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ANTI BREAK-IN, ANTI BURGLAR PROFILES FOR ROLLING SHUTTERS IN ALUMINIUM AND INSULATED STEEL.

"HURRALLUU

43011 BUSSETO (PR) ITALY — TEL. 0524/92041-2-3 — TELEX 531656 PROFAL — TELEFAX 0524/91188

Deliberately created for the new energetic demands, thoroughly resistant,
ideal for new installations and replacements. The mark PROFALCO comes from
the experience obtained in aluminium and steel-working and its insulation.



Genuine wood can
create warm and intri-
guing rooms - inspiring
to design and to deco-
rate.

Lifting office build-
ings, exhibition halls
and industrial areas as

well as residential pro-
jects into genuine art.

Junckers is the largest
producer of prefinished so-
lid hardwood flooring in
Europe. All based on tem-
perate zone wood and rege-
nerated from a vigorous re-
planting project.

For more than 6 deca-
des Junckers has con-
stantly worked with, and
further developed the possi-
bilities of using solid prefi-
nished hardwood floorings.

Contact your local dea-
ler and see an assortment
of prefinished solid floors
from only 8 mm thickness
up to 22 mm in dark and
light colours and different
flamey grades.

The unique "Clip Sy-
stem” enables you to use
solid hardwood flooring on
any levelled base. A system
which in itself can make
genuine art possible. All in
all Junckers has the basic
materials to lift an archi-
tectural design into a new

dimension.

N
the reply Service or contact your local dealer for further information. Draw from our more than 60 " '

s of experience within solid prefinished hardwood floorings. JUNCKEB,S

ed Kingdom, Junckers Ltd., (0376) 517512. US.A., Junckers Hardwood Inc., (714) 579-3188. France, Junckers France S.A., (1) Junckers Industrier A/S
95 02. Holland/Belgium/Luxembourg, Junckers B.V., 01720-30011. Spain, Junckers [berica S.A., 1-4620320, Sweden, Vaerftsvej 4, DK-4600 Koege
ers Industrier A/S, 040-41 61 25. Norway, Junckers Norsk A/S, (02164 76 90. Iceland, Egill Arnason HF, 182111. Italy, H. P. Phone + 45 53 65 18 95

ke S.R.L., 0585-632344. Switzerland, Bauwerk Parkett AG, 071/74 74 74. Korea, WTC Co. Ltd., 2-555-4191. Hong Kong, Telefax: + 45 53 65 99 36
ian Limited, 8612212, Japan, ABC Trading Co. Ltd., 35 07 71 50. Canada, Centaur Products Inc., (604)430-3088. Germany,

ers Parkett G.m.b.H., 4000 Diisseldorf,
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NACO SUNBREAKER:
AN INTELLIGENT ANSWER TO SUNLIGHT

Whenever you have the problern of controlling sunlight, NACO
proposes an adjustable or fixed sunbreaker with aluminium blades
of 15,21, 30 and 45 cm width.

The NACO sunbreaker is available in different colours,
it is easy to assemble and does not need maintenance.

For more than 30 years the adjustable NACO sunbreaker has had
much success all over the world thanks to its manyfold use, functional
working and great structural elegance.

00198 ROME (ITALY)
ey Corso d'ltalia, 35/B
r & 4 4 ~y N Phone (06) 84.15.766 - 88.42.136
| W 4 Telex 626433 NACORM

A_

| 2 N 4
- W W Telegr. NACOLITE
CO ITAL Telefax (06) 88.45.197
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NAcO CHANNELS:
THE BACKBONE OF THE ADJUSTABLE SHUTTER

In Italy, in Europe and troughout the world, NACO is
synonymous with a shutter with adjustable blades
because NACO manufactures the basic element of the shutter:
the channel with the clips.
NACO thus continues the shutter tradition, renews it in its
materials, gives it new functions and makes it totally adjustable.
On the left hand you see NACO SP-54 with special blades
of extruded aluminium or plastic, with rubber joints.
On the right hand you see NACO PL-60: traditional blades with
all their charm, their elegant design and the warmth of the wood.
Respecting classical taste, NACO SP-54 and PL-60 allow an easy
2 regulation of light intensity, a perfect ventilation and the

s\  exclusion of rain, dust and noise.

Throughout the world NACO
stands for adjustable shutters.

00198 ROME (ITALY)

iR we SRR e Corso d'ltalia, 35/B

~ NS NS ~5 B Phone (06) 84.15.766 - 88.42.136
r & 4 ¥ 4 Ty Telex 626433 NACORM

&y &F U W W Telegr. NACOLITE

PILLAR NACO ITALY Telefax (06) 88.45.197




FOCCHI PANORAMI'

Achievements in architecture

Recently introduced into the UK market
Focchi’s “‘Panorami’’ structural silicone system
incorporates many important features.

\eritalia Pilot Training Center, Napoli
Ing. Onofrio Lombardi, Arch. Domenico Oliviero

*Freedom in design

*Rapid erection on site

*Long lasting quality

*Resistance to water and air penetration
*Energy savings and acoustic comfort
*Internal comfort

*Easy maintenance

1) THERMAL CAPABILITY-a combined
mean K value of less than 1W/m2/C using
specific glass combinations.

2) FLUSH FACADE-opening lights from
which the exterior are indistinguishable
from fixed glazed panels.

FOCCHI

FIAT Engineering spa: Lingotto Exhibition Center, Torino
Arch. Renzo Piano

3) ACCESS-double glazed inner units
hinged to allow cleaning and easily remo-
vable from the inside in case of breakage.
4) REPAIRS-an external structural silico-
ne unit replaceable from the inside in the
event of breakage.

5) FLEXIBILITY OF DESIGN-the ability
to combine stone, granite or composite pa-
nels and Focchi's traditional curtain wal-
ling system "Therma' within the Panorami
system.

6) PATENTED SECURITY SYSTEM-the
world's only patented invisible fixing
method for the retention of structural sili-
cone glazing.

Focchi spa Curtain Wall
Circonvallazione Ovest, 9 - 47037 Rimini Italy
Tel. 0541 740055 telefax 0541 742167

Telex 550686 FOCCHI 1
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Let your imagination soar...

PITTSBURGH CORNING

GIASS 11 -

PRODUCTS

There is a difference in glass block quality. And the
service that comes with it. That's why independent
surveys have shown that nine out of ten architects
and designers who use glass block specify
PC GlassBlock® products.

The clarity and brilliance of American-made
PC GlassBlock® products are unmatched, thanks
to the exclusive use of low iron-content sand. No
recycled glass is ever added because this affects
color and clarity. And the unique edge coating on
PC GlassBlock® products provides a superior bond
with mortar, expediting installation. At Pittsburgh
Corning we maintain strict quality control—for
example, each block is visually inspected at least
once before it's packed. The result: superior,
consistent products.
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For more information or assistance, please contact:

UNITED KINGDOM — PmeUfgh Corning (UK) Ltd., TR L l:: :: it
Reading, RG1 RQU, Tel: 44-734-50065, _ R E T
FAX: 44-734-509019 i gag o TEEEEEEw
FRANCE — FIPCO, 54180 Heillecourt, T
Tel: 33-83566516, FAX: 33-83533365

SWITZERLAND — H. Gabella Verres, S.A., 1312

Eclepens, Tel: 41-21-8666516, FAX: 41-21-8666470
UNITED STATES — Pittsburgh Corning Corporation,
Pittsburgh, PA, USA 15239, Products Information B o i
Hotline: 800-992-5769 or (412) 327-6100, :fc'r“ftgﬁf%ﬂ“aﬁ°"£afk.“l'“’ga- NJ
FAX: 412-733-4815 bt st

First Union Clock Tower,
Charlotte, NC

Architect; JPJ Architects

ARGUS® Pattern with
Fibrous Glass Inserts

HEDRON® | Corner Block,

VUE® Pattern

Metropolitan Toronto Police Headquarters, Toronto,
Ontario, Canada
Architect: Shore Tilbe Henschel Irwin Peters Architects
and Engineers, and Mathews and Haldenby, incorporated
DECORA™ Pattern
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And erects space structures, of all
types and sizes. Wherever they
required.

Because ORONA is perfectly qualified
for finding and developing the ideal
solution for any of your projects.
Without limiting your imagination.
That’s why ORONA s at the top.

And that is also why it has been chosen
to cover the Barcelona 92 Sports
Palace.

If you have space you want to conquer,

consult ORONA about it.

ORONA

LIFTS AND SPACE STRUCTURE

ORONA S.Coop. Lida.
P.OBox 1312

20080 San Sebastian (SPAIN)
Phone: 34-43-551400

Fax: 34-43-550047
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ROYAL MINT COURT
ALUMINIUM WINDOWS, CLADDING
AND ACCESS WALKWAYS, 17°800*

DEVELOPER : CITY MERCHANT DEVELOPERS LTD

ARCHITECT : SHEPPARD ROBSON & PARTNERS =

MAIN CONTRACTOR . JOHN LAING CONSTRUCTION LTD =] I . I i! l
WINDOWS & CLADDING : HANS SCHMIDLIN (UK) LTD. TEL. 071-928 6260







ECURE WAY
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Protecting classified areas and facilities within f’. { Y\
finance, banking, scientifics etc. W /)
Covering the whole building - or isolated area inside. e

Over 4,000 installations. TONALI S.p.A.

20010 Arluno (Mi)

Via Martiri Liberta, 19
Tel. (02) 9017021 - 9012142
Telefax 9012141

20121 Milano
Via Montenapoleone, 8
Tel. (02) 76006534-76008287
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Parc La Vilette

We from Eurtmalco are to be situated among the world leaders of ambitious
enamelling in the building trade and the high quality architectural enamelling.

You can ask forour catalogue if you would like to know more about us and the products
we make.

Besides, if you should be interested in representing our company as one of our foreign
agents, do not hesitate and contact us!

National Mosque Kuala Lumpur

Head Sales Office
. [ Muhlgasse 12
I i D-7630 Lahr / Germany
L e kL FREELER Tel. (07821) 210 96-98

GSp—
- Shah Alam Mosque Kuala Lumpur Fax (07821)21099




THE LENGTHS
WEGO TO
TOGIVE YOU
MORE DESIGN
FREEDOM!

Now you can work with
curved toughened glass

in panels up to 2.3m

curvature by 2.6m height/
length, in thicknesses from 6mm
to 12mm.

Imagine the applications as

a covering medium for atria,

walkways, malls, conservatories,
entrance foyers; or the
streamlining effect on building
exteriors gained by adding curved
detail to insulating glass or
spandrel panels within curtain
walling. Use curved glass inside —
for partitioning that flows,
balustrading, lift capsules, display
cases, shower enclosures. Or
outside for street furniture, shop
windows, exterior elevators,
shelters. And remember that it
can be decorative too — with
enamel painted and screen
printed options.

The practicalities are just as
impressive — with options of single
glass or double glazed units
incorporating clear, body tinted,
solar control, low emissivity, non-
stick surface treated glass types.
Insulating glass options can
incorporate acoustic limiting
specifications or gas filled
cavities.

Stretch your capability for
exciting design — with Darby bent
tempered glass.

leading the field in glass development

Darby ?9

Darby Group plc, Sunningdale Road, Scunthorpe,
South Humberside DN17 25S.

Tel: (0724) 280044 Telex: 527327

Fax: (0724) B68295
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Reliability, quality-and a total service
ESCALATORS FROM APV

APV, the only UK based supplier of public service escalators, offers passenger transport
system operators a complete service — design, manufacture, installation and system care.
APV will accept full responsibility for the operational availability of its installations.

APV escalators are rugged: they have a proven record of better than 98% availability in the
busiest situations.

They are designed for a long life — up to 40 years for specific applications — plus ease of
maintenance, making maximum use of readily available spare parts.

With a choice of three models in the APV range, rises up to 30 m are offered, with a choice
to suit differing traffic situations and environments.

APV responds quickly. Modular construction helps halve accepted time scales.

Getintouchtoday. APV, the new force in escalator engineering

APV Baker
Escalator Division, Westfield Road, Peterborough PE3 6TA, England
Tel: 0733 262000 Fax: 0733 263570 Telex: 32311




High profile. Gianfranco Frattini

Serie Otto F in ottone e radica

Le maniglie Fusital
sono disegnate,
oltre che da
Gianfranco Frattini,
anche da:

Gae Aulenti

Mario Bellini

Cini Boeri

Achille Castiglioni
Gregotti Associati
Vico Magjstretti
Sottsass Associati
Marco Zanuso.

Le maniglie Fusital:
design d'autore.

© Fusital

DESIGN D’AUTORE

KOMMA

VCRINTERNATIONAL S.r Show-room AUSTRIA - SVIZZERA BENELUX - FRANCE GREAT BRITAIN UsSA
20055 Renate (Mi) Italy Milan 1 Valli & Colombo Gesellschaft m.b H Valli & Colombo N.V & C I ' & (
GERMANY ’ ' IRELAND

Valli & ylombo GmbH. & Co. K( Valli & Colombo Ltd




GEMA BAUELEMENTE AG
KUNKLERSTRASSE 9
CH-9015 ST GALLEN
SWITZERLAND

TEL: 41-71-321 532

FAX: 41-71-312 916

LEADING IN
METAL
CEILING SYSTEMS

GEMA METAL CEILINGS are one of Europe’s largest and best known ceiling manufacturers.
Apart from our metal ceilings we offer an extensive range of individually designed heater casings,
column casings and wall linings.

GEMA have one of the largest ranges of ceiling systems and perforation patterns, which can be
designed to suit any building module, and still offer demountability and integration with light fittings,
air conditioning etc. Our ceiling products offer the specifier a purpose made, versatile range of
systems which are ideal for today’s fast-track building programs.

Branches: Munich - Amsterdam - Antwerp + Barcelona + Madrid « Lisbon « London -
Dublin + Dubai * Singapore « Hong Kong + New York - Vienna




To understand
how Modernfold
stays first,

look at what

we did last.

