your avenige eoiitemporary ardutectural
praetioe, dangerously disengaged from tiui inatcrriality
of the built entity it claims to be designing (by virtue
of the mediation impostHl by architectural drawings),
Gallego ilartfnez is in direct and undeniable contact
with his work. He has put it together by sissembliiig
multifarious bits of del)rls that he has found orthat havt?
been donated, Bicycle wheels become pulleys, i:oIoured
necklace-Uke beads make for the patterning on the
visually saturated windows, springs of all sizes delme
the rounded shape of steps ami arches alike.

Tiu' matrix of towers at either side of the main nave
is made of dis(?arded and deformed terracotta bricks. 
Despite their In^guilingly squashed app(‘ar.ince, they 
Inmt prompted health and wifety concerns that have 
led tiu? Catholic Church and hnial authorities to ('ondemu 
Cfallego llartfnez’s work as ‘the misguided projwt of 
a local eccentric’. The (’athedraJ is open to the public 
daily, yet the 84 year old is less interested in entertaining 
visit«irs than he is in the industrious diligeiict- of his 
lifelong task. Volunteei-s im* nonetheless welcome and 
so arc donors who, like (rallego Martinez himself, would 
like the building to transcend its creator's very existence.
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Oppoi^: amM Hie 
scrum of construction 
that eccentrically mixes 
scavenged and donated 
materials, the Interior 
of the huge cathedral 
slowly takes shape 
This page; frescos of 
the Virgin's life adorn 
the walls. Our Lady of 
the Pillar, who appeared 
to 8t James, is a major 
patron saint of Spain 
and the Hispanic world
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EXPLORING EYE

Stained-^aM windowt 
are created by a#plyfng 
coloured beads to the 
glass. Yet whether this 
colossal endeavour 
will ever be finished Is
debatable, despite the
devotions of Its architect,
64-year-old Justo Gallego
Martinez, who has spent
30 years on the project.
All photographs by
Patricia Mato-Mora
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REVIEWS
in itself, and even a term of snarled 
abuse by the party set. But it is 
important to make the bleak 
observation that if in the last 30 
years your interest as an architect 
happened to have been in 
understanding the texture of the 
city, and in tactfully filling its gaps, 
then it was astonishingly hard to 
find an>'body, least of all in London, 
who asked you to build anything, 
oven if that is what the local fabric 
needed most. No client ever really 
does want a backgrooud building; 
and it is worth adding that the 
particular analytic skills required 
to build a good one are much the 
most difficult to learn. Whispering 
- call it that - only easy.

Tlie exhibition Tranelations 
at the Swiss Architecture Museum, 
which closed on 26 May, tracked 
years of quiet thought and the 
relatively small body of built 
work by Florian Beigel and 
Philip Christou, practising as the 
Architecture Research Unit (ARU) 
based at London Metropolitan 
University. That the exhibition 
should happen at all can be read 
as a quizzical commentary - on the 
part of a less frenetic architectural 
culture than our own - of the way 
we order things in London. One 
discovered with discomfort that 
in Switzerland at least there is a 
sophisticated critical audience for 
Slow Architecture; In fact, ARU is 
a practice whoso work has by far its 
largest group of dedicated followers 
outside the UK. Its most substantial 
built projects, and most ambitious 
landscape propositions, have all 
been in South Korea, where the 
two principals come close to being 
architectural royalty. This year, 
Beigel was awarded the GroBer 
Kunstpreis by the Berlin Academy 
of Arts (it has also gone to Scharoun, 
Mies, Haring, Frei Otto, Foster, 
Piano and SANAA, among others).

The elegant premise of the 
exhibition was to take six ARU 
projects from 1998 onwards, and 
key each of them to reflective texts

^Titten over the years by the 
architects themselves. As the bridge 
between text and project, six works 
of art were imported into the space; 
these were presented both as a 
reference for each project and 
as an analytic tool with which the 
projects might be examined. Bach 
choice here - of Ernst Josephson, 
Agnes Martin, Klee, and others 
- was so suggestive, and the mode 
of presentation so diffidently 
respectful, that you wore not drawn 
into any portentous comparison 
with the architecture. Instead, 
you were asked to examine each 
exhibit - a Klee or a presentation 
sheet, preliminary sketch, model, 
construction drawing, or 
photograph of a finished building 
as though each was an equally 
valuable component of the project, 
and had an equal amount to tell us 
about what it consists of. In contrast 
to conventional monographic 
exercises on architecture - books 
as much as exhibitions - the effort 
here was to document simply the 
process of research; the built work 
understood as something that 
emerges with no special privilege, 
while the unbuilt retains all its 
gorgeous latent promise. This is 
as far as we can get from the kind 
of finished buildings which spring, 
somehow' fully Hedged, from casually 
stylised sketches by architects 
within the star system - to which 
they have only a passing formal 
resemblance, and no possible 
relationship of scale or material.

In contrast, in the exhibition 
you gathered a sense of particular 
architectural and contextual 
problems addressed very directly, 
and of ARU evolving in 
sophistication and experience 
each step of the way. As a case 
in ix)int their masterplan and 
buildings for Paju Book City, 
conceived over many years, liad 
the same rising narrative sweep 
as did Leworontz’s in the Rastem 
Cemetery at Mahno, on which 
he worked throughout his career.

Watching the 
quiet ones
NIALLHOBHOUSE
AJW: Translations, Swiss 
Architecture Museum, Basel, 
closed on 26 May

Architecture made a strong start as 
a global business, and in the last 30 
years I.«ondon will seem to have been 
the key location for many ambitious 
practices; a historian will easily 
be able to trace a direct line from 
Bedford Square in 1976 to the 
provincial China, or the Gulf, of 
today. Perhaps it should not be 
surprising that the architectural 
debate in London in the same period 
- at least when the architects have 
done the talking - is like an 
overcrowded party at which the 
fashionable guests all shout louder 
and louder to be sure of being heard. 
Some pointlesaly repeat whatever 
it was they had said (rather more 
thoughtfully) 20 years before; some 
say silly things for the sake of not 
repeating themselves; and others 
again the same things in different 
w'ays, in an effort to sound 
interesting. Of course, this is 
partly to reassure the partygoers 
themselves that the smart kids 
haven't already moved on to a better 
joint; but quite a nnmber of the 
noisier theoretical statements do 
actually achieve some sort of built 
form around the world. Our historian 
may yet ask what exactly it was 
about all the talk that convinced 
the new global clientele that the 
talkers were the right people to 
build projects on such a large 
scale, and so many of them.