Hong Kong Convention
and Exhibition Centre, Hong Kong

Modernfold will do it right, not just get it done. Whether accordion, flatwall, or portable panel,
every Modernfold installation reaffirms why we've been the leader in movable wall systems for
over 50 years. Today. that leadership has become even stronger. driven by a total commitment

to quality and service throughout the company. A promise and commitment that come with every
Meodernfold product and assure you we stand behind everything we do.

MModernfold

Modernfold's Qualiry Commitment

Modernfold is committed to delivering products and services
which meet the requirements of our customers.

As members of the Modernfold team, each of us pledges
to provide our product or service error free, on time,
every time.

Maodernfold, Inc. 1711 | Avenue New Castle, Indiana USA 47362 (317) 529-1450




I Thanks to our long
experience in metal cladding
construction and the many
innovations we have made
we can be relied upon for
sound professional advice.
Qur aim is to provide a
complete and comprehensive
service design consultation,
planning, manufacture,
finishing, site erection and
after sales service.

Everything under one roof.
Projects completed in
Germany, in the UK. and
elsewhere in the world are
our best recommendation.

West Germany

MBM

Metallbau Méckmihl GmbH
Allte Stadt, D-7108
Méckmishl

Phone 0 6298/38-0

Telex 466724 mbm d

Fax 0 62987/38-13

Metal Cladding Construction
Aluminium Windows and Daors
Shopfronts

Stacking, Sliding and Folding Doors
Revolving Doors

Special Metal Construction

DesignliniVietal

LA 6 ETALL ARG

PORTAL has won an enviable reputation
for reliability and expertise in designing and
manufacturing glass & metal architectural
structures,

PORTAL provides a comprehensive range
of services and products, including support
structures with aluminium glazing systems,
integrated access and cleaning equipment also
fully automated smoke venting installations.

Contact your partner

o

SOCIETE ANONYME
Rue des Deux Gares 120, B-1070 Brussels - BELGIUM
Phone (010) 32 2 521 00 46 » Fax (010) 32 2 521 01 76

Offices in Belgium, France, Netherland, Germany,
United Kingdom.

B.ER.G. sa 9011
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KOLLER (UK) LTD CURTAIN WALLING, WINDOWS & CLADDING
Telephone 081 9401636

Fax 081948 8238
96 Lower Mortlake Road DESIGN, BUILD & INSTALLATION

Richmond, Surey TW9 2JG THROUGHOUT THE WORLD




Crystallized Glass

NEOPARIES

High-tech glass building material is used in traditional European architecture

Neopariés is a new building material for
exterior and interior walls having a
marble-like texture and greater strength
and resistance to weathering than granite.
It can also be formed into columns and
curved corners, as it requires only a
simple process to make a curved panel

Six Main Features of Neopariés

|. Refinement

Neopariés is the result of numerous fine
needle-shaped crystals formed in glass.
As such, it reflects light subtly and
delicately, creating a highly refined visual
effect.

2. High Resistance to Weathering
Neopariés is superior to marble and
granite in resistance to acid and alkali. Its
resistance to acid is |3 times that of
granite, and |30 times that of marble
Thus, permanent exposure to wind, rain,
smog, etc. will not deprive this material of
its original sheen

3. Zero Water Absorption Rate
Having a zero-percent water absorption
rate, Neopariés is totally free of possible
damages from moisture and freezing. And
rust, lye of mortar and other stains only
cling to the surface without seeping in, so
that they can be wiped off easily.

4. Harder than Natural Stone
Neopariés has a Mohs' hardness of 6.5,
which puts it midway between feldspar
and quartz in hardness, and superior to
such natural stones as marble and granite
in resistance to abrasion and scratching
5. Lighter than Natural Stone

The specific gravity of Neopariés (2.7) is
practically the same as that of natural
stone, but the bending strength of
Neopariés is three times as high. And
unlike natural stone, Neopariés is totally
devoid of joints, which permits it to be
formed into thin panels weighing about
50kg per square meter. This makes this
material about 30% lighter in weight than
natural stone materials.

6. Easy Reforming of Curved Panel
Taking advantage of the properties of
glass inherent in Neopariés, curved panels
can be made easily by heating and
softening. Compared to natural stone
which requires a thick block for hewing

curves out of it, Neoparnes Dr'DVLdES Renovated Concertgebouw When they were finally completed, producing a majestic effect that surtably
sturdy panels at a lower cost. And curved commemorative concerts celebrating the honors the venerable concert hall. The old
panels of Neopariés give a gentle and soft To celebrate the 1988 centennial of the dual occasion were held house can be seen through the newly
texture to the le‘OlﬁgS. world-renowned Conc g N concert Neopariés was used for the columns lining completed wing, which might be called its
hall in Amsterdam, full-scale renovation the wing. These dark grey columns rise show window
and expansion were undertaken from their large stone foundations

Comprehensive engineering data and installation information are available on request. Please call or write

E Nippon Electric Glass Co.Ltd. Building Material Division
I-14 Miyahara 4-chome, Yodogawa-ku, Osaka 532, Japan Tel: 81-6-399-2721 Fax: 81-6-399-273|

Concertgebouw Representatives in Europe

Location: Van Baerlestraat 98, 1071 BB T.. Tiles International Limited Dekker ’fl"‘-“"_" =

Ra

. 9 Tollpark R -

~ ~ DE o Rt Cumbern Grande £ an J 3 607 230A 005
lJl:‘.zgl P.B. de Bruyr UK Paris Cedex | ¢ 103 22 Stockholr MNetherlands
Installation (column): Dekker Natuursteen Tel 023 Sweden Tel: 02158 3051
Neopariés: Dark grey (588) 200m? Fase: | Tel: 0824 27 |5 Fax: 02158 6296

08720 20 82
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THYSSEN AUFZUGE

YOUR BEST MOV

Streatham Village,
Phone 6777511




FACADES & ROOFINGS
MADE OF COPPER
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COPPER AND ALLOYS — SHEETS, TUBES, PROFILES
OUTOKUMPU PORICOPPER OY
P.O. Box 60

L+ 358 3942 6111 Q) outokumpu copper

FAX + 358 39 827300 .




Plaza by The Park, Singapore
Architect: RSP Architects,
Planners & Engineers
Glazing Contractor: Wah Heng Glass
Holdings Pte Ltd
Produet: 1" VT4-30 Insulating Vision
1/4" VT4-30 Monelithic Spandrel

WORLDWIDE

Viracon's glass fabricating
capabilities for tempering,
laminating, insulating, reflec-
tive coatings, silkscreening,
spandrel glass, and security
glass are the most complete
worldwide.

FAX Your
Request To:
507-451-2178 (Outside U.S.A)
507-451-4871 (Inside U.S.A))

VIRACON

800 Park Drive
Owatonna, Minnesota 55060 U.S.A.
507-451-9555




Outstanding Architecture in Glass from Austrigim
Leading edge technology perfected for

individual architectural requirements./

The structural glazing system ECKE LT

makes it possible to achieve vost up

areas of glass. Frameless facades, |

structurally glazed supports, steel 3ow or cable
bracing are now dreams within reach.

Just a further exemple of the dewelopment

of superior know-how into unique projects.

ETalos

Brider Eckelt + CO G-Iusiechmk GmbH A-4400 Steyr, Resthofstrabe 18
Tel. (072 52) 67 7 71-Serie, Telex 02-8166, FAX (0 72 52) 6330 324
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ARCHITECTURE

Eduardo Chillida: *Windcomb” at San Sebastian

Jacques Lipchitz: “Bellerophon” at Broadgate

Architecture, it is often argued, serves a purpose but art does not. This view does
not, of course, in any way invalidate art or justify architecture. It is not as easy as
that. However it does go some way to help explain the argument that is often put
forward for the exclusion of art from architectural projects. What has art got to do
with building? What does it do? What does it mean? What is it for? All these are
very familiar questions. So is the recurring query: who pays for it?

Consequently art has had to take a back seat and architecture has gone its own
way, often housing works of art in special buildings, in museums and galleries,
but hardly ever bringing the role of designer and artist together.

There has also been a largely unstated — but often implied - understanding
among architects that what they do is really sculptural in intent and that it is
produced with the integrity of an artwork and often by a team. Therefore, the
argument goes on: one creative effort is enough and if another creative person -
and most artists work as individuals, as we know —is called in, then this will
somehow negate the whole project. Or, at best, if this other artistic person does
come in on the project then only a niche, courtyard or bit of wall space might be
found for a “special” work. Although prevalent, this view is not really good
enough and might well be contrasted with some recent efforts at reinstating the
artists’ role in architecture.

In this special issue of World Architecture we look into some aspects of this
important current debate both through the eyes of architects and artists as well
as those who commission works of art. The Europe-wide “percentage for art”
discussion is examined as well as the role the UIA is playing with a new artists’
initiative aimed at architects.

Some years ago in London, the Broadgate development was inaugurated with
the opening of an important office block, No. 1 Finsbury Avenue, which not only
introduced a new concept of letting including public space, but provided in its
main atrium a powerful sculptural feature, “The Horse and Rider” by Robert
Clatworthy. This has been followed in later stages of the Broadgate scheme by the
introduction of sculptures into the main public spaces. This is one way. Another is
the kind of collaboration of a hugely talented sculptor like Eduardo Chillida and
his architectural colleagues in producing an ensemble such as the three,
“Windcombs”, 1977 on the Basque coast. Here the artist dominates and his
singular vision and skills take over.

This is also the case with the monumental and memorial architecture which is
the subject of this month’s profile. The work of Yugoslavian architect and artist
Bogdan Bogdanovic falls into a special category. It is both art and architecture.
His unique memorials take on a very special significance in the way they
transcend the question of purpose and extend the whole issue of the art of
architectural art into the realm of memory and symbolical meaning.

Dennis Sharp
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THEPOETRY OF
MONUMENTS

The creative self-expression of Bogdan Bogdanovic, especially in the building of
memorial art, has earned him a special place in modern Yugloslav architecture.
Yet his challenging intellectual philosophy has only been reviewed in part on an
international level. Here, Bogdanovic¢'s former student Slobodan Selinkic provides
the first critical overview of his work as a whole.

In modern Yugoslav architecture from the
1950s to the BOs Bogdan Bogdanovic holds a
special place. Through his varied activities this
architect has come to represent an
architectural creativity that stands for complete
autonomy and strong individualism. “Yugoslavia
has never had an architect who combined to
such a degree theory and practice, the general
questions of culture and architecture, tradition
as a whole with modern style and sensibility”,
wrote R. Radovi¢ in his foreword to
Bogdanovi¢'s Midnight Mono-dialogue.

At a time marked by the triumph of
modernism, a deep-rooted dissatisfaction with
the architecture around him was a driving force
for Bogdanovi¢. He had an artist's need to
express himself in various media in order to
realize his ideas, which were inspired by Plato's
philosophy. “The work | have done”,
Bogdanovi¢ has written, “was an opportunity to
break out of this evilly encircled world. Within
the scope of my work and the venerable craft
underlying it, everything was in opposition to
the canons of modern architecture.
Paradoxically or not, on behalf of an ancient
craft, its morals and its philosophy, | have spent
my life in a quiet yet occasionally turbulent
dispute with my own profession.”

Natural inspiration

Bodgan Bogdanovi¢ was born in Belgrade in
1992. For a ten-year-old, Belgrade during the
1930s with a population of 250,000 was a
challenging place to live. In the former capital of
Serbia and newly-proclaimed capital of the
Kingdom of Yugoslavia a burgeoning society
was moving vigorously towards Europe, from
which it had been separated during centuries of
Turkish domination. In the geographical sense
Bogdanovic's childhood, like the city itself, was
flanked by two large rivers - the Danube and

the Sava - which were to remain a great
natural inspiration throughout his life.

The family into which he had been born was
not typically representative of the growing
middle class. With the influence of a father who
was a well-known Yugoslav literary critic, and
that of a highly emancipated mother, the
Bogdanovi¢ family provided an environment of
enlightened thought and democratic freedom,
It is not surprising therefore that his first
architectural expression should be connected
with the word, in both drawing and text. His
interest in Plato during that period, as he was to
write later, helped him “to really see models and
to establish their hierarchy".

Bogdan Bogdanovit's work has until recently
only been reviewed in part. This article,
however, attempts to give some insight, and a
critical overview of his work as a whole,
Though by no means adequate, | shall try to
provide an analytical basis for further study of
his contribution. | see him as a key link in
European architectural culture, especially in the
region comprising Yugoslavia and the Balkans.
Furthermore, since Bogdanovi¢, still at the peak
of his powers, decided in 1983 not to build any
more, his opus is in a sense complete. With this
understandable gesture, reminiscent of
Ledoux's decision not to build after the French
Revolution and devote himself to writing, he
retains the right to act without building, using
other media to continue his work.

Love of the chemical

Memorial building was the discipline that
formed the history of architecture. Today,
Bogdanovi¢ is certainly one of the world's most
competent figures in the field of memorial
architecture. It is therefore natural that his
work should be a part of our architectural
reality, anticipated in a sense by his love for the
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Concept sketches for the Vukovar Mausoleum.

The monument to the Jewish Victims of Fascism was
designed as a work in context, located in the centre of
an old Jewish cemetery in Belgrade,

classical and traditional as well as the continuity
of human creativity. The period he spent as a
professor at the Belgrade Facuity of
Architecture was for many like-minded
students of different generations a gateway

to architectural freedom, an outlet for an
intuitively-felt disagreement with the stylistic
commitments of the faculty and prevailing
practice.

What encouraged those who respected him
and also confused his opponents was his ability
to communicate, which gave hope to others of
the possibility of working in a different
architectural style. This style, though
complicated, poetic and in no way purely
technical, served as a triumphant weapon with
which Bogdanovi¢ was to enter not only the
world of architecture and art, but politics and
government as well.

In his initial youthful phase, after graduating
from the Department of Architecture of the
Belgrade Faculty of Engineering in 1950,
Bogdanovi¢ concentrated on historical
research. He noted down his observations
concerning the city, designed a few houses in a
natural setting, town plans for several places in
Montenegro and a housing estate near
Belgrade. During this period three important
works belonging to different areas of creativity
stand out: the Monument to the Jewish Victims
of Fascism, 1952, at the Jewish cemetery in
Belgrade; Urban Minuscules, a book published
in 1958; and a reconstruction of a villa in
Smederevoin 1961. To all three works
Bogdanovi¢ brought an intuitive vigour and
innocence in keeping with his ideas about style,
ornament and context, and the enthusiasm an
artist usually has at the beginning of his career
but which he has retained until the present day.
Here it was already evident that as an artist
Bogdanovi¢ would be a strong individualist,
self-confident and preoccupied with his own
ideas regardless of the reality surrounding him.

The Monument to the Jewish Victims of
Fascism was designed as a work in context,
located in the centre of an old Jewish cemetery
in Belgrade. It was built of local stone which, like
all stone, is a living and changing material, but is
also very soft so that over the years the
geometrical forms of the monument have lost
some of their sharpness and have blended with
the soil and setting. Only its height and
ornamental fragments of dressed stone stand
out from the surroundings.

The Monument to the Jewish Victims of




Fascism was dedicated to a period when man’s
memory had caused human suffering and it is
therefore a monument to both man's suffering
and his memory. It is “somewhat in the style of
Ledoux", says the architect. Defined in the
middle of the small cemetery, separated from
the outer world by a high wall, is the existence
of an entire people. By means of this
architectural, philosophical and urbanistic
intervention, Bogdanovi¢ laid the foundations
for his future work, and his search for
definitions finally ends in a trilogy of
mausoleumns: Cacak, Popina and Vukovar,
which after 30 years of activity indicates, as he
said himself in 1983, that he had not "changed”
but had persevered on his difficult course.

Philosophical discourse

Bogdanovi¢ does not consider his book Urban
Minuscules his most important work. That
honour he assigns, perhaps rightfully, to the The
Futile Trowel published in 1963, which definitely
takes precedence in the profundity of its
philosophical discourse. His book Urban
Minuscules is brief and writtenin a clear style,
like that of a chronicler making notes about life
in the city of Belgrade during the 1950s. Itis a
unique document for the history and
reconstruction of a period which is now already
under criticism, particularly for its architecture,
by the younger generation. Bogdanovic's text
sheds light on a confused period of Yugoslav
society when one style (modernism) entered
into a cause-and-effect relationship with
society, which inevitably led to a rigid
administrative apparatus and neglect of
architecture and the city.

The villain Smederevo, a medieval town not
far from Belgrade, constitutes a radical
reconstruction in the language of architectural
theory. The villa of Serbian Queen Natalija was
builtin 1867 as a summer cottage and wine
cellar and then at the queen’s behest converted
into an Alpine chalet. Bogdanovi¢ was assigned
the task of converting it into a residence for the
use of the Serbian Assembly. If we disregard the
reasons for the complete change in the
character of the building, Bogdanovic's
undertaking is a fine example of architectural
design, unfortunately unknown to the general
public.

This villa on the banks of the Danube was
given a third life of dignity and representation
by successfully resolving the problems of
adapting the building to its natural setting,

The villa in Smederevo, once a royal residence, now
converted for use by the Serbinn Assembly. The design
suggests @ horizontal division separating the lower part

of the building, which belongs to the ground, and the
upper part which belongs to the architect’s poetry in space.,

Bogdanovi¢ chose a warm brown local stone
and granite blocks for the surrounding
pavement and foundations of the villa, clearly
suggestive of a city wall. The villa has a single
decorative motif: a small but monumental
portal with a tympanum. The detail is repeated
in a stylized ornamental metal replica in the
glass wall separating the central hall from two
lateral wings.

The white house, symmetrical and compact
in its ethereal forms, seems somehow tranquil
and confident of its existence on that site.
Shining white under the burning rays of the sun
in contrast with the green vegetation and dark
brown stone, it seems almost unreal, With its
glass fagades framed in geometrical metal
constructions, stylized garlands and the
above-mentioned tympana above the doors
and windows, the large central hall is an
effective contrast of familiar ornament and
imaginative geometry. On the transparent
fagade that greets the visitor arriving by car,
Bogdanovit establishes a dialogue using two
architectural elements: the door and the
window.

An original fashion

The Baroque that we recognize in the
ornamentation is only found in Serbian
architecture in the neo-classical. Bogdanovic
uses it in an original fashion and in a material -
sheet metal for the eaves and gutters - which
has local connotations. The windows and doors
of the wings, made of traditional building
material, take the form of brick arches with
small floral details reminiscent of Renaissance,
Baroque and Palladian building. The stone vases
flanking laid-out paths constitute the limits of
human intervention in the landscape. A sharp
pyramidal point rising from a cubic base on the
back roof is suggestive of either an Orthodox
church steeple or a Baroque obelisk on a
Palladian villa.

The design itself suggests a division in the
form of a vigorously-drawn horizontal line
separating the lower part of the building, which
belongs to the ground, and the upper part
which belongs to the architect’s poetry in
space. This line of demarcation was to become
a methedological concept recurring in all of
Bogdanovic's later works.

The mausoleurn in Popina, which is the last
of the three memorials with which he ends his
architectural activity, has the most marked
horizontal line. This runs along the ground as if
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part of the monument were buried. What we
see is only the part built above the line, an
extension of a path joining three elements: one
horseshoe-shaped, the second pyramidal and
the third a double horseshoe - purely
geometrical lines without any visible sign of a
word or ornament.

Understanding messages

The Vukovar mausoleum, built in 1980 just
before Popina, was perhaps the moment in
Bogdanovi¢'s work when he himself came to
understand some of the messages conveyed

by his own sketches, when he suddenly
understood that he had accidentally “found
space”. He describes the origin of this
mausoleum as follows. “The circular bases of
the cones exclude an axial order and direct one
to a eurythmic diagram which | tried to explain
in drawings. | did not think of it at first until the
cones began to grow, and then all of a sudden

| realized that they very specifically defined the
inner space. | like to believe that this is a strong
space, a space in flight, fugitive, and it seems to
me that the visitor is rather like an adventurous
traveller returning to the remote past and to his
surprise coming across the secret, unexplained
mausoleum of Lars Porsena in Chiusi, which we
who cannot travel in a time machine known
only from Marcus Terentius Varro's literary
description. But when | saw Porsena, | had
already decided on the mausoleum. The
mausoleum on Dudik (the site of the Vukovar

monument) strictly speaking has no roof, but
its five points support a heavenly baldachin, and
this is the main difference from the Etruscan
model.”

The horizontal line that can so easily be
imagined in this mausoleum running between
two materials, stone and metal, suggests an
idea of Bogdanovit's about the hypothetical
future of his structure which, like those of the
Etruscans, might be buried for some reason.
This has actually happened many times. One
need remember only Piranesi’s drawings of the
half-buried Roman Forum, which probably
inspired Goethe, who in turn inspired
Bogdanovit with his conceptual game. “One of
Goethe's obsessions”, says Bogdanovic, “was to
imagine magnificent buildings half-buried . . .
| must admit | have sometimes done the same
and in that way actually discovered the truth.
By burying a ‘Gothic scene’, halfway or even
more, one can achieve Baroque cones as in
The Futile Trowel.”

Defining inner strength

Between these two extreme periods of
Bogdanovi¢'s opus there is a period when
through study he tried to define the inner
strength he builds with. The book The Futile
Trowel is a kind of tract dedicated to
Pythagoreans who meet on a strange journey
in Vicenza in the 1960s. Itis filled with
Bogdanovic's Piranesian drawings to which he
often returns as to “a breviary of futile




architecture”, where he seeks everything to
which he has committed himself. The dialogues
he has with Palladio, Bramante, Alberti,
Piranesi, Ledoux and Weinbrenner take place
in an unusual literary text closer in form to a
drama with a multitude of stage directions in
addition to the dialogues. Although better
appreciated by philosophers, writers and
dramatists than by architects, this remains a
key text for understanding the artistic
superstructure.

The mathematical origins of the three
mausoleums undoubtedly have a common
supra-idea. For example, the same harmonious
mathematical triadic canon: 3:6:9:12:15:18
applies to all three structures. All three are built
of the same stone from Jablanica. Bogdanovi¢
explains obvious differences between the three
memorials in the following way: “It definitely
helped that in all three cases | began with the
word, that | explained to myself in words how
the triple concept could be split into "three
independent halves'. | have always held to the
great Adolf Loos' idea, that every good
architectural design can be described in words”.

For the first of the three mausoleums,
Catak, “the word can be exhausted in the
following semantic chain: a gate, a small gate
in a large gate, three large gates in a long axial
plane, three gates in a single megaron.” The
ornamentation that appears in the Cacak
mausoleum is sharp and simplified, therefore
cold, universal and different from other

monuments we shall mention F."O‘I’I’: a distance

the sculpture cannot be distinguished. It
appears as an uneven wall on a sloping plane,
in its cross-section suggesting the line that will
appear later in the Vukovar cone, then ends
suddenly. Above the horizontal line, the wall
forming a triple gate merges with the roof that
links them. The classical saddle roof covered
with stone tiles distinguishes this monument, as
for the first time Bogdanovi¢ experiments with
inner space. The teratomorphic ornament of
this mausoleum is later analyzed by Bodganovic
in an essay, "Return of the Griffon", inspired by
the work of Lewis Carroll.

Macro-ornaments enlarged

The monuments designed between the first and
|last of the triad divide Bogdanovit's work into
three units representing examples of his style,
enlarging as macro-ornaments forms
developed in his Mytologems. During the |960s
Bruno Zevi in his book Documenti di
architettura, using a term coined by |apanese
architect Fumiko Maki, called them “group
forms” to distinguish them from “traditional
ones which refer to an object sufficient unto
itself, isolated and static”, To characterize the
group of monuments of this period - Travnik,
Krusevac, Leskovac, Prilep and Biha¢ - the
words written for the exhibition at Sao Paulo in
1973 are useful: “Today, as before,
necropolises, cenotaphs and generally
mernorials, commemorating human condition

The horizontal line that can so easily be imagined in the
Vikovar Mausoleum, running between two materials
stone and metal, suggests an idea of Bogdanovic’s about

the hypathetical future of his structures which, like those

of the Etruscans, might be buried for some reason.
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In Mostar;, Bogdanovic has established a new kind of
architectural symbolism which is not merely ¢
philosophical by-product, but a process similar to the
growth of a city.




and philosophical commitment for later times,
must follow the rules of speech, signs and
symbols”.

As a historian of ideas and not events, in all
his works Bogdanovit sought a style that would
symbolize human memory. He is convinced
that ornament can evoke the little poetry that
architecture arouses in man. “Removing from
architecture everything that is not directly
conditioned by the material”, writes
Bogdanovi¢ in The Value of Ornament, 1957,
“removing all the exalted falsehoods (referring
to ornaments) is the same as removing its
genuine basic truth, which is always slightly
poetic”. The search for the symbols of a place,
as seen in the monuments of this group and
especially in the Balkans, represents a
complicated contemplative approach in which
various memories intermingle. "Symbols should
not be interpreted”, says Bogdanovic, “that is
never done, for anything that can be described
in any way would not be expressed in symbol.”
Therefore every attempt to discover the
symbolism that Bogdanovi¢ has used would be
futile. It suffices to note that he has established
a new symbolism, which is not merely a
philosophical by-product, but a process similar
to the growth of a city. If this can be taken as a
picturesque description, Bogdanovic's
monuments in general, and especially from this
period, represent a kind of simulation of
building cities - cities of the dead.

In Urban Minuscules Bogdanovic presented
two theories about the relationship between an
architectural work-form and the landscape:

“It is possible to reduce a form consciously,
deliberately and rationally to its origins, to
stylize it geometrically to the utmost and then
place it abruptly and dissonantly in a
landscape”, and “one could say that man has a
deep-rooted aspiration, quite the opposite of
what he wants in the first case - a desire to
subordinate man and architecture to the
landscape, to merge with it. Architectural
forms are brought closer to the characteristics
of landscape and a number of associations are
linked with the forms and colour of the
environment. There is certainly in this
something of an ancient folklore, the desire
somehow to identify architecture with the
landscape, to become lost in the landscape.”

If we can find an example of the first
concept comparatively easily in the mausoleum
at Popina, an explicit example of the second
can be found in the Monument to the Jewish

Victims of Fascism in Belgrade or the later one
at Labin. Nevertheless, Bogdanovi¢ often
applies both theories in his works, seeking a
global view of space and his work in it.
Painstaking research, traces of which survive in
components of individual ornaments, lead him
later in a completely unknown direction.

Adapting landscape logic
Several monuments represent examples of
architecture in which Bogdanovic specifically
seeks “to adapt to the logic of the landscape™:
Krusevac, his gigantic butterflies alighting on a
meadow, or Jasenovac, a colossal flower
emerging from the ground and achieving quite
the opposite effect of belonging to space.
Together with Mostar and the memorial at
Sremska Mitrovica, these structures belong to a
landscaped form of city monument. Let us
dwell on the last two works, which typologically
belong to the abolished urban image.

In the case of Sremska Mitrovica, situated a
metre or so above the ancient city of Sirmium,
itis an archaeological silhouette of a city. It

Mostar took shape as an archaeological reconstruction of

an maginary L‘!I}I.

springs, as Bruno Zevi has noticed, “from a
single drawing which is eloquent and breaks the
contours of the land as an eternal reminder of

the unnatural massacre that took place there, a
violence committed against man expressed in
topographical dimensions’”.

Mostar, which was built later (1965) in
completely different topographical and
traditional conditions, not far from the town,
constitutes a “polyvalent symbol”. It also took
shape as an archaeological reconstruction of an
imaginary city from which “the dead observe
what the living are doing down below”, says
Bogdanovic. In this work he has tried and in
many ways succeeded in turning his sketches,
which often depict two cities in counterpoint,
into reality thus creating a Mycenaean
“acro-citadel”. This space, all in white stone, has
ts face turned towards life in Mostar and has
become its eternal companion.

Today Bogdanovic is working on his Book of
Capitals, tirelessly sketching and noting down
his ideas, continuing to build a world begun
sometime in his childhood.