One dignified response to this 
theoretical din has been a retreat 
into the reflective cultivation of 
one’s own garden - into a whispered 
enquiry into how to intervene 
carefuUy in the urban landscape. 
Even this has its dangers - 
‘whispering’ quickly becomes a 
(scarcely articulate) polemic position
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This was most obvious in the face 
of the astonishing, even wilftil, range 
of scales at which AIIU has worked 
- the smallest project here was for 
an aedicular urban monument, the 
largest for a city of 760,000 people; 
of course they didn’t look anything 
like each other, but only because 
they shared the same scrupulous 
analysis of what the architects 
found, by way of form and liistory, 
when they arrived at their site.

In all this, it was clear that 
Beigel and Christou do nothing to 
make architecture an easy profession 
to follow, or good architecture ever 
something that can be shaken out 
of one’s sleeve. It is symptomatic, 
as the Swiss wryly tell us, that tliey 
have chosen to work in London all 
of this time - the citj' that has the 
most to learn (and least patience 
in learning) from their process 
of thoughtful dissection.

In part, this has happened by their 
preference for combining the work

of design and of teaching; what 
was the best contextual laboratory, 
for themselves and for generations 
of students, may well have been the 
hardest place to practise the lessons 
learned there. Perhaps there is 
a more abstract premise here 
as well, of the pursuit of beautiful 
architectural form as an exercise 
that is somehow apostolic, and 
of an ethical rigour in dedniiig the 
problems raised in producing it.

And it raised a question, too, 
about whether staying away from 
the noisy party down the road 
might not turn out to have beon 
the more dignified professional 
position for our time and place - 
and the one which in the long 
run makes for the most powerful 
cultural legacy?

It is worth remembering 
how rarely the mainstream of 
archit^tural thinking has been 
found just where the current 
seems to be running fastest.

Above: a preliminary skstch 
for Florian Beigel and Philip 
CbrlatOH's colossal Paju Book 
City masterplan, so-named 
becaose it provides officos 
for South Korea's publishing 
industry and numerous 
second-hand book dealers 
Left: the Youl Hwa Dang Booh 
Hall, just one of the buildings 
in this dty of 790.000 people

Information
underload
PETER BUCHANAN
Understanding Architecture: a 
primer on architecture as experience, 
Robert McCarter and Juhani 
Pallasmaa, Phaidon, London 
and New York, £49.96

This handsomely designed and 
produced book, a collaboration 
between two of today’s most prolific 
and respected architectural writers, 
Robert McCarter and Juhani 
Pallasmaa, is inspired by John 
Dewey’s Art as Experience. 
Emphasising the experience of 
architecture, it comprises 12 essays 
by Pallasmaa on various experiential 
aspects of architecture and 
descriptions by McCarter of visits 
to 72 buildings or architectural 
environments. Together these will 
immeasurably expand and enrich an>’
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reader’s appreciation of the multi­
faceted nature of architecture.
It is thus a valuable contribution to 
the very topical and necessarj' quest 
to recover architecture from the 
reductionist dead end that modem 
architecture and its education 
became, as well as from the 
concept- theorj'-driven design 
that too many still take seriously. 
The book maj- draw on the sort 
of theory now fashionable in 
architectural schools, particularly 
phenoraenolog}’, but because 
grounded in the actual exporienoo 
of buildings what it has to say is in 
marked contrast to the obfusc*atory 
theorising found in academe.

That said, few, or perhaps only the 
initiated, will find Pallasmaa’s (assays, 
though immensely illuminating, 
to be an easy read. Tliey are a concist* 
distillation of a lifetime’s deep 
thought and wide reading, which 
has furnished the illuminating qiioU-s 
(many of them gems) liberally used 
in the essays and to introduce them. 
All these ideas have l>oen explored 
over the years at greater length in 
Pallasmaa’s copious writings so that 
some of what is said in compressed 
form here would be more rt^adily 
grasped in all its ramifications by 
those already familiar with his 
writings. So the book is most 
definitely not the primer claimed 
in the subtitle. It is unsiiitcd 
as an introduction for lay peoph? 
and students in their early years. 
Instead it would be better suited 
to architects, or those nearing the 
end of their studies, as a remind(*r 
of all that they have yet to learn 
about appreciating architecture.

The immediate question provoked 
in the reader is why was Pallasmaa 
not encouraged to elaborate upon 
these texts and unpack their ideas 
in more detail so as to be accessible 
to a wider readership. One answer 
might be that they would then be 
much longer and the book umvieldy. 
Besides the book could still be an 
immensely useful educational tool 
if the essays became the core of 
seminars that would expand upon 
them so that students could ftilly 
grasp and internalise the ideas. 
Sometimes a single senttmex’ could 
furnish the theme for a whole 
seminar, such as tins chosen more or 
less at random: ‘As structural fonxs 
are inescapable physical facts, they 
provide the ground f<ir a heightened 
sense of reality: an architectural 
approacli that aims at precise 
structural articulation and

There are other consistent 
problems. Generally neither 
photographs nor plans show the 
buildings in context, although tliis 
is often crucial to the understanding 
of them. For instance, the experience 
of Ronchamp, a pilgrimage chapel, 
starts with the first distant glimpse 
of it and includes the whole 
processional route up to and around 
it, all now irrevocably mutilated by 
Renzo Piano’s recent additions.

Also, as with the Acropolis, the 
route marked is not the processional 
one intended by the architect, which 
is again to ignore the mode of use 
designed for. .Something similar 
applies to the presentation of the 
Alhambra, which is again not shown 
with any contextual views showing 
its elevated siting, nor does it include 
ail explanation of how it was shaped 
mainly for evening and night-time 
use, as adonied with rich fabrics 
and banners in guttering lamp light. 
Furthermore, missing from all plans 
are north points and indications 
of scale. Most serious of all is the 
lack of sections, so crucial to 
understanding the internal volumes 
and ex|x?rience of the buildings, 
and which could usefiilly have 
included a human figure for scale, or 
an indication of the human eye level.