A SITEFOR

THE SPIRIT

Combining the right place with genuine feeling is just part of the job of creating
memorial architecture. In this series of extracts from his Midnight Mono-Dialogue
writings Bogdan Bogdanovi¢ conveys influences on the development of his work.

The strong 1'_|.'1'J‘!r111‘!f:1f outline of the Popina Mausoleum
is like an enlarged sight on a topographical instrument
ora firearm atmed at the nearby hill.
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The ephemeral nature of what we call modern
memorial art shows how complicated it is to
establish a mark which draws attention to
things that deserve it. It is difficult to find a place
for the supposed mark. More precisely, the
mark cannot be defined until the site has been
determined. In the spiritual eye of the architect,
it must be seen in its space from the very first
moment. There is nothing worse than an
insincere exclamation at the right moment, or
true feeling in the wrong place.

Today, however, it is difficult, so difficult, to
find the right place for true feelings. The world
has been covered with the scum of a sickly
architecture that gives fewer and fewer
opportunities of finding some niche offering a
comparative freedom of the spirit and emotion.
The physical image of the world, as a whole
and in its particulars, has increasingly become a
repudiation of the intellect and the soul.

| recently cited an example illustrating the
degradation of our picture of the world, caused
by the general degradation of the images daily
surrounding us. Among all the rubbish heaps
scattered across our contemporary
panurbium, even human cemeteries have
become a kind of rubbish heap, like graveyards
for cars or tyres. A living human being, turned
into a number by “modern architecture”, is
transformed at the end of his journey into an
object, worn-out, cast aside, destined for
annihilation.

Withdrawal from the world

Any memorial which might try today to
compete with the aggressive technical form of
the late twentieth century would be fighting a
losing battle. It would forsake its sense of
existence, its right to exist, it might even one
day physically disappear.

| am certain that in our age, in our
over-urbanized world, the memorial must
withdraw into itself, perhaps like an oriental
garden. Wherever it can secure a piece of
inviolable, protected landscape, this is fine.
Where it cannot, it must create a model of
nature in miniature, which is always to some
extent a model of the world expressed in a
landscape.

Only in conjunction with its surroundings
can a sign actually mean and say something.
Only in a tranquil contemplative space can one
communicate with the lofty ideas of history,
that is, with its philosophical aspect. History
situated at a traffic junction does not say much.

Nor does it have to say much when brought
into contact with a modern, alienated
over-urbanized picture of a city.

A memorial that withdraws into itself, into
its own micro-landscape and vegetation, even
into its own ecological environment (which is
superior to the one surrounding it), certainly
has a better chance of evoking exalted feelings
and reflections.

The fresh air of a shaded grove, a cooler
temperature in the summer heat, fresh, limpid,
pristine spring water, all these are time-
honoured elements enhancing the value of a
sacred site. Let us not forget the birds and
animals. In Greece a sacred grove, temenos,
was always a superior mini-ecosystem
compared to farmland or a dusty Greek town
which, to be honest, was never odourless.

A temenos was carefully maintained. The laws
of numerous poleis, preserved in texts today,
were explicit: there could not be respect for
the sacred without respect for nature.

If the Greeks in what was still an intact,
beautiful world had reason to protect the
sanctity of nature, what can be said about man
in today's contaminated super-city? In simple
terms, today’s memorial must improve living
conditions or, where possible, ensure the
preservation of natural cycles. If we wish to
explain the value and sublimeness of certain
ideas, and evoke genuine associations and
emotions, there must exist, above all, a specific
physiological stimulus.

| like to believe, however, that this view has
a philosophical aspect. My “flight”, together
with my luggage of stone and concrete forms,
to the untrammelled countryside is
characteristic.

It largely determined not only the basic formula
of these memorial complexes, but also their
intellectual substructure. A sign in nature is
always rather like the voice of urban man
crying out against his poisoned environment.
This voice, if sufficiently articulated, means
something, says something. A sign in contact
with the natural environment becomes a
spiritual energetic substance of a higher order.
It becomes in a sense an instrument of the
intellect and knowledge. | have built, | believe,
quite a few of these “models of comprehension”,

My funeral “edifices" are dedicated to victims
of inhumanity. | sought a sufficiently clear,
pathos-ridden intellectual register before | even
dared think of what | was signifying. In other
words, my monuments were models of

The Mausoleum in Popina has the most marked
horizontal line, which runs along the ground as if part
of the monument were buried.
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Preliminary metaphorical sketches for the Mausoleum
at Popina.

Socratic inquiry for myself as well, and their
construction always had ritual significance, the
ritual of providing understanding.

Archaeological responsibility

| have always been obsessively preoccupied
with the idea of archaeology. More precisely -
the archeological responsibility of modern man.
A strange, yet true idea: does not each
archaeological layer have its own ideological
weight? Where is the exaltation of
contemporary artists who must impress a
legacy in their stratum? What can a humble
architect of a necropolis say today when he is
aware that he is only laying down one more
archaeological stratum and that he is
responsible for the weight, the spiritual
contribution of that stratum?

What can he say when he knows that
beneath his stratum there are Orphean,
Mithraic, Mannichean strata, including an
occasional empty layer of iconoclasm. Shall
we proclaim our own iconoclasm, or rather
admit that we have nothing to say?

This is the disturbingly serious aspect of
archaeology, and of modern man. A builder
who is not profoundly moved by the
seriousness of this work, should not undertake
it. The cult of the hero exists wherever there is
alot of fighting, wherever human life is brief.

The idea of life and continuity must, at least
in the mind, be strengthened. But this implies
that there is some kind of supra-idea of life,
continuity, renewal. It implies certain symbolic
schemes, without which the task of memorizing
would be in vain.

As regards language, in this meeting of the
centuries, when we truly wish to speak the
language of “all our poleis since primeval times”,
categories such as “old" and “new”, “modern®,
“original” or “eclectic” seem ridiculous. What is
modern at any given moment of architectural
significance? At that moment nothing more is
madern, it is merely a sublimation of the past
seen in the distant future.

Preromantic psychology

| do not know whether poets see their lives
retrospectively as a poem. | see my own life as a
kind of agreeable torment, a continuing state of
“happy delirium”, as Claude Nicolas Ledoux
has described the psychology of a preromantic
architect. Also, | feel tens of thousands of stone
blocks, monoliths sometimes several metres
square, carved with thousands of “corners”, to
use the expression of my stone-cutters.

Weighty tons of earth press down on me:
earth moved, transported, packed - the water
from swamps and various hydrotechnical
devices flowing over (I have used water two or
three times in my spacial compositions, always
in a different way).

As legend has it, upon completing his most
beautiful church, the Romanian builder Manule
remained attached to the dome, identified with
his building. Whenever | wish to feel the weight
of what my memorials physically mean, |
remember my friend Manule, who has been in
my mind frequently, especially these last few
years while | have been working on my most
recent memorials, a series designated “Serbian”,
“folk", or “folkloric”.

If, throughout my arduous life as a builder,

a philosophy of life has not developed which is
more than the outlook of a philistine artistic
affirmation of one’s style and personality, if
eschatological conclusions cannot be drawn -
then why all the effort, why the personal
(read here: architectural) sacrifice? [




lvangrad, Bogdanovic's monument in Ledoux’s manner,
reveals an allusive form characteristic of a ctrcular
imaginary city.
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A housing estate at Avala, near Belgrade. One of the first
of Bagdanovics works, realized in local materials and
transformed traditional forms.

Bogdan Bogdanovi¢: a biography
1922: Born in Belgrade, Yugoslavia.

1940: Enrolled in the University of Belgrade, Faculty
of Engineering, Department of Architecture from
which he graduated 1950,

I950: Started work at the Faculty of Architecture.
1953: Became assistant to the Chair of Urbanism.
|960: Became assistant professor at the same
Faculty.

|962: Started teaching “History of the City" and
became associate professor, |964.

|964-68: President of the SA| (Association of
Architects of Yugoslavia).

|970: Became corresponding member of the
Serbian Academy of Arts and Sciences.

|970: Elected Dean of the Faculty of Architecture,
Belgrade.

[971: Tried to carry out a radical reform of the
Faculty of Architecture in Belgrade before resigning
the position of the Dean, 1972.

1973: Became full professor of the Faculty of
Architecture, University of Belgrade.

1976: Started teaching "Symbolic Forms”.

1976-80: President of the Cultural-Educational
Community of Serbia.

1977: Transferred teaching “Symbolic Forms” to a
disused village school near Belgrade (Mali Popovit).
1981: Resigned his membership of the Serbian
Academy of Arts and Sciences.

1982-86: Mayor of Belgrade.

1983: Organized Summer School of Architecture
in Mali Propovic.

|987: Retired from University life.

1987: Became a "dissident”.

1987 Elected a member of the |AA Academy.

Architectural Projects and

Executed Works

1950: Landscaping the Istand of Lopud (Diploma
work).

1952: Monument of the Jewish victims of fascism,
Belgrade.

1952-53: Housing estate at Avala, near Belgrade.
1953-54: Project for the general town plan of
Mojkovac.

1954: Proposed design for houses in a natural
setting, Biogradsko jezero.

1957-58: Town plans for Cetinje.

1960: Memorial graveyard of the victims of fascism,
Stremska Mitrovica.

1961 The reconstruction of Queen Natalija’s villa in
Smederevo.

1961: Necropolis of the fallen resistance fighters,
Prilep.

1965: Slobodiste, symbolic necropolis with an open
air theatre, KurSevac.

1965: The acro-necropolis, Mostar.

|966: Memorial area of the concentration camp at
Jasenovac.

197 : Memorial to the victims of war, Leskovac.
1971: Cenotaphs at Bela Crkva.

197 1: National memorial to the dead of all liberaticn
wars: 1804-13; 1B76-78: 1912; 1914-18; 1941-45,
KnjaZevac.

1973: The peak sanctuary dedicated to the Serbian
and Albanian partisans in the |941-45 war,
Kosovska Mitrovica.

1974: Project for the reconstruction of the

Marx and Engels Square.

1974; Adonis altar dedicated to dying nature,

The International Park of Sculpture, Labin.

1974: Warriors' cemetery, Stip.

1975: Cenotaphs to the victims of fascism, Travnik.
1975: Sanctuary for the fallen freedom fighters,
Vlasotince.

1977 Liberty memorial at lvangrad, recording the
historical events from the sixteenth century to the
end of the second world war.

1979: Memorial to the dead of the 914- 18 war,
Ralja.

|980: Memorial park Dudik with the mausoleum to
the victims of fascism, Vukovar.

1980: Memorial area with the warriors' mausoleum,
Catak.

1981 : Memorial park Garavice with cenotaphs to the
victims of fascism, Bihac.

I981: Warriors’ mausoleum, Popina.

1988:; Cenotaph to the dead of 1941-45 war, Klis.

The year marks the unveiling of the monument.
The interval between the beginning of building and
the unveiling of a monument often lasted for a few
years, due to communal finances and private funds.
The typological variety of funeral areas and edifices
is due to the very complicated “anthropology of
death” in the Balkan war tradition.




Books by Bogdan Bogdanovi¢

Mali urbanizam (Urban Minuscules) - Sarajevo,
1958, A highly subjective humorous “pocket
phenomenoclogy” devoted to the city in the 1960s,
Belgrade in particular.

Zaludna mistrija (The Futile Trowel) - Beograd,
1963. Second edition: Zagreb, |984. Bogdanovi¢'s
capital work and a veritable "holy book”, is a kind
of Pythagorean novel devoted to the secrets of
*human-interior architecture”,

Urbanisti¢ke mitologeme (Urbanistic Mythologems)
- Beograd, 1966. This book treats of the genesis of
the city by comparing archaeological materials with
mythological evocations. The city is seen in the
context of the “archaic” way of thinking; the magical
function of the basic planimetric city-builder’s sign.

Urbs and Logos - Ni§, 1976. This book contains four
related essays on the essence and fate of the city.
According to the author, the city is our own
cognitive model; it is a tool without which we can
neither see, connect or understand the world
around us nor, indeed, ourselves. (These essays
were published in English, slightly abridged, in
Ekistics, Athens, April 1973, March 1975,
December 1976, September/October 1979.)

Rogata ptica (The Horned Bird) - Krudevac, 1979
This is a poetic report on the presupposed similarity
of formal human gesture and stone architectonic
form

Gradoslovar (A Glossary of the City Phenomena) -
Beograd, 1982, The city is described in 400 entries
everyday words associated with sophisticated and
far-reaching idea-images. This dictionary, similar in
a way to Voltaire's, collects and summarises its own
kind of urban poetry, on which Bogdanovi¢ has
been working for over 30 years.

Povratak grifona (The Return of the Griffon) -
Beograd, 1983. First edition: 1978, A graphical
demonstration in which the author, using "Lewis
Carroll's method", builds up a very specific
architectural teratomorphy.

Krug na Eetiri ¢oska (The Four-Cornered Circle) -
Beograd, |986. The history of the Pythagorean and )
para-Pythagorean theories and their influence on The “flower” at Jasenovac, an exceptional technical

" treatment, the only one of Bogdanovié’s structures in
modern Utopian conceptions. e o i PEPIOPER ERen

concrete and wi ntation, suggests

his latent construct

Mrtvouzice (The Deadknot, The Mental Traps of
National Stalinism) - Zagreb, 1988, Bogdanovic's
view of the cultural and political situation in his
country.




w2
i)

v
Tha Bmbion Falasa . Xilitl

Architect John Warren delves into one
of the most unusual and spectacular
art-architecture developments in the
world: the work in Xilitla, Mexico of
the English poet and concrete
surrealist artist Edward James,
(pictured right). Map and drawings
prepared by Michael Fishlock.

conditioned by what he believed people
thought of him.

He is dead now. He lies under a simple
stone slab in the arboretum of his estate in
Sussex. The slab carries the bald
inscription, “Edward James, Poet”. He
published several volumes of poems in
which talent is evident, but genius
shrouded. Nevertheless, he liked to be
thought of as a poet and it is appropriate
that this should be the image he wears in
death. He may ultimately, however, be
more famous as an architect of surrealism.