Nevertheless, this is a book to 
be treasured, studied and reread.
A lot of care has gone into writing, 
assembling the illustrative material 
and designing the book. But it sorely 
misses the guidance that can come 
from an informed and discriminating 
editorial and publishing team.

Below; the Alhambra's 
dramatic hilltop site it 
absent from McCarter 
and Pallasmaa's book, as is 
much conteitiial information 
Right; plan of the Alhambra 
showing the rsirto fallowed 
by the author In red is a 
useful orientinginnovatiofi. 
and though these routes 
often deviate from the route 
intended by the architect, 
our oi|Mrience does 
net always accord with 
tbodictotorialwillof 
the designer

expression turns into a form of 
poetic realism.’ A few words express 
an enormous amount that will 
probably only l>e fully intuited by 
those who have already read and 
thought deeply about these matters.

McCarter describes visits and 
walkthroughs to a well-chosen 
selection of buildings and platxs. 
These are augmented by good 
photographs (the picture 
research must have been quite 
an undertaking) laid out in a 
sequence indicated by red line 
marking the route of the visit on 
the accompanying plan. McCarter 
is a wonderfully sharp-eyed observer 
and draws attention to things that 
many might have otherwist* missed 
when visiting or .studying the 
buildings. This could prove a u.seful 
corrective to the reportedly 
widespread misapprehension of 
students claiming to know a building 
having mert'ly looked at pictures of 
it online. But tliis approach is also 
of limited value as it does not discuss 
the building or place in use, nor 
the experience of it over time, 
both of crucial important to 
any experiential appreciation of 
architecture. Indeed, the whole 
book deals little with function 
or use, perhaps because these 
aspects have been bio exclusively 
focused on during the mod(?rn era.
It also largely ignores post­
modernity’s concerns witli meaning 
and narrative. This too Is highly 
problematic as they also can so 
inlluence the experience of 
architecture. For instance, it is the 
density of l^e (’orbusier’s Ronchamp 
chapel’s multi-layered meanings and 
narratives, as well as the highly 
synthesisiHi nature of its design, 
that makes the exiierience of it 
so powerfully moving in contrast 
to that of the spuriously contrived 
and decorative, vapid confection of 
Steven Holl’s Chapel of St Ignatiu.s 
- one of the few buildings that does 
not merit inclusion here.

Steampunk 
goes off the boil
ALAN POWERS
Landscape Putures: Instruments, 
Devices and Architectural 
Inventians, Geolf Manaugh (editor), 
Actar, Barcelona and New York, 
»21.70

Jules Verne’s novel, The Purchase 
of the North Pole, 188D, summarised 
at the end of James R Fleming’s 
essay, ‘The Climate Engineers’ in 
Landscape Futures, tells of a group 
of American investors who pay two 
cents per acre, promising to melt 
the ice for the benefit of the world’s 
climate and extract the mineral 
resources. This being fiction, 
they fail and the world carries on, 
although with hindsight, the reality 
appears to be catching up fast.
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A grf‘at deal of this book, 
produced as the retrospective; 
catalogue of an exliibition held at 
the Nevada Museum of Art between 
August 2011 and February 2012, 
joins Verne in his si>eculalion ab4jut 
(rlimate and technology in places that 
are largely uninhabitable. Situated 
on the ixiundary between conceptual 
art and architecture, this familiar 
space is approaching self-parody 
unawares. Tlu; opening pages of 
the book are populated by period 
photographs of old-fashioned 
scientists under open skies standing 
awkwardly with their spindly tripods 
and arcane me^asuring devices.
Tliese were not “philosophical toys’ 
in origin, but have been co-opted 
as such. Philip Pullman’s Dark 
Maierialft trilogy conjures their 
world - the sinister but enthralling 
quality of remote stuentilic outposts 
on Svalbard, hot-air ballcK)ns manned 
ijy obsessional men wearing clothijig 
made from dnn-coloured natural 
fibres whose equipment involves 
wood, leather and lots of dials. 
Student projects involving climatic 
devices, drawn in nu'ticulous detail 
but axiomatically unworkable, 
situated in an extremity of climate or 
geoUjgy, have the equivalent
of the 1920s joke about the self- 
evident uselessness of the recurrent 
Beaux-Arts project of ‘A house for 
an admiral on a rocky promontory’.

Arcingram were responsible for 
cutting a doorway into this parallel 
univ(?rse. When Michael Webb 
made beautiful drawings of a mini 
submarine approaching Temple 
Island on the Thanu's, and when 
David Greene proposed a wired 
log in a field, foundational acts duly 
acknowledg(‘d in Landscape Futures, 
they started a global movement, 
distinguishable by sly humour with 
a sLraiglit face, the use of catchy 
reverse-engineoT<;<l acronyms as 
project descriptions, and, above all, 
the absence of anything resembling 
a conventional idea of a building. 
'I’liat theoretical explorations of 
the nature-culture divide continiu; 
to follow these rules of cool is a 
tribute to the imaginative power 
of that original act.

Kmout Alhui’s ‘envirographic’ 
architecture projects with 
students form the core of the book.
In lamzarote, for example, rising sea 
levels and temperature, and winds 
from the Sahara bringing quantities 
of sand, genuinely threaten 
the future of inhabitation. The 
background reseanii covers historj’

and the possible application of 
technology in search of solutions, 
and provides ‘a context for 
understanding works of architecture 
as ecological systems that can 
ftinction through principles of 
sustainability and the future of 
urban and rural environments’.
Tlie piqnaney of the proposals 
coin(?s from the p<;rversity of their 
art-gallery context that shapes the 
form and content of the product and 
requires that they should not qualify 
for a museum of te<;lmologj-.

Houses for admirals on rocky 
promontories were discredited in 
tlie ll»30s when th<; real problems 
of society could no longer be 
excluded from the curricula of 
archit(K:ture schools. It was not 
long before they returned in altered 
guise and the question raised by 
Landscape Futures Is whether an 
equivalent playfulness retains its 
value as imdagogj’, creativ e art 
or even applicable technology.
Right at the end of the book - which 
until this point evades the issue - 
Cassini Sliepard claims that 
‘the inimediate goal for your design 
is to provoke amazement while 
simultaneously inspiring new 
understandings of worldly processes 
and physical phenomena’.

The premise that the definition of 
architectural activity is changing and

expanding is not contentious, but 
the rules of its game are. Out there, 
the speculators have defeated the 
green campaigners and the North 
Pole will melt all the faster, while 
the sound of tlie bell ringing for the 
end of playtime is mistaken for a 
dance tune. Wo may savi; something 
from the wreckage, but is it better 
to engage with this immeasurable 
disaster with a knowing grin of 
denial, or to acknowledge the 
new reality^ If the form(;r, then 
Landscape Fiitures performs 
e.xceUently. If the latter, it is 
yet another portent of doom.

Above: the exasperating 
tochno-whlmsy of the 
steampunhs and their 
architectural equivalents 
follows in the footsteps 
of Victorian gentleman 
scientists and their pointless 
Inventions, such at this 
doughnut-shaped bite 
for measuring the weather 
designed by Alexander 
Graham Bell, pictured 
here (far rightjsupervising 
the launch of hie creation 
Below: a boffin qulixically 
studies the skies

Come rain 
or shine
JOSEPH DEANE
Weather Architecture, Jonathan Hill, 
Routledge, London and New York, 
£34.99

The ‘hermetic double neutralising 
wall’ was Le Corbusier’s ultimate 
attempt to isolate architecture from 
its environment. Consistency and 
control were its ideals. Like Georg 
Simmol’s reading of the ruin, the 
fear of the architect is as that his 
exquisite creation might somehow 
be undermined by the will of 
another agent: Nature. In Weather
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ATchitecinre, his seventh book, 
Joiiathiiii Hill so<!ks to deconstruct 
this concoit as part of his ongoing 
investigations into the nature of 
architectural authorship.

Anyone who is familiar with Hill’s 
teaching at the Bartlett will he aware 
of his interest in the relationship 
bt?tween weather and architecture. 
However, what is perhaps surprising 
is the specificity with which Hill has 
chosen to examine such an expansive 
topic: by allying his research with 
the philosophies of the Romantic 
and the Picturesque, Hill hopes 
simultaneously to raise both 
movements from their ocvilarwntric 
connotations and highliglit the 
continuing significance of their 
shared tenets. This might at first 
seem an unnecessarj’ aside to what 
is already a considerable task, 
but it does servo to ground the 
research in a critical context that 
makes it more readily applicable 
to contemporary practice.

Throughout the impeccably 
referenced 320 pages of text and 
photographs. Hill suggests that 
we are still bound to the hubris 
of a ‘technocratic Modernism’.
Itself a philosophical vestige of 
the Renaissance, this practice! sees 
the artist rule as autocrat: truth as 
universal; and beauty as formulaic.
By comparison in the tradition 
of the Picturesque beauty is to l>e 
understood as subjective; perception 
as variable; and creati\ity as 
aleatory. Hill’s principal aim is to 
show how these motifs • together 
with Romanticism’s attachment 
to the senses, time, decay and 
the imagination are critical 
if we are to reach a more holistic 
understanding of architecture, 
ecology, politics and the self. 
Architecture has to be considered 
‘an incident in an environment with 
which it eonverse(8)’, writes Hill.
The problem at the root of Le 
Corbusier’s neutralising wall was 
the presumption that Architectures 
together with all human constructs, 
could bo somehow isolated from the 
complex, immersive phenomenon 
that we call ‘nature’. With each 
chapter of the book Hill draws 
from an array of R<imantic and 
Picturesque art, philosophy and 
architecture to illustrate weather’s 
uneqiiivm al role as a creative agent. 
Whether this be tlirough its political 
effects on cultures, its somatic and 
emotional effet^t on humans, or its 
unpredictable physical effects on 
their creations, in each case it is

Right: Mie«'i Farnsworth 
Houto it mirrored by 
floodwaters after an 
inundation in 1996. It's a 
Ballardian portent of modern 
technological civilisation 
meeting a natural crisis 
of its own manufacture 
Below; Sverre Fehn's Nordic 
Pavltlon at the Venice 
Biennale in 1962 was 
punctured by tree trunks: 
an exampk of Modernism 
in tune with the natural world

the blurring of the natural and 
the manmade, the interrelation 
of nature and culture, which forms 
the thematic crux of the text.

However, Hill is not suggesting 
that M<Kieniiam has i>een xcholly 
devoid of such sensitivities. Far from 
it. Nikolaus Pevsner a<lvocated a 
movement more romantic in its 
ethics; situated, emotive and reactive 
as opposed to international, 
mechanical and inert. Sverre Fehn 
and Sigurd Lewerentz accompiished 
this by elfectively translating the 
national romanticism of Scandinavia 
into what Christian Norberg-Schulz 
called a ‘romantic Modernism’. The 
particularities of Nordic light, clouds 
and air defined the region’s cultural 
sensibilities ami came to form the 
raison d'etre of its architecture. 
Culture and climate, landscape 
and vernacular, w(*re considered 
reciprocal authors. Similarly, Alison 
and Peter Smithson’s numerous 
works, in particular their ‘House 
of the Futim^’ (exhibited 11)50) 
and Upper Lawn Pavilion (1060-02), 
rejected the Modernist hermetically 
sealed unit in favour of an 
architecture that was open to 
weather’s advances. Testing the 
assumption that ‘some loss in 
ennronmental comfort is amply 
compensated by, and even necessary 
to, a more complete tjxperience of 
nature’, I lill cites these examples 
as indicative of a Modernism that 
is both poetic and pragmatic.

Wea\ing liis argument with 
clarity throughout, Hill arrives 
at an understanding of weather, 
architecture and user as 
‘eo-pr(Kiuctions’ of one another. 
Examining Derek Jarman’s Prospect 
Cottage, together with Joseph 
IHirner’s IPth-oontur)' London 
studio, we find an alignment of the.se 
agents. While the former found itself

under the shadow of a nuclear power 
station on the exposed brim of 
Kentisli coast, in the case of the 
latter, soot-laden rain from an 
industrialised city streamed in 
through the roof. In both cases, 
however, the biome of architecture, 
weather and inhabitant is to be 
considered a hybridisation, 
with each element produced in 
variable measure by Imnian and 
non-human actors.