His involvement with the surreal
movement was both genuine and a
product of circumstance. In the early 1930s
the works of Picasso and Salvador Dali

sydeBojoud |1y

were only for the few. Among those who
recognized the brilliance of these painters
was the emotional, isolated, quivering
young man who welcomed to his villa in
Italy and his mansion in Sussex, Magritte,
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Opposite page: Las Posas, magnificent concrete structures
by Edward James - a focus for artistic pilgrimage.

R

e
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To understand the extraordinary coloured
concrete creations that vie with the jungle
plants on a Mexican hillside, you have to
go back to the youth of their creator,
Edward James, one of the wealthy but
profoundly disturbed generation of young
British intellectuals who emerged into
society after the first world war.

Edward was perhaps an eccentric, even
by the standards of Edith and Sacheverell
Sitwell, John Betjeman, Evelyn Waugh,
Benjamin Britten and Rex Whistler. He was
born to immense wealth with estates on
both sides of the Atlantic. He was
profoundly sensitive and scorched by the
limelight that continually played upon
him. He reacted by putting up a shield of
eccentricity which later became a
permanent mask. His behaviour was

Tchelichev, Leonora Carrington and
Salvador Dali. He purchased Picassos,
commissioned Stravinsky, sponsored a
ballet company and published his own
poems and those of friends.

Many of his purchases he forgot,
leaving them in lumber rooms and
collections. Some were given away and
many of the most important went on loan
to the Tate Gallery and other major
collections; but the eye, the judgment, the
selectivity and the sympathy for the surreal
is testified to in these purchases.

His marriage to a ballet dancer was
much publicized and the ensuring divorce
vastly more so. His relationships and his
affections were badly shaken and he
settled in America while the second world
war erupted around the globe. Brief
relationships and uncertainties
characterized this phase of his life, butin







Map drawn by Michael Fishlock shows the terrin and key
locations

1945 in Mexico he formed a most unlikely
friendship and so began the great creative
phase of his life which concerns us here.

Mexico, and an adopted family

His friendship with Plutarco was initially
that of gentleman and valet. It took the pair
of them inland from the grimy oil town of
Tampico to those high, wild,
jungle-covered hills that form the rich and
exotic core of the Central American
landscape. The tiny hilltop town of Xilitla
was subdued by the conquistadores who
built a friary church and a monastery there.
In the nineteenth century they, in turn,
were subdued and the town, barely more
than a primitive native village, slumbered
quietly in the jungle. In 1945 it took
Edward and Plutarco two days to reach it.
Now, on a hard metalled road, a mere four
hours will bring you there from Tampico if
you drive fast. There, in the village of

Xilitla, where the streets are so steep
they are stepped, Plutarco fell in love
a local Indian lady and married her. 1
home became an ultimate retreat for
Edward, their family his adopted fan
their landscape his, for he bought ita
gave it to them.

The house that Plutarco built, wilc
eccentric in itself, looks out acrossa g
gulf of valley to face a seemingly vert
hillside. If the light is right, or if the
wraith-like fingers of cloud are swirli
through the treetops, the hillside take
more form and you can make out a cl
that cuts its way back into the hill anc
lower valley curling away. At floodtir
you may even see through the rich ca
of vegetation the silver streak of an
immense waterfall that cascades thro
the lianas into the valley.

The old mule track has been wide:
now and a pick-up will jolt down it af
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walking pace. It takes you into a world of
almost unimaginably rich vegetation.
Orange trees and coffee bushes rise up out
of knee-high Busy Lizzies. The forest
resounds continually to the rhythmic
dripping of water from the
feathery-topped trees onto the broad,
leathery leaves of the plants below.

Long tendrils writhe down like snakes to
tangle with airborne root systems and soft
pads of moss hang on rock and root alike.
The sound of water falling is everywhere:
the great waterfall plunges into a topmost
pool to stream out of concrete openings
into secondary pools and then to throw
itself from a further precipice into a series
of clear, deep and inviting chasms leading
it, purling and plashing away, down the
hillside and into the lower valley.

Edward’s obsession with this place
began with the remodelling of the bathing
pools. Strictly speaking they were not his to
remodel since in Mexico water is public
property and cannot be privately owned,
but he became so fascinated with them that
they became almost a personal possession.

The place is known as Las Posas — the
Pools - and the land that Edward bought
for Plutarco and his family rises from both
sides of the pools up the mountain side and
over the jungle top. It is inhabited by
parrots, wide-winged butterflies and huge
caterpillars. It is steep and immensely
difficult to make your way through. The air
is like a Turkish bath and from the
vegetation rise the massive concrete forms
that, with the aid of dozens of workers,
Edward implanted on the hillside.

[tis a large and irregular area with no
obvious boundary. High on the mountain
top in the untouched jungle are places
where, in the words of Plutarcito, Edward’s
adopted nephew;, “. . . you think you are a
long way away from him but then you find
a concrete sculpture and then you know
that Uncle Edward was here. . ." The
complex reaches its greatest concentration
where the track crosses the stream below
the pools. Here rhythmic fencing formed
by repetitive concrete casting of slender
columns makes winding boundaries,
interrupted by gates, and there is a sense of
entry to a park, the like of which you have
never seen before. A canopied entrance
built in false perspective commands one

vista. Colossal, overblown, pot-bellied
Doric columns are the Piranesian entrance
to another. Incongruous iron doors bar the
way.

A great circular portal filled with thin
iron sheet doors prevents your progress up
the main path, but is readily circumvented
through a slot which is totally concealed by
giant fronds. Paths wreath and writhe
across this hill-face between constructions
which have no purpose other than sheer
delight in form. As you become acquainted
with them you perceive the changing
mastery of the artist in concrete that was
Edward James. In his first essays, conscious
symbolism is apparent. Columns have
definite Gothic antecedents: the
balustrades echo Rapallo. The curvilinear
forms beside the path are imitation
pythons and the mosaic pavements have
a Roman feel.

Edward was building here from the late
1940s until the mid-1980s. His style
evolved and his investment provided work
for much of the community which repaid
him with affection, devotion and skill. His
carpenters became masters of curvilinear
form work. Many of their wooden forms
remain awaiting their next reuse in one of
his high pavilions. Plutarco, his friend, was
a stickler for skill and competence, and the
quality of the reinforced concrete work is

Las Posas - The Pools - is steep and immensely difficult to
make your way through. Left: Homage to Max Ernst
Right: an organic column under a floor slab

astonishing. Some of his castings stand
nearly ten metres high, unsupported
although they are barely a hundred and
fifty millimetres in cross-section and sway
gently when a bird lands on them.

Much of the concrete is so lichen-grown
that it is easily mistaken for living timber.
It rises like roots from the ground to curl
against buttresses and rocks. In clefts and
caverns squat, fat columns stand like
diminutive pit props holding the world
above them.

An intricate hillside

The web of paths makes its way
improbably around this hillside, diving, for
the sheer excitement of it, into little gulleys
or striding out above chasms on bridges
purely for visual effect. Paths turn through
archways to face vertical, unscalable cliffs
or to end, poised over greenery like a
diving board over water. Staircases climb
round structures into the sky, ending in
apparent nothingness. One, as you climb it,
becomes unclimbable because the upper
floor forces you to the outer edge of the
step and so into space. Other stairs that
begin by taking you up end wickedly by
delivering you down. Some bifurcate,
others coalesce. Some are purposeless and
some so confoundedly natural that you are
left looking for the hidden trick.
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Homage to Max Ernst: J[ames worked with technicians
well-versed in improbable shapes.

While the source for the earlier
constructions is evident, in his later work
artistry has taken over from training and
earlier disciplines. Now we see the
surrealist artist at his creative height, using
shape and form simply to mould and
model space, to delight, disguise, surprise
and confound in three-dimensional
surreality.

This is the height of Edward’s
achievement. With his technicians so
well-versed that the most improbable
shapes were possible, with his conscious
artistic background thrown away and with
no mentor looking over this shoulder,
Edward moved into a state of expensive
and unique surreal creativity. His buildings
rise exhuberantly throughout this jungle,
called into place by a highly-skilled
creative mind and paid for with a purse
which, though not bottomless, was equal
to the task. His platforms reach out from
the hillside like giant fungi. Beneath them
concrete curves up in organic forms. Upon
them are poised staircases, columns and
further platforms, defying gravity and
defying the norms of construction in such a
way as to send a thrill of terror down the
spine and give a building inspector
material for a lifetime of nightmares.

The sheer cost of doing what he did, the
amazing persistence with which he carried
out this creation, the astonishing quality of
the work which has allowed it to survive
and the powerful success of each of his
creations must rank the hillside at Las
Posas among the significant creative works
of man. That it should have been done in
so expensive a medium in so corrosive an
environment and with such success, is
secondary to the prirne artistry but
essential to the creation.

Conscious allusion

It hardly matters what these items are
called. “Homage to Max Emst” is perhaps
the most evocative of all and the ring of
coloured plant-like structures carrying
plants themselves is one of his more
self-conscious creations. High above it on
the hillside rises the “House of Three
Storeys That Might be Five” — a name
entirely appropriate to the structure which
seems to grow from the hill and rises
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incomplete into the tree canopy.

“Plaza Don Eduardo” is a knotted
centrepiece of writhing concrete which is
so complex and coloured that it becomes
almost vegetal. It grew season by season as
on each return Edward would be tempted
to add yet another tier or layer of clustering
curvilinear forms.

The conscious allusions by style or by
name are not important. We are better off
away from those shapes and titles that
hark back to European origins or specific
visual predecessors. This work is at its
finest when its shapes soften and merge
with the vegetation, enhancing and adding
drama to the natural forms.

Here we catch the true spirit of the man
whose clumsy drawing, accompanied by
the most elegant gestures, inspired his
carpenters to create shapes and contours
that would mould concrete, so often brutal,

hard and rigid, into a complex multiple-
curved, eye-entrancing, mind-surprising
piece of reality.

Edward James had been deeply
wounded by the traumas associated with
his marriage and divorce and by the
reception accorded to some of his poetry
by those who were greater names. He put
the homes and life of his 30s behind him
and in his later life achieved a level of
maturity and family contentment which
enabled him to produce, uninhibited, his
own extraordinary work of art. Plutarco
and his family became the focus of his
private life. Their birthdays were the ones
he remembered, their house was the home
where he shared family pleasures, playing
with the children on the floor, taking them
on expeditions, quietening them when he
wanted to write his poetry on the kitchen
table and refusing to be hustled upstairs to




his own suite in what had become the
grandest house in Xilitla.

It is hard to know whether he ever
anticipated that his efforts would become
the focus of artistic pilgrimage and the film
director. I suspect that he hoped so but my
memory of hearing him talk in England of
these sculptures in the jungle was of a man
who, like Horace Walpole, thought he was
building a castle only for his lifetime. But,
like Strawberry Hill, Las Posas seems
destined to survive.

Despite the very high quality of the
concrete work it cannot last indefinitely
without repair, and that repair will be
expensive. Nature has added to the drama.
In the last few months the land has slipped
and carried with it parts of several of the
structures. If they are recreated they will
have to be locked into the hill by bored
piles or something similar. If they are not

rebuilt, the world is poorer. If they survive
they will be girt about by safety
regulations, engineering calculations and
appeals for funds. They will be visited by
people in their hundreds, if not thousands,
daily and then part of the magic will be
lost.

Above: Gothic screen at Las Posas.

To know Las Posas you must be there
alone and in the misty rain, with the
shrieking parrots darting between the trees,
and ripe fruit falling with a heavy plop.
There will be the sound of plashing water.
You explore paths blocked by cobwebs,
go by empty and unused ways to heights
of terrifying insecurity. You see the works
of man static and the great organic jungle
creeping up upon them. There is a sense
of apprehension and awe deep in the chest:
you turn, and a man with a machete over
his shoulder is staring at you, a broad grin
on his face. That is Las Posas.

Above left: Las Posas, structure rising through the jungle

49




PUTTING

SCULPTURE
UT IN

THE COLD

The Norwegian practice, Bla Strek Arkitekter (Blue Line Architects) of Tromse, In the Arctic landscape of the far north of
were invited to put forward conceptual ideas for a sculpture park for the wild, the Scandinavian peninsula, in the centre
barren Arctic landscape in Karasjok, the chief city of the Sami people of the of the Sami people’s country, lies Karasjok.
Northern Scandinavian peninsular. s Ttgel?rt_d; L?lpdmr? Péi;kgsftz bet Erik

The project is in its forn;ative stages and World Architecture has . g:;leaﬁd Niz N;;aglaféﬂtmuz Li::
commissioned this article in order to look at two aspects of the scheme. Firstly, Architects in co-operation with the Sami
at how a young inventive practice like Bla Strek are coping with a huge and artists Aage Gaup and Iver Jaks.
original project which is directed towards art from ethnic minority groups, and, The creation of a sculpture park for the
through illustrations and drawings, how the scheme itself is shaping up. indigenous Sami people raises the

In this article, Knut Erik Dahl and Nils Mjaaland of Bla Strek formulate a ey A paseitie o

’ x i 2 ; e i establish a credible sculpture park on the

statement of aims relating to the conditions of the site and the exigencies of the basis of the present situation of the
programime: indigenous people, and whether it is

possible to avoid the Disney syndrome.
During the development of the project
we were guided by the following ideas:

— The tale as a structuring element and its
connection with the oral narrative
tradition.

— The contact with ancestors via the crafts,
the myths and the tales.

— The ability to take inner journeys, the
shaman’s ability to establish contact with
the unconscious.

These three considerations brought us on

to the following idea:

— Tracks to follow into the future, expressed
in sculptures that are close to nature and
which are assimilated by nature through
time (rot/erosion).

The idea of the sculpture park therefore

takes on the life of the story. Hence the

conceptual circuit.




uromrade

Below: Qil painting by Stein Sorli captures the essence of
the Sami landscape.

The Sami sculpture park is sited in the centre of Karasjok.
Left: views of the city. Above left: ariel perspective of the
landscape. Above: Studio with workshops and storytelling
room.

Ui

Ola Roe

supplied by Bla Strek Arkitekter
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Models demonstrating sculpture in the landscape, with
mountain plateaus an expressive canvas for art,

After further work on the concept we
concluded that the sculptures should have
the ability to reveal the hidden and to turn
people’s attention in a new direction.

We based the spiritual organization of
sculpture groups on the Sami concept of
siida. The stida is the area where a reindeer
herd and the families belonging to it move,
both physically and spiritually. Life is learnt
within the siida.

We imagine that the individual art
works will “relate” to each other thus
creating art siidas. These works will either
be grouped together or placed in the
various landscapes of Karasjok town, the
Finnmark mountain plateau or along the
river. The art works will be experienced as
components of the landscape.

The artists will experience the Arctic
landscape, live there for a while, make
their works in a studio in Karasjok, and
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then decide where they will be placed.

In the sculpture park the larger
sculptures will contain architecture in the
form of the new Sami art academy, the
Sami parliament, a gallery, as well as an
information centre and the studio.

We look upon the drawings in our
project as abstract illustrations of the
concept. It will be possible to use some of
the elements directly as sketches of ideas
for the concrete project work.

We want the development of the park to
be based on sculptures and installations by
indigenous artists whose works can be a
continual tale and interpretation of the
relationship of humans to nature and
themselves. This approach can be adopted
by western artists who will be invited to
participate in the sculpture park project.
This meeting between artists will provide
an element of creative tension.

Model for new Sami art academy in the centre of Karasjok.

PROJECT DESIGN TEAM

Knut Erik Dahl, architect
Aage Gaup, artist

Iver Jaks, artist

Knut Johnsen, project leader
Nils Mjaaland, architect

Assistants:

Gisle Lokken, architect

Marianne Saetre, architect student
Stein Serli, painter

Adviser:
Prof Greg Cajete, American Institute of Indian Arts,
Sante Fe, USA.




Who better to design the new American
Center for the arts in Paris than Los
Angeles-based architect Frank Gehry?
T'he French may have preferred one of
their own professionals to create the new
building on the Right Bank of the Seine in
the Parc Bercy — especially following IM
Pei’s work at the Louvre. But there is no
doubting the special affinity that Gehry,
who trained as a fine artist, has for the
links between art and architecture.

When plans for the $40m American
Center were unveiled this summer, Gehry,
anative Canadian, explained: “I don't feel
that what architects and artists do is very
different. [ came to architecture through
fine art and painting still fascinates me.
Paintings are a way of training the eye.”

“You see how people compose a canvas.
The way Bruegel composes a canvas versus
the way Caravaggio composes a canvas, or
Jasper Johns. I learned about composition
from their canvases. I picked up all these
visual connections and ideas and I find
myself using them sometimes.”

There have been no shortage of artistic
and cultural references bandied about as
critics have vied to interpret the proposed
building, which is set to open in
November 1992,

German expressionism, American
civilisation in perpetual change, the Soviet
avant-garde of the 1920s, and a

AN AMERICAN
IN PARIS

Frank Gehry’s design for the new American Center in Paris, which is scheduled
to open in November 1992, has excited artists and architects alike with its
sculptural irregularity. Is it a homage to Picasso, Braque and others from the
Parisian artistic community? Or a piece of pure Californian expressionism?
Jeremy Myerson reports.

compositional homage to Picasso, Braque
and other Paris-based inventors of modern
art are just four of the more imaginative
ways to describe the new American Center,
which has actually been conceived to strict
design constraints within a formal and
detailed French government plan for the
area and is thus responsive to the cityscape
around it. This explains the removal of a
section at the south-west corner.

Gehry himself describes his
sculptural-looking building variously -
“an American in Paris”, “a dancing figure,
joyous, friendly and welcoming”, even a
ballerina “lifting her skirts” to invite visitors
in. Gehry admits: “My architectural

IS revealea m ¢

the new Americ enter for the arts in Paris. Critics have

competed to interpret the proposed building,
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From sketch to site: Gehry's preliminary artistic ideas are
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language may be strange to some people.”

The American Center was founded in
1931 and established a reputation at its
Montparnasse home on the Left Bank,
where it hosted several famous literary
figures including Ernest Hemingway and
Gertrude Stein. It has been at the forefront
of cultural expression in every decade since
the 1930s. Expansion in the 1980s led the
Center to sell its historic base and seek
larger premises.

Its intended new home in a rather seedy
industrial area, which is earmarked for
rapid redevelopment and upgrading, has a
total floor area of 175,200 square feet.
Facilities will include a 350-seat theatre,
100-seat cinema, two “black box”
performance galleries, a “Californian-style”
restaurant and cafe, an art gallery, language
classrooms and public areas, plus 27
apartments for use by visiting artists,
academics and opinion formers.

Soaring glass windows within an atrium
will afford views of activity within the
building on different floors - and also
contribute to an irregular exterior aesthetic
which matches the bevelled south-west
corner with a cylindrical leaning elevator
tower and a sloping, typically French zinc
awning. Exterior cladding will be in an
indigenous French limestone — probably
the rosy tone of burgundy pink, says the
architect, whose reputation in the past has
been for using rougher industrial materials.

Gehry is collaborating on the project
with Paris architects Saubot et Juillen
Associates. He believes the most important
aspect of the building should be its
openness and accessibility.

There should also be a “denseness” in
the building forms which reflects the
denseness of the Centers activities.

He explains: “The American Center’s
programme is extensive, It's
multi-disciplinary. Movies and theatre,
classes, eating, exhibitions, shopping,
people living in apartments. The building
has to say what’s in it. It has all kinds of
uses and functions. There will be
circulation in the building at all hours, and
that made it complicated to work out.”

Gehry will, of course, be represented in
that other great American cultural
incursion into Paris — Euro-Disney. But the
Parc Bercy project has been a special
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challenge for him. An associate remarked
of his work on the American Center:
“Frank sweated blood over the design”.

Part of the motivation for Gehry has
been based in his own feelings about Paris
and the French. “I lived and worked in
Paris in an architecture firm in 1960 and
I've never forgotten the energy,” recalls
Gehry. “It’s a very intense city — lots of
people, lots of traffic. [ have always been
intrigued with France. It a feisty society.
It’s not laid back. It cranky and has an
edge toit.”

Perhaps that explains the taut,
compressed intensity of the building’s form
—itis as though Gehry has created a piece
of exuberant, exhilarating Americana but
tailored it for the more formal context of
Parisian architectural tradition.

Frank Gehry already has a formidable
international reputation. New York Times
architectural critic Paul Goldenberger says:
“His buildings are powerful essays in
primal geometric form and industrial
materials, and from an aesthetic standpoint
they are among the most profound and
brilliant works of architecture of our time.”
Time will tell whether the American
Center, which must celebrate a nation’s
cultural vitality, will add to it. O

Above: site plgn. Below: leaning, cylindrical elevator
tower. For all its eccentricities, Gehry’s design is
calculated within a formal French government plan for
the area.

} Scott Smith




EUROPEAN
VIEWS

Twelve established European painters have recorded their impressions of
12 European cities for a new UIA print portfolio. World Architecture
Executive Editor Dennis Sharp introduces this important collaboration
between architects and artists.

Despite the recent shortcomings of the UIA
(see Polemic, World Architecture, No. 6), it is
still an active and strong organisation in
representing the many facets of
international architecture. Justifiably, it has
come in for some harsh criticism over the
past three or four years. But with the
enormous success of this years Montreal
Congress, the UIA appears to be on more
stable territory.

Its troubles have been mainly financial.
Its finances, which have never been
healthy, need to be supplemented if this
worldwide representative architectural
organisation is to succeed. Many architects
have been actively involved in recent
congresses and have enjoyed the new
friendships and exchange of ideas that the
organisation has provided. It is therefore
appropriate to seek support for a new and
original venture that the UIA has taken up
in order to supplement its meagre funds,



raising — it is a welcome cultural gesture.

With the collaboration of René van Bree
for New Artists Ltd, and under the
effective editorial supervision of the British
art writer and cultural historian Edward
Lucie-Smith, the UIA has produced an
impressive portfolio of limited edition
prints by 12 major European artists.

Each artist, recommended by leading
national art authorities, was asked to create
an impression of a city they are acquainted
with. The variety of views of European
cities is astonishing. They take into account
a wide divergence of artistic attitudes at the
present time, from abstract expressionism,
through revived modernism, to new and
hyper realism.

Edward Lucie-Smith writes in his
preface: “Artists are more and more
inclined to re-examine their own roots -
to ask themselves where they have come
from, as a means of discovering what they
now are. All the great European cities have

BERLIN: Rainer Fetting,

UIA President Dr Rod Hackney explains the background to the project.

In 1987 the UIA decided to pursue the creation of a UIA Foundation. UIA finances have
traditionally been based exclusively on membership fees and subventions. While such
finances have sufficed to maintain a modest level of services, the UIA perceived the need
to enhance funds in order to finance a greater number of programmes and projects
designed to improve the quality of architecture and conditions of practice for architects,
particularly in developing countries.

In order to raise funds for the Foundation, the UIA has associated itself with a project
linking art to architecture: European Art - Twelve European Artists Portfolio.

The portfolio contains 12 signed prints by leading European artists, each depicting the
artist’s view of the architecture of a European city. The prints are accompanied by a
luxurious volume containing commentaries on the artists’ work written by leading
European art critics and experts, and edited by Edward Lucie-Smith.

These works are of exceptionally high quality, and would serve as gifts (both personal
and professional) or to grace the homes of buyers. Furthermore, they constitute an
investment, as the value of the artists’ work will increase.

In supporting this initiative, you will be supporting the UIA Foundation and its
highly-valued objectives. Once the Foundation is up and running the UIA will be able to
embark on a wide-ranging list of projects including: sponsorship of research in the field of
shelter for the homeless, scholarships for students from developing countries, books and
materials for architectural libraries in developing countries, international activities for
young architects and special international initiatives presenting architecture as human
culture in order to strengthen the role of the architect in society.

This is the first UIA fund-raising activity and, if successful, will lead to more. Its success
depends on the unstinting support of member institutes and individuals all over the
world. Your contribution will help the UIA to better serve its purpose: to offer its support
to architects worldwide, and to promote the art of architecture. I count on your
co-operation. [

AMSTERDAM: Jeroen Hennenan,

PORTFOLIO




VIENNA: Mario Terzic.

colonies of artists . . . all react and interract
with their surroundings.” This process is no
more conspicuous perhaps than in Berlin,
the great, new, European capital city which
was split right down the middle until
recently by the ubiquitous wall. But Berlin
means more than wall, place and politics.
It was one of the main centres of ferment in
the development of modern art. Rainer
Fetting captures just these qualities in his
powerful expressionistic print.

More graphic and architectural is the
print by Jeronen Hennemaen of
Amsterdam, whilst Achille Droungas’
evocative and contemporary interpretation
of Athens pokes fun at the valuations of its
glorious antiquity. Where does the

58

w

e M rive At chiredl oy

Walkman stand in relation to the Acropolis?

For London, Lucie-Smith chose Tom
Phillips as the artist who traces out the
confused contemporary imagery of a
travelling Londoner. Madrid is represented
in a portrait evoking local cultural images
by Alfonso Albacate whilst Antonio Sequi
accommodates within his print a
constricted and contorted image of an
Eiffel Tower that has lost its transparency
and its top.

More successful perhaps as a print is the
multi-layered and soberly-coloured work
by Ola Bilgren of Stockholm, but it is the
Viennese contribution by Mario Terzic
which illustrates the dichotomy between
art and architecture. He depicts Vienna

Favoriten where the workmen of the
power station await the arrival of Pallas
Athene, Hera and the Austrian Miss World
1987 in what he refers to as “the final
election of the most beautiful object”.

The portfolio’s 12 prints (all 80 x 60 cms)
are individually signed by the artists; it is
an edition of 5000 and all have been
printed to an exacting standard. The price
for the portfolio has been set at US $975
worldwide, including all package and
posting costs. A special price of US$695
or £375 is offered to those who order
the portfolio through World Architecture.
Even at this lower price, the UIA is still
able to raise substantial funds for its
activities. [
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UNITED
WE STOOD

When a group of leading modern architects and artists met in Paris in the
mid-1930s to promote collaboration between the two disciplines, Pierre Vago was
appointed secretary of the newly-formed Union pour L'Art. Here, he claims
that the problems discussed at that first historic gathering are still with us.

Synthesis: one of the Yucatan temples, Mexico,
photographed by the French painter Nicole Cormier.
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On 1 June 1936, an unusual meeting took
place in Paris, in one of the rooms of the
Grand-Palais. There were gathered
together, at the initiative of the editor of the
journal L'Architecture d'Aujourd’hui, the
architects Auguste Perret, Le Corbusier,
Pierre Jeanneret, Jacques Debat-Ponsan,
Marcel Lods, Pierre Chareau, Cassan,
Siclis, Sirvin and Pierre Vago, the sculptors
Maillol, Despiau, Lipchitz and Zadkine,
and the painters Matisse, Fernand Léger,
André Lhote and others.

It was the first General Meeting of a
new group, which had adopted as its title
that suggested by Perret: Union pour I’Art .
Its purpose was to promote collaboration
between architects and artists in other
disciplines, and secondarily, to defend
living art in all its manifestations.

Among the founders of the group, we
also find Bonnard, Braque, Derain,
Dunoyer de Segonzac, Jean Lurcat, Picasso
and Vuillard, the sculptors Abbal, Csaky,
Despiau, Laurens, the architects Tony
Garnier, Pingusson and Laprade, as well as
the graphic artists Cassandre and Charles
Peignot, the interior designers Francis
Jourdain and Jacques Viénot, the historian
of modern architecture Marie Dormoy and
the critic Pierre Colombier; many had sent
their apologies for not being able to attend.
In the course of the meeting a plan of
action was drawn up, and a committee
was elected, presided over by Perret,
which included Le Corbusier, Maillol,
Matisse and Léger.

This association, despite - or because
of — its prestigious membership, had only
an ephemeral existence. Fundamental
differences soon emerged among the most
active members, and the well-known
individualism of artists soon got the better
of their initial enthusiasm for collective
action.