It is here that Hill’s research 
becomes most relevant. However, 
those who are familiar with the 
works of Erik vSwyngedomv, Matthew 
Gandy, Jane Bennett ox Antonio 
Damasio would |>erhaps like to 
have seen Hill’s work make better 
reference to its wider academic 
context. The Picturesque and 
Romantic idioms that he draws 
upon - overshadowed as they are 
by the persistent rationalism of the 
Enliglitenmeiit have recently found 
renewed significance following 
discoveries in contemporary physics, 
neurology, geography and the social 
sciences. One cannot help but think 
tliat the book would have done well 
to capitalise on such an engaging 
body of sympathetic literature.

That said, Weather Architecture 
remains an impeccably researched 
and thought-provoking w’ork in its 
own right. By shifting the trend of 
normative thought, Hill hopes W'e 
can arrive at a rtjvived, more 
dynamic understanding of the 
complex ecolog>’ in which we are 
eml>edded. Architecture is not 
a timeless object. It is part of an 
infinitely complex network of actors 
of which the arcliltect is only one. 
Natures produce cultures and 
cultures produce natures. The 
dialogue between weather and 
architecture is a microcosm of 
this inseparable interrelationship.
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Upon 
the roof
ROBERTSEVAN
Architectones: Xavier Veilhan at the 
Mamo, MAMO Marseille Modular, 
Unit^ d’Habitation. Marseille, until 
30 SepUnnber

‘I couldn't buj- a I’icasso but I could 
buy a Corbusier building.' It’s an 
unlikely confession, but Ora-ito is 
an unlikely person, xilso known as 
Ito Morabito, he is the 36-year-old 
scion of an arcliitectural family 
who, a decade ago, began amassing 
a personal fortune (j)lus requisite 
art collection) after designing a suite 
of infamous faki- ads that successfully 
marketed luxury brands.

The Corbusier building in question 
is the gymnasium on the roof terrace 
of the Unil6 d’llabltation, 53 metres 
above Ito’s home towm of Marsi*ille: 
‘The first manifestation of an 
emiroiunent suitcKl to modern life,' 
declarc*d he Corbusier when he 
handed the building over in 1052. 
Alongside the gyn> was built a 
nursery, paddling pool and raised 
solarium dcKik later built over 
witli an inapt pitehed-roof structure.

‘Ever since 1 was a kid I have 
been crazy about Le Corbusier’s 
work,’ says Ito. ‘He was iny 
Superman, my Batman. I couldn’t 
believ<^ it when the gymnasium 
came up for sale I had to have it.’

Following intense negotiations, 
trying to meet the competing 
demands of contemporary building 
regulations, the Fondation Le 
Corb\isier and the Centre des 
Monuments Nationaux, the pltchtKl- 
roof addition has been remove<i, the 
ModxUcu'-proportioned timber glazing 
bars of the gymnasium reinstatt’d, 
concrete shuttering repaired and 
the space restored as an art gallery, 
bookshop and apartment/studio 
for a resident artist - all carvtHl out 
of the existing volumes.

The €7 million restoration funded 
by Ito, the Cnit6’s owner-occupiers 
and the government, is now knowm 
as MAMO - Marseille Modulor. 
Central to the gallery’s programme 
is an artist’s residency each summer 
where the artist installs their work 
on the roof terrace in dialogue with 
the architecture. Winter months 
will see a local mix of poetry, dance, 
fine art and design.

This Jmie sj\w the arrival (along 
with tnickloa<ls of Corbusian chaisee 
for the interior) of the work of French

student and half of French synth-pop 
duo Air. It is one of a series that 
Godin has composed to ao(?ompany 
Veilhan’s interventions. The music 
%ill eventually be released on vinyl 
alongside a sot of books charting 
^'t'ilhan’s progrc'ss. Next up are 
installations at Claude Parent 
and Paul Virillo’s St Bernadette 
dll Banlay and, in all likelihood,
Mies's Barcelona Pavilion.

Veilhan’s opening work at the 
Vnit6 Is a sincere if curious and 
at times somewhat literal-minded 
response but it also clearly sets out 
the gallery’s programmatic stall.
The real gain, however, is the 
restoration of the terrace and the 
gallery space itself, adding to the 
rooftop’s already considerable magic.

‘It’s a dream come true,’ admits 
Ito. ‘Three years of hard work. I put 
ei’erj’thing I hai e into this. I even sold 
Xavier’s piece from my collection - 
he was so mad with me.’

The project has coincided with 
Marseille’s year as European Capital 
of Culture so the opening has come 
in the same month as a clutch of new 
museums including Rudy liicciotti’s 
mannerist MuCEM (page 64) and 
a (juayside folly with a mirrored 
soffit by Norman Foster that 
owes no small debt to SANAA’S 
Serpentine Gallery pavilion.

Marseille’s slow and troubled but 
perhaps inexorable gentrifieation 
continues. Ito will be part of it once 
more his next big project is a land 
art park on a rocky island offshore 
that is visible from the Unity’s roof.

sculptor Xavier Veillian, whose 
series of Architectonee site-specific 
installations have had previoos 
incarnations in California houses 
b>' Lanlner, Koenig and Neutra.

‘At first I thought it was a dialogue 
witli the buildings but it lias [also] 
ended up a dialogue with people,’ says 
Veilhan. ‘They always have something 
in common and it is this interest in 
architecture that is almost a devotion 
to a building; to something bigger 
than yourself in scale and in tim<!.’ 
This presumably extends to Ito.

Veilhan’s outdoor interventions 
include a giant blue bust of Corb 
drawing directly on his own building 
(‘a short cirenit’) and new framing 
planes created by stringing parallel 
wires between architectural elements 
and building a stage wliere models 
of boats by Buckminster Fuller and 
Pierre Jeanneret sail past each other. 
‘As a viewer, I wouldn’t want 
something in the way I don’t 
want to impose,’ explains Veilhan.
‘My work is an optical tool - 
something you look through rather 
than at - it is about celebrating 
rather than appropriating fame.’

Inside the gallerj', where the shell 
form has been refined meticulously in 
Eraclit panels and a self-supporting 
balcony inserted, items include a 
large mobile whose counterweight 
Is a figure of Le Corbusier smoking. 
The cigarette smoke is actually the 
mobile’s supporting wire. Thei-e is 
also an imaginarv' euro note featuring 
the Unitd and a musical piece by 
Nicolas Godin, former architectim^

Above; looking fik« 
an eocaped member 
of omniproMnt irrltanft 
Tbe Slue Man Group, 
tfiis bust of Le Corbusier 
by sculptor Xavier Veilhan 
occupies the roof of 
thoMarseilloUnitd 
Beiovr the recent restoration 
of the Unite was funded 
by Ito Morabito. who now 
lives in the former gym
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First established iii 1969, 
the faculty moved to its dramatic 
location on Debbieh Campus in 2006. 
Altlmugli almost an hour from the 
city by student bus, campus life is 
connected to Beinit by a concern 
with the challenges that face this 
once-thriving cultural melting pot, 
an urban milieu marked in modem 
times by strife. To an extent, the BAU 
mission emerged as a way of dealing 
with such conditions, seeing Beirut 
less as a casc^ study and more as 
a iM)int of convergence for what 
Ahmed Attia, Dean of the Faculty, 
describes as a ‘diversity' of influxes' 
concerned with ‘place-making and 
the cultural identity of cities’ in 
the Arabian Gulf and Middle East.

Attia is unsentimental about the 
ptfdagogical challenges presented 
by the globalisation of practice, 
and pragmatic about the need for 
students to l>e worldly - able to steer 
between domestic prioritits and the

increasing mobility of modem life.
In this negotiation, between local 
and global scale, BAU has a strategic 
function: ‘It is clear the role of 
Leijanon as a bridge iwtwcen Western 
and Arab cultures’. This is not just 
about being open to diverse ideas, but 
about framing the school as a context 
for dialogue: bringing tlie world 
to Beirut. This objective is jiiit into 
practice by engaging with institutions 
such as the RIBA (BAU recently 
acquired accreditation at Part 1), 
in exchanges with regional partnem 
such as Alexandria University, and 
in a programme of nsiting academics. 
Such initiatives contribute to the 
school’s comparatively cosmopolitan 
sensibility, as well as conferring 
the institutional authority associated 
with providing an international 
hub for debate.

Visiting professor Ana Serrano, 
a Spanish architect whose practice, 
Serrano Evans, is based in London,

1-4. Harrar INsan Al-Jaasani 
proposed a traditional craft 
school in Baghdad that refers 
to local traditions - for 
example, la Its filigree 
abstract patterned roof 
- withoiit recoarse to 
Isiamicisingclichds

Beirut Arab 
University, Lebanon
MATTHEW BARAC

.Arrhing for the first time at 
Beirut Arab University (BAU) 
school of architecture, part of the 
Facultj- of Architectural Eugineering, 
you cannot help but admire the view. 
T'he four-storey building, sited at 
the c“dge of a plateau, is entered from 
the top, anti as the eye is drawii up 
towards egg-crate stone sun-ballles 
and ahead to man el at the 
twinkling Mediterranean lai^ishing 
some 10 kilometres to the west 

the section steps down into 
a studiously cxinvivial internal 
c“ourtyard. Activity is everywhen; 
in and around the light-filled space, 
which brings together design 
studios, libraiy' spaces, computer 
labs and workshops.

I



cancer occupies a ehallonging locale 
in Bekaa, a fertile valley district In 
Lebanon renowned for agriculture.
In an effort to address primary 
human issues of wellbeing and 
loss - issues often ‘medicalised’ 
in care-gi\ing institutions - 
Falirat’s proposal organises its 
accommodation into a ‘hejiliiig 
village’ with spaces d(!sign<ul to 
promote emotional and mental 
health, hoping to give young cancer- 
sutfercrs back the childliood tliat 
their illness has taken from tiunn.

The active sense of exchange 
embodied in the central space of 
the faculty building characterises 
much student work. This intellectual 
and architectural dialogue between 
foreground and background, pa.st 
and present, local and global 
doesn’t seem threatened by the 
idea of what tomorrow may bring, 
but rather informed by a curiosity 
about future i>ossibiUties.

offers workshops at HAU that 
mobilise altoniative ways of tlunking 
about design; this year her focus is 
on narrative as a tool for architectural 
conceptualisation, an approach that 

at fat't! value seems at odds witli 
an established emphasiM on ty|)ology. 
Yet she believes her contribution 
aligns precisely with Attla’s 
objectives; ‘BAU teachers train 
architects primarily for the Arab 
world, but they knou- that if tlu‘ 
sclwwl is to compete it nuint creat<* 
adaptable and (lexible prol'es.sionals 

not just technical exix.Tls’.
Although traditional and regional 
precedents ara held in high esteem, 
debate encourages students to think 
independently. ‘The BAU idea is 
about moving towards a eulturt* 
of critical thinking.'

As a result, many student projects 
embrace themes of dialogue and 
change, attempting to strike a 
balance between local and global

demands. In hi.s proposal for a 
traditional craft school in Baghdad, 
Karrar Ihsan Al-Jassani celebrates 
Ancient Near Eastern motifs 
while studiously avoiding pastiche. 
Geometrical studies and attention to 
the relationship between construction 
and oi'iiament inform his design, 
which choreographs an architectural 
promenade to a rhythm of exchange 
l«;twcHin darkness and light. Tarek 
Akra’s tourism development at Sidoii, 
Lebanon’s third largest cit>-, builds 
not only on the notion of trallic 
between past and present, but on 
an idea about pntfessionalism that 
easts the architect as mediator 
b(>tween technological, social and 
spatial concerns. With the aim of 
rehabilitating a deteriorated site, 
the ambitious project encompasses 
elements of landscape, infrastructure 
and architecture.