The aspiration towards mutual
understanding and collaboration was
neither new nor unusual. Many artists
deplored the division which had arisen
between architecture and other forms of
art, and which had been more and more
accentuated since the nineteenth century.
Many painters dreamt of expressing
themselves on a wall rather than at the
easel, and sculptors would have preferred
the facade of a public building to a bust ora




sculptural object, though it might be placed
in a park or in the middle of a square.

If the number of private patrons and
“art lovers”, as they used to be called, had
increased considerably in half a century,
the “public commissions”, from the state,
from the great public and private
institutions and various churches, still
bypassed those artists who expressed
themselves in a new language generally
misunderstood. Even the great majority of
architects seemed resistant to new art, to
living art; and even when Le Corbusier put
forward a “synthesis of the arts”, only
painting, sculpture and tapestry by Le
Corbusier himself were integrated into his
architecture. Understanding was difficult,
and real experience was rare.

It was, and still is, however, a serious
problem. It deserves a more serious
response than sporadic calls of “Help!”, or
the expression of vain regrets or pious
hopes. It would be presumptuous to try
and deal with it in all its complexity in a
few pages of magazine. So here I can only
record a few personal memories, while still
hoping that a much broader and well-
prepared debate will soon take place, with
the participation of architects and artists
who have a real experience of the
problems.

Ornament in architecture

[ have never been one of those for whom
nakedness of form is the rule, and
ornament in architecture a sign of
barbarism. The history of architecture
shows a series of periods in which
simplicity and purity are the dominant
character of the most beautiful works. This
is the phase one might term “primitive”,
without intending, however, any pejorative
connotation (Tournus, Romainmoutiers).
There follows a “classic” phase: forms
become richer, volumes and spaces more
complex; ornamentation appears, and
blossoms everywhere; artists and
craftspeople are more extensively involved
in the common work. Further evolution
brings a phase of decline, an approach
towards decadence. Ornament takes
priority over architecture, sometimes
architecture becomes ornament, and
technique expresses itself in bravura.
(After Soria and Chartres, Windsor and

The architect Claude Parent dreams of a *ville oblique”. ..
House for a Defiant Skyscraper, 1978,
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Rouen.) This is a highly simplified
summary of the successive cycles of what
used once to be called “style”, and the
reader will, L hope, excuse me.

During the first half of our century
architecture found itself in transition
between a phase of decadence and a
renaissance — primitive, naturally — which
was feeling its way forward. Academic
architecture was no more than a
desiccated, sterile memory of classicism.
Creative architects strove for renewal,
brought about, they hoped, by taking
natural forms as their models — the “floral
style” — or by a return to roots in regional
and vernacular styles, by the search for
decorative forms and changing fashions,
or by translating into architectural terms
the fruits of new technologies and new
materials.

There was a celebration of structure,
utilising the possibilities opened up by
technology (which led to some people
being carried away by industrialisation,
mass production etc). “Construction”,
declared Perret, “is the mother-tongue of
the architect”, Reacting against purely
decorative fashions, they exalted simple
volumes, pure planes, bare surfaces and
geometric forms, which were to give plastic
expression to the function (or functions) of
the building. “Volume and surface are the
elements in which architecture expresses
itself”, wrote Le Corbusier, who celebrated
“the cubes, cones, spheres, cylinders. . .

A painting by Le Corbusier, 1954,
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At the University of Villeneuve d'Ascq at Lille, he
commissioned the sculptor Lardera to create a central

figure some 7m high.

Mosaic in black and white marble with a cerami

tif, 23m x 4m, marks the entry to the university

administrative offices at Villeneuve d’Ascq.
Artist: Nicole Cormier-Vago




and pyramids, which are the most
beautiful forms”, while, as he wrote later “a
cathedral is not very beautiful” (sic!)
because “it is not a plastic work™ It goes
without saying that [ do not share this
judgement on Gothic architecture. For me,
indeed, the cathedral is a peak, and the
most beautiful example of artisticsynthesis.

But the need to purify, to get rid of all
academic “decoration” so as to rediscover
the pure forms is characteristic of the
nascent architecture of the twentieth
century, and it does not at all exclude -
quite the opposite — the contributions of
the painter, the sculptor, the master of
stained glass, the mosaicist, the polisher of
stone. The problem is not of decoration but
of integration.

In the Bauhaus manifesto of 1919,
Gropius recalled that “architecture is the
goal of all creative activity. Completing it
by embellishing it was previously the
principal task of the plastic arts. They were
part of architecture and they were
indissolubly linked to it". He called on
architects, painters and sculptors to
“rediscover the fundamentally complex
nature of architecture . . . Together we must
bring into being the new architecture, in
which painting, sculpture and architecture
form a unity”.

In France ten years later, the ambitions
of the Union des Artistes Modernes were not
so very different; it brought together artists
from all disciplines, architects, painters,
sculptors, artist-craftspeople. In its
Manifesto of 1949 (after the disturbance of
war), the UAM recalled that “this broad
synthesis of all the Arts was and remains
the basic position of the UAM”. I have
always been convinced of the importance
of such integration. But collaboration was
only possible on the basis of mutual
understanding, unity of conception, and
sympathy, in its etymological sense.

Since my youth I have been interested
in “modern” music, in abstract painting, in
contemporary sculpture. For the sake of
self-development and pleasure, I have
sought the company (and sometimes,
friendship), of those artists of my own
generation whose work expressed, in my
opinion, the spirit of our times. Strangely,
the circle of my friendships had fewer
architects than painters, potters, writers

and musicians.

This helped with my first projects,
where all these contributed to a
harmonious unity. In one of the first, a
chapel for a Dominican Convent, the
Christ sculpted on two oaken beams by
Dubos (a pupil of Bourdelles), Singier’s
stained glass, Giséle Favre’s ceramics and
Poillerat’s altar are integrally related to the
architecture. It’s the same in the church of
Saint-Pierre at Arles where two
magnificent windows by Manessier make
the enclosed space sing between the bare
walls of the trapezoid with its rounded
apse. The windows made in a whole range
of whites by the young Jean-Luc Perrot
speak the same artistic language as do
Manessier’s, of great chromatic richness.

These works were not “brought”,
ready-made. The artists, chosen by myself,
were asked to share in the common work
from the very first stages. Their work had
to fulfil a function. Of course, | imposed
nothing; but I explained the role which the
finished work should play in the
symphony of the whole. When
Saint-Pierre was being built, I asked
Manessier to visit the site. There the light
and colour of Provence revealed
themselves to him. He in turn invited me to
come and see the progress being made
with the windows, and he asked for my
reactions; just like Dubos, who, when he
sculpted for me, would ask me to follow
the progress of the work, and to tell him
“that’s it” at the right moment.

Provision of finance

The problem of financing participation by
artists is not simple and would deserve a
long debate all to itself. For certain kinds of
public building there exists in many
countries a duty (or opportunity) to devote
a certain percentage to works of art. This is
taken either from the total budget, oras a
special credit which is additional to the cost
of the building. The principle is interesting,
but its application isn’t simple. By whom,
and how, is the “price” of the work of art to
be established?

How are artists to be chosen? In certain
countries, competition is the rule: I don't
believe this to be a good thing. But can we
leave it all to the architect alone, often
ill-informed and ill-prepared? Should the

20-storey tower block, Algiers. Architect Pouillon plays
with sculpture - with rather doubtful results.

“client” — Rector, Headmaster, Mayor -
have some say in the decision, and how
much? Where finance is provided by
private sponsors, what are their rights of
intervention or control? If there is a
percentage, should it be fixed and the same
whatever the scale, the importance or the
significance of the building? All questions
which deserve to be looked into.

One last word on artists who would like
to be architects and architects who would
like to be sculptors. In our period, success
has been uncommon. A Bogdanovic¢ is rare.
The “habitable sculpture” constructed in his
garden by André Bloc is a fine piece of
sculpture, but cannot possibly work as a
dwelling. Berto Lardera dreamed of a
skyscraper-sculpture to be built at La
Défense: even with the collaboration of an
architect the result would not have been
very convincing. More miserable yet are
the proposals offered by architects for
house- or even town-sculptures. The
oblique block by the excellent Claude
Parent and the tree-buildings by Ricardo
Porro are more or less serious fantasies.
The architect confounds the plan of the
building with a drawing.

Art and architecture: what a lovely topic
for a conference, where all the actors in the
drama might meet. T
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A Legacy
of
Decadence

Historically, artists have controlled
their narcissism and contributed much
of brilliance to the built environment.
But Peter Dormer argues that the
modern art movement of obsessive
self-expression and creativity without
knowledge is of little value to either
artists or architects.

The modern artist is not much use to the
architect - nor indeed to anyone else. The
artist has been laid low by the obsession
with freedom and self-expression. When
self-expression becomes the sole
motivating ambition, then the enterprise
becomes narcissistic and generally
peripheral to society’s concerns.

The historian Joseph Alsop has written
about this in his book The Rare Art
Traditions, a history of collecting art. In the
past, in a sense, the artist and his self were
quite the least important parts of the
equation between a commissioning patron
and a piece of art. Not only were most
artefacts commissioned for a use, but the
patron told the artist what to produce.

Alsop says that these days very few
patrons would dare tell an artist what it
was they wanted because artists today do
not like to fetter their creative souls. Even
a Rockefeller dare not tell an artist what he
really wants. Whereas, as late as the
seventeenth century, artists, more often
than not, did what was asked of them.

Alsop gives the following example: in
seventeenth-century Rome, Pope Urban
VIII liked to put good things the way of his
family. And so with Pope Urban on the
papal throne, it was easier to become a
Cardinal if you were related to him.
Cardinal Barberini, for example, owed his
good fortune to the fact that the Pope was
his uncle. Naturally Cardinal Barberini was
grateful to his Uncle Urban, especially
when his uncle also gave him the means to
acquire a rather nice palace. Being a dutiful
nephew;, full of gratitude, he sent Uncle
Urban a sort of thank you note. What he
did was commission a huge ceiling
painting the size of a football pitch and the
subject matter was The Glorification of the
Reign of Pope Urban VIII. The artist was also
told to paint in some Barberini bees
because the bee was the logo of the
Barberini family. These bees had to be big -
about the size of small children.

Yet, as Alsop says, the painter Pietro da
Cortona did not flinch. He did not hanker
to paint something more relevant - such as
an ironic commentary on the financial
advantages of having an uncle on the
throne of St Peter. Instead, says Alsop,
“Pietro da Cortona cheerfully proceeded to
produce one of the most marvellous, if




somewhat special, decorative works of art
of the seventeenth century”.

In 1989 a book called No More Second
Hand Art was published in the USA,
written by Professor Peter London, an art
educationalist and an art therapist.
Professor London’s book is subtitled
“Awakening the Artist Within” and it is an
encouragement, an exaltation to each of
us to express ourselves. | want to
summarise Professor London’s position,

[ hope fairly.

Art requires skill

He says that the notions that art is about
beauty, that art requires skill, and that there
are recipes in art which can create beauty
are notions which are perverse and
incomplete. Professor London says that

what each of these precepts needs is a twin.

Thus he wants us to see that art is not
about beauty so much as meaning, and
that having a set of dexterous skills is not
so important as having a dexterous heart
and spirit. And instead of recipes we need
the absence of recipes.

He says “Meaning, not beauty” is what
we are after. He argues that we should, as
artists, find our own visual language and
methods - not use other people’s.

To the would-be artist who
unfortunately lacks talent this is beginning
to sound rather comforting, but you might
still be troubled by the fact that you are not
Titian or Rembrandt.

Professor London’s answer to your
troubles is Don’t Worry. He has devised a
concept which he calls “Non-competitive
knowing”.

He recalls that as a schoolboy he was
irritated by not being best in class; and
then, as an adult, he realised that the world
of human knowledge was not only big but
getting bigger, he could not be an expert in
everything or perhaps anything except in
one particular — himself. In the class of
questions that concerned himself, he was
supreme, and he says, you are supreme in
knowledge of yourself. No one can rival
you at being and knowing you and so
“you” become the subject of your art. He
says: “Itis quite delicious to carry on an
investigation, personally arrive ata
response, and not feel compelled to
measure the worth of your findings against

those of others. Others no longer pose a
potential threat to your own degree and
kind of intelligence.”

Non-competitive knowing really is quite
a brilliant concept and an appropriate one
for our era when so much thought by a few
people goes into taking the thought and the
difficulty out of the lives of the rest of us.
What a relief to know that by being King in
my own mental universe I can stand
shoulder to shoulder with Titian and Durer.

Yet the doctrines of individuality and
the emphasis upon our own individual
uniqueness have become almost a neurosis
in Western culture; moreover, as science
and sociology has persisted in throwing up
more and more evidence that suggest we
are less the creatures of free will than we
like to acknowledge, then the more frantic
in some quarters has become the assertion
of individuality and self-expression.

In most human activities, whether they
are practical, responsible activities such as
providing services for other people -
medicine, plumbing, or driving
locomotives — individuality has to be
subsumed beneath the overriding
responsibilities of the job, for it is these
responsibilities which serve other people
and its is a condition of doing the job well
that these other people feel that the
provider of the service — doctor, plumber or
train driver — has done his or her job well.

Subsuming individuality

But the modern artist - irresponsible,
childlike, of no service to anyone, has
insisted that art is above rules, separate
from reason. Modern art has created its
own heroes and spun its own myths
around them.

Consider the myth that has been created
around the figure of Jackson Pollock. It is
myth that underlies his biography
published recently, and written by Steven
Naifeh and Gregory White Smith.

The prologue to the book is called
Demons and it begins with a description of
Pollock roaring drunk and terrorising his
wife and it goes on to a description of
Pollock painting,

For example, “In a sudden, sweeping
motion, Pollock grabbed a big bucket of
black Duco in his paw-like hands and
began to pouriton to thecanvas...a

brooding, slope-shouldered figure in a
black T-shirt bent over a huge canvas,
flinging lariats of paint from a stick or
dribbling them from a stiff brush, stepping
lightly into the middle of the canvas, his
arm describing circles in the air, moving
laterally, rhythmically, throwing tight loops
of glistening paint in lace-like lines across
the expanse of white, then stepping back
to look, wholly focussed, as the lines
continued to unwind out of his
unconscious, into his eyes, and finally, in
another burst, onto the canvas.”