Rand Jamal Farhat’s rural centre 
for the treatment of childnm with

S&G.Rand JamaiFarhat's 
centra far ttie treatrnenl 
of children with cancer it 
iocated in an agricaltural 
region of Lebanon, 
and attempts to create 
a more holistic and 
less Instituttonal 
healing environment
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REPUTATION!.
Romanesque; so heavj’ that he 
watehed his own Chicago Auditorium 
Ihiilding literally sink month by 
month as ho marched into his office 
within. Here, in partnership with the 
urbane, under-appreciated Dankmar 
Adler (who provided the engineering 
teehiil{|ue), they escaped load-bearing 
masonry to produce such frame-built 
classics as the WainwTight Building 
in St I^uis (1891) and the Guaranty 
Building in Biitfalo (1894).

That his monumentality is matched 
by unbridled Align* has made him 
the doyen of post-structuralist critics, 
who wonder at the dressy elements. 
For Sullivan, his architecture was 
not costume, but closer to trees and 
flowers. His writing certainly nms 
with metaphors from nature.

Ilis books, to which he devoted 
his later years, noiahly Kindergarten 
Chats and The Autobiography of an 
Idea are of^utting but strangely 
mesmeric/turgid Iwrdering on 
tlie insuircral)le and reveal a man 
morbidly sensitive to the culture 
tliat stoo<1 in his way. Especially in 
Europe the self-serving preachy tone 
meant difficulty in publication. It is 
‘The Tall Office Building Artistically 
Reconsidered’ which provides the 
landmark manifesto: solid base on 
two floors, middle section of many 
floors, and attic storey with comice 
for services, still relevant today, 
at least among more conservative 
architects. It is a robust formula, 
and Sullivan carved it up accentuating 
first tlie vertical, and latterly the 
horizontal. Szarkow’ski’s photographs 
of Sullivan’s oeuvre in the 1960s, 
in the cityscaptj of Quys andDolUy 
give us something of his dramatic 
contribution. By then cluttered with 
nilgnr (now vintage) advertising, 
these pictures strongly demonstrato 
HulUvan’s unlqu<» sense of purpose.

Sullivan was bede\illed by financial 
crises, and undone by the verj' ‘hustle’ 
and ‘salesmanship’ he abhorred.
He liad been let go by Frank Furness 
in the doprt'ssion of 1873, and hi.s 
partnership with Adler dissolved 
w ith the financial panic that followed

‘Ilis inspiration 
oinboclied a 
utopian Iroutioi* 
spirit to sweep 
away corrupt 
European t'dste; 
Ilis imperative 
to respond to 
the New Woi'ld 
and iUustriously 
occujiy tlie 
Jefrersonian grid’

20 years later. In 1899, after six 
years stru^ling on his own, Sullivan 
married Mary Azona Hattabaugh. 
This further precipitated disaster. 
They bought a second home in 
Mississippi, but separated in 1909, 
days after SuUivan had auctioned off 
most of the lioosehold goods to pay 
debts and support her fledgling acting 
career. The same year he w-as passed 
over for the design of Mr Selfridge’s 
flagship London store despite having 

' designed Selfridge’s Chicago base: 
the astonishingly modem (if you 
ignore the lace skirt) Carson, Pirie, 
Scott, & Co (originally Schlesinger & 
Mayer) buUding of 1904. He drew few 
commissions from then on. His loyal 
draughtsman George Elmslie also left 
in 1909. A year later he had to sell the 
Mississippi home and was divorced 
in 1016. They had no children.

Sullivan originally said he liked 
his biiildings ‘in the nude’, so spKjrting 
so much in the way of ‘cabbagey’ 
(Pevsner) or even geometric 
ornamentation may seem a 
contradiction. Recasting the question 
has brought a new linguistic intricacy 
to criticism, but to paraphrase Terr>- 
Eagleton, those days the empliasis 
tends to be the erotic body rather 
than the pissed and penniless one.

Jennifer Bloomer finds Sullivan’s 
decoration analc^ous to the brocade 
or even the plaiting of pubic hair.
By enjojdng her aigument we might 
penetrate the recesses of SuUivan’s 
mind, a mind that, if you like, didn’t 
know it w'as, and even if it was, 
couldn’t have been open about it. 
Indeed Sullivan and his buildhigs 
were given to exquisite trimming, 
and he seems to consistently 
elaborate more literal interpretation. 
Noting the rings around the entrance 
of the Ifransportation Building for 
the Chicago World’s Fair (1893), w* 
shouldn’t be surprised at Bloomer’s 
mterest. Meanwhile Clare Cardinal- 
Pett has evocatively rolled around in 
fbli-size Elmslie details {presumably 
drawm while Sullivan was drowming 
his sorrows in the bar) that she found 
in one of his eight small later banks.

Louis Sullivan
PAUL DAVIES
Nobody illustrates the perilous fate 
of the idealist architect better than 
Louis Sullivan and few offer such 
a merry dance in interpretation.

The most precise definition of 
his personalitj* comes from Kenneth 
Frampton; ‘metropolitan demiurge 
and Celtic mystic’; the most laconic 
via Leonardo Benevelo: ‘a little man 
in an impeccable brown suit’. But 
elsewhere is a wealth of adjectives: 
egotistical, remote, temperamental, 
abrupt, condescending, self- 
destructive, otetinate, outspoken, 
dandyish, drunk and (possibly) gay.

He was the pioneerii^ ‘Lieber 
Meister’ for Prank Lloyd Wright, and 
a tragic hero who suffered a penniless 
death at 68 under a single liglit bulb 
in a sliabby rooming house in 1024.
It’s a storj* straight out of John Dos 
Passes: the life of an American hero, 
a life without a second act.

Wright deceived Sullivan by 
moonlighting while Ins employee, and 
then took his most useful ideas and 
privatised them. He’d had a drunken, 
despairing Sullivan thrown out of his 
club asking for change, but he lionised 
him in death. Sullivan was a handy 
predecessor but a fundamentally 
different kind of idealist, perliaps 
in the tradition of Thomas Jefferson 
and certainly Walt Wliitman (who 
Sullivan emulated), less selfish than 
Wright, but more doomed. His 
inspiration was a social whole, 
embodying a utopian frontier spirit to 
sweep away corrupt European taste; 
his imperative to respond to the 
New World and illustriously occupy 
the Joirorsonian grid with buildings 
in w4iich Edison’s electricity and 
Otis’s lifts could work their magic.

The buildings themselves liave 
a profound soliditj*. If Sullivan 
inherited an>’ European taste (he 
studied at the Ecole des Beaux-Arts 
in Paris in 1874), it was something 
of the spirit of Michelangelo, and 
the repertoire in the Richardsonian

I

Louis SuINvsn
1656-1924
Educstlou
l672MrTattlws<«sri6 
1673 Appronticato 
Frank FumeM

I 1674 Eeala das loawx'Arts, 
Paris
KaybuMdinis 
Walnwright Bulldinf,
St Louis (1861)
Guaranty Building, Buffalo 
(1895)
Carson, Pirie, Scott. L Co 
Departmant Store, Chicago 
(1604)
Keyosuy
The Tall Office Building 
ArtlsticaMy Considered' 
(1896)
Quote
'If It the pervading law of all 
true aianifastatlons of the 
head, of rha heart, of the soul, 
that the IHe Is rocogniiable in 
Us eipression, that form ever 
foffews function'
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both images are still controversial; 
he was considered a gentleman by 
clients and builders even in tliis sad 
late period, as shown in Szarkowski’s 
exquisite volume of photographs and 
homely interviews published in 1956. 
However, it may give rose-tinted 
memories, as S\iUivan liad died 30 
years earlier and been respectably 
awarded the AIA Gold Medal in 1944.

The detective game of influence 
continues. We have Wright, but also 
Berlage and Loos (Bloomer makes an 
amusing connection vvith his Chicago 
Tribune Tower) and Scully cites the 
Wainwright Building as a source for 
Rossi. But they all ditch the filigree. 
James Stevens Curl asisures us of 
the dislocation between American 
ideas and E\iropean ones. ‘Form 
follows function’ may bo carved in 
his tombstone, but w(! EuroiHians 
misinterpreted it. We should 
understand his functionalism as mort> 
‘spirit into being’, but adopted the 
catchy phrase more sui)erficially as 
buildings defined by use. Contrarily, 
Sullivan, with months to live, 
complained to Neutra that he was 
perhaps only an influence in Sweden 
and Germany, but these setmi surface 
affiliations since he also complained 
that Loos was a ‘no good’ and derided 
almost all but good honest folk.

Whatever SuUivan's decline, the 
laU* banks are fabulous. They are 
essentially secular churches, with the 
bank vaults as altarpieces; a tribute 
to toil on the land and the thankful 
harvest, and to probity and thrift. 
Sullivan purposely over-specified 
the vaults. The banks themselves 
were consistently over budget, but 
the locals saw the benefits. Sullivan 
referred to them as jewel boxes; an 
apt epitaph given his credit history.

He was a great architect with 
little faith in the establishment, 
even wondering if‘the discovorj’of 
America had proven to be a blessing 
or a curse to the world of mankind’. 
He made many intemperate public 
statements that alienated him from 
liis colleagues, but such were the 
makings of a hero.
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With £500 bilhon likely to be spent over the next three decades on
upgrading existing housing, commercial and industrial buildings,
retrofits will play a significant part of the future construction Industry.
Can you afford to miss out on meeting those who are standing out for
their pioneering retrofit designs?

To book your table contact Francesca Verdusco on 020 3033 266G
or email her at Francesca.Verdusco@EMAP.coni



Cascade Coil Drapery's flexible round weave woven wire fabrics are catching the eyes of today's designers. With its versatility, unique texture, variety of colors, flexibility and 
durability. Cascade Coil Drapery is a long term solution for today's modem style. Desigr«rs and ardiitects arourK) the worid are creatively using this material for a wide rar\ge of 
applications induding lighting, partitions, window treatments, and other ornamental applications. Woven wire mesh offers many advantages over conventional drapery. Besides 
being durable, fireproof, ar>d virtually maintenance-free, the material diffuses and enhances lightir^g without blocking views or ventilation. Save energy by reducing heat loss and 
gam using Cascade Coil's woven wire fabric for interior and extericx window applications. For over 25 years. Cascade Coil has offered round weave woven wire fabrics that have 
fueled the imagination of architects, designers and other aeative people in the design community. Cascade Coil proudly manufactures their products in the USA and distributes 
them globally.
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DRAPERY

01.971.224.2188 I www.cascadecoil.com
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In HP Lovecraft's overbaked 
fantasy nevella 4f fbe 
Mountains of Madness, 
polar eiplorers discover 
'carious refularfties of 
the hi^r mountain skyline 

regularities like clinging 
fragments of perfect cubes 
^ The effect was that of 
a Cyclopean city of no 
architecture known to man 
or to human imagination .m 
embodying monstrous 
perversions of geometrical 
laws.' ThisLovecraftian 
drawing by £va Le Roi is 
part of a series shewing 
permutations of a cuboid 
form. Published in the May 
edition of thejournai OAS£, 
Le Hoi's images respond 
to a collectfon of essays 
answeringthe question: 
'¥niat is good architecture?' 
The teit by Pier Vittorio 
Aweli, illustrated here, 
cotKiudes that ‘in order 
to be good, architecture 
has to fulfil a tabula rasa.
H has to become destructive'
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Integral form Customize, expand, reinvent -
USM transforms imagination into unique compositions.

Visit our showroom or request detailed information.

USA: USM U. Schaerer Sons Inc . 28-30 Greene St., New York. NY 10013. Phone +1212 3711230 
International: USM U.Scharer Sohne AG, 3110 Miinsingen Switzerland, Phone +41 31720 72 72 
Showrooms: Berlin, Bern, Dusseldorf, Hamburg, Munich, New York. Paris. Stuttgart. Tokyo 
info@usm.com. www.usm.com Modular Furniture



SaphirKeramik

1

A REVOLUTION 
IN CERAMIC DESIGN.
SaphirKeramik^” allows a new language in ceramic design, 
where precise, thin-walled shapes and tight edge radii are possible: 
A high-tech material at the core of new design.

LAUFEN
Baihroom Culture since 1892 D www.laufen.com