Apparently Barnet Newman, another
abstractionist, and one of even more
stunning banality, said of Pollock at work:
“It’s the mind - not the brain, but
mind-soul, concentration, gut. I've seen
him come out of his studio like a wet rag.”

I find it very difficult to accept this kind
of description — it is like bad advertising
copy for what an artist should be. Pollock
may have been a very unhappy man with
a variety of problems and undoubtedly his
lack of talent and skill, his jealousy of his
elder brother who could draw, not to
mention his jealousy of Picasso
(he apparently said, “That fucking Picasso.
He’s done everything”) — all of this clearly
made him rant and rage and spend himself
getting drunk and in losing himself in an
activity which had the feel of being creative.

And feeling creative is an important
point: feeling, not substance, is what
Pollock enjoyed. Like a drunk who thinks
heis being very funny, Pollock the painter
was blind to his emptiness - and tens of
thousands of other people followed him
down the same self-deceiving talentless,
contentless way.

There is an ersatz quality to the kind of
activity that Pollock and his followers call
creative. It does not rest on dealing with a
content or in building a bridge of
communication, or satisfying a function, or
articulating a communal view of the world;
itis instead blind, a blind battering against
the world - not unique, just uninformed.

The legacy of Pollock is the school of
“creativity without knowledge” that
dominates current art practice and art
teaching, Itis this legacy which has
rendered art useless to architecture and
society as a whole, and, ultimately, useless
to the artists themselves. |
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Red Army by Ray Smith

PER
CENT
FO

Richard Burton of architects Ahrends
Burton and Koralek explains how the
principle of Per Cent for Art will
provide the funding for artists and
craftsmen to contribute to a richer built
environment in Britain.

Art in modern British architecture: Robert Clatworthy
sculpture in the atrium of office development 1 Finsbury
Avenue, London, by Arup Associates.
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The need for a decent, relevant and
beautiful built environment has historically
been one of man’s preoccupations and
continues to be, Per Cent for Art is our
method in the West today of supplying the
money for involving artists and craftsmen
in this endeavour. It provides the channel
for patronage by identifying a percentage
of any building contract for works of art,
craft and landscape.

An incorrect interpretation of the
Bauhaus ideals and those of Sullivan and
Frank Lloyd Wright led to a period of
barren architecture in Britain when artists
were driven to the art gallery as a medium
for showing their work, and architecture
was stripped of the products of the artist
and craftsman by a combination of
architectural exclusion, cultural sloth and
financial opportunism.

In other Western countries this danger
was foreseen. In France, Holland,
Scandinavia and in many states and cities
of the USA, per cent schemes have
abounded for many years.

In Paris we can see a forward-looking,
confident approach to both art and
architecture which has re-established it as

Europe’ cultural centre but also as its
tourist centre. Ancient and modern live in
harmony there, and the architect is seen as
an artist to whom other artists can relate.
Architecture is used as the inspiration for
both live and static arts.

In the US we see great public projects,
particularly in landscape and cityscape,
that have changed the quality of life and
also the self-image of cities and places.

Examples giving pointers to the future
can also be found in Sweden with the
inspired involvement of artists in the Metro
project. In Holland the use of an artist in
the design of an engineer-led solution to
wind deflection on a large scale gives
further clues for future directions in the
collaboration of artists with architects
and engineers.

Britain waking up

In Britain we have just woken up and,
although some public projects had
previously been backed by the Arts
Council, it was only in March 1988 that
Per Cent for Art became Arts Council
policy. It reflected a growing public
demand for a better environment. Yet

Rueben Ker




nostalgia was strong and was subjugating
the courage needed for the involvement
of modern works and deflecting the
enthusiasm for a forward step.

Now that nostalgia has been clearly
channelled in Britain into the development
of the burgeoning technical museums and
the preservation of historic buildings and
landscapes, the more difficult task of our
modern man-made environment can be
tackled.

Already this confluence of artists and
architects is developing. At Gatwick
terminal we experience the benefit of two
pieces by Bill Pye which match any
elsewhere for their appropriateness and
beauty. They give to a fairly businesslike
interior the calming movement of water
and a feeling of stability from the large
conical forms.

British Rail has pioneered the use of
sculpture in public places, and hospitals are
beginning to realise the importance of art in
the environment. Indeed architecture as an
art is being restated.

Britain has some of the largest property
investments in the world, and it is
encouraging that art is figuring as a
significant percentage in some schemes.

Our Garden Festivals have become ideal
canvases for the introduction of art and
craft at a popular level, and significant
works have been commissioned. At the
Gateshead exhibition this year, which has
been seen by over four million people,

70 sculptures have been displayed,
including the largest in the world.

The Arts Council of Great Britain asked
me in June 1988 to form a small steering
group to guide them in their future actions
regarding Per Cent for Art in Britain. Our
recommendations fall into three main
areas: education, ways and means, and
demonstration and publicity. The
recommendations also divide into short-,
medium- and long-term planning
objectives, with the long-term objectives
being achieved in a ten-year period.

The recommendations suggest that the
Council should remain an initiator and
encourager of the concept, an intervenor in
order to promote specific exemplars and an
active finandier of the infrastructure
required. Otherwise the Councils Regional
Associations and Agencies should be the

main funnel for the activity of promoting,
gaining finance and ultimately organizing
the numerous schemes resulting from the
policy.

Scale of intervention

The scale of the intervention could be
between £100m and £300m a year
assuming a building industry of about

£35 billion a year in Britain. If we examine
one section, that of new hospital buildings,
this sector accounts for a capital building
programme of £1 billion a year. Assuming
a Per Cent for Art programme of one per
cent, this would be £10m a year in this one
sector only. The variance in scale of
intervention depends on take-up but also
on the percentage involved. Our view is
that projects require a relevant percentage
with one per cent used as a guide.

With spending of this kind, the
transformation of the arts community in
Britain would be substantial not only in
numbers employed but also in attitude.
The arts and crafts would and could no
more be viewed as quasi-charitable.
Equally, artists would have to come away
from the studio and collaborate on a broad

Slip Stream sculpture by Bill Pye at Gatwick Airport, UK.

basis. Their skills will change not only in
applied techniques but also in commercial
and presentational skills. They will also
become essentially better known within
the community. Architects will also change
their perception of themselves and accept
that they are artists and also harmonizers
of the many participants in the overall
artistic endeavour. Patrons and clients will
need to have cultural courage but also to
be reassured by precedent.

The question of quality and relevance
has exercised my steering group. So far, our
view is that the training of the right people
to advise clients and architects is the key.
They should be supported by a first-class
national reference system of artists and
craftsmen, and underpinned by a manual
covering ways and means.

It is heartening that within the two years
the steering group has been in operation
almost all of our recommendations have
been initiated.

One can now only hope that Britain
will benefit as other countries have from
the immense, innate talent applied to such
a worthwhile venture which will require
an international dimension. ]
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LANDSCAPING
THE
CONTEMPORARY
CULTURE

Adriaan Geuze and WEST 8, Rotterdam, defining the landscape as a
canvas for artistic and social experiments on urban scale.




Introduction

Where French culture is reflected in
patlaces and cuisine, English culture in
tradition and politeness and American
cilture in Coca Cola, Dutch culture is
typified by windmills and tulip fields.
The Dutch landscape is the product of
the Dutch people, 100% man-made.

- The tngenious system of polders and

dikes, locks and canals has been
continnously developed, adapted an
perfected siice the thirteenth century.
This Dutch preoccupation with
making things usetul and creating a
new landscape has degenerated in
modern times into an over-organtzed
bureancratic planning machine which
smothers the landscape with
well-itentioned planming rules and

i have fallen into a deep

rists of artiftgial nostalgia. In this

‘Nonate of narkpw-mindedness, West
chitects has

has a self-willed and

i
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Geuze takes up the gauntlet for the
modern urbanised landscape of the
West Netherlands by designing new
architectonic concepts for it. In his
most recent work, the structural
diseases within Dutch landscape
architecture are diagnosed in a
sensational way. His opinions
comprise a straightforward attack on
the prevailing attitude of nostalgia in
design, and a plea for innovation.

Dutch metropolis

His new concept is made especially
clear in the interrelation of a series of
recent designs, competition entries,
and a manifesto. The leitmotif in this
work is the acceptance of the conquest
of the old geometric landscape by
modern mass culture. The western part
of Holland is no longer seen as a
picturesque landscape containing four
large cities (Amsterdam, Rotterdam,
Utrecht and The Hague), but rather as
a unigue metropolis (the Randstad), in
which a vast periphery forms the
binding web between four urban
nuclei.

The Randstad is a metropolis with
a potential of 6.5 million inhabitants,
the most important industrial and
agro-industrial production centres, the
international harbour, and Schiphol.
It operates with the help of an efficient
and very intricate infrastructure of

THE PERIPHERY AS A CENTRE

In the manifesto The Periphery as a
Centre, this process of conquest is
charted by sober historical analysis
and the landscape around Utrecht is
viewed as an example for areas
elsewhere. The emotional charge of
this manifesto can especially be felt in
the piercing literary statements and
in the design collages. The successful
provocation effected by a modern
Chinese hotel next to an old wooden
windmill is seen as a metaphor,
functioning as a leitmotif in the
manifesto.

way of life to which the exuberance
and fragility of modern society are
abandoned.

The landscape under discussion is
one of diverse logical systems
functioning straight through one
another with bizarre, wonderful and
surprising combinations which have
a disarming effect upon prejudiced
points of view. It appears to be an
entity with its own aesthetic laws,
towards which one feels a growing
fascination. Absorption with this
newly-discovered, fascinating reality
makes the usual way of dealing with
the outlying areas of towns seem like
planners’ brainwashing, Uncertainty

roads, canals, public transport
systems, telecommunications etc,
which makes the different cultures
interchangeable. The whole is grafted
onto a rich historico-cultural basis
and has an ecological structure
consisting of the dunes, the “Green
Heart” (Holland's green centre), rivers,
the tidal waters, the “Heuvelrug”

(a range of hills), and the lake district.

arises about the meaning of concepts
and the validity and scope of current
models of thought. This dilemma
demands a closer study of the
relationship between town and
country.

The Town-country relationship
“Cockatoo cooked platter, chips and
garden peas on a Brabantine print
tablecloth in a Chinese pagoda
beside wooden windmills in the heart
of Holland on the A2, where cars
wait for the yellow commuter train
which must pass by . . .”

The observation study of the area,
the outskirts of Utrecht within a
radius of ten kilometres around the
Cathedral, produces a surrealistic
collage of images which reflect
contemporary culture. Analysis of
these images gives insight into the
mostly banal reality of the clichéd

Phases in the development process
Study of various periods of the
town’s growth makes it clear that this
dilemma can be answered with the
explanation that an historic change
in the town-country relationship is
taking shape. Three phases can be
distinguished in the growth of the
town and the urban district.
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The ramparts phase.

In the period from 1300 to around
1850, there is a walled town. The
ramparts form a stable boundary, a
sharp contrast between inside and
outside, and are based upon strategic
principles (impenetrable wall and
free field of fire). Although in this
period the surrounding land is

cultivated and outdoor areas and
communal gardens are made in the
zone just outside the wall, for a long
time there is no question of
significant development directed
towards the outside. The walls play
a special role in the town-country
relationship. Not only are they the
physical line of defence, but they
have no less a mystical /religious
significance as a separation of the
emotional world into within (safety,
security, life) and without (insecurity,
danger, destruction).

The town boundary phase.

The town grows steadily from
around 1850, the period in which the
walls are demolished and the

industrial age begins, to around 1970.

First there is growth along the roads,
canals and railways, later in larger,
closely connected units. Thereis a
moving town boundary which forms
a sharply-defined contrast to the
agricultural area which is
increasingly being swallowed up.
The town boundary derives its shape
from geographic and planning
principles (development along exit
roads, up to barriers or in accordance
with a concentric model). The
town-country relationship is
dominated by the traumatic
experience of the encroaching town
and nostalgic idealization of the
country region. The outskirts of the
town take on a doubly negative
significance both as an objectionable
and ugly zone with undesirable
functions - scrapyards, graveyards
and gypsy camps —and as a symbol

of the constant threat to the rural area

beyond. The town boundary became
an issue,

The peripheral phase.

Since around 1970 a stormy process
of development has been going on.
New residential districts, industrial
and commercial sites, highways,
complexes of intensive land
development and so forth are being
created in a broad zone around the
town. In comparison with earlier

periods this could be described as an
explosion of development. The town
is changing into a dynamic urban
district. Enclaves and sub-centres
with colourful contrasts stand out,
the boundaries between town and
country become blurred. The
periphery takes its form from
socio-economic processes (political
interests, market mechanisms, the
price of land, administrative
boundaries and so forth). Thisis a
region with a dual emotional
significance — on the one hand as a
symbol for a society going off the
rails, and on the other hand as a
symbol for unlimited choice, the
freedom of movement, the freedom
of the individual.

Conclusion

Study of periods of the town’s growth
shows that the town-country
relationship is not a stable fact, but
changes with time. Changes in this
relationship mark the phases in the
development process of the town
and of the culture in general (the
town in the agrarian society, the
development of the industrial and of
the post-industrial town).

The observation study of the
Utrecht urban district makes it clear
that at the present moment the
change-over from town boundary to
periphery is occurring. In this light,
the dismantling of the harmonious
landscape and the arrival of
complexity and fragmentation is
rather a cause for reflection than for
panic.

Superperiphery

In this proposal, the possibility of
creating a cluster of facilities linked
to a motorway, and of studying the
effect of extremely dynamic
landscape development on
small-scale elements of greenery is
looked into.

A spatial development has been
chosen which takes the
fragmentation of the zone by the
motorway, the Amsterdam-Rhine
canal, the Merwede canal, the line of
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Beverwik Town Park

A proposal for a modern
town park, taking the
inhabitants of Beverwik,
including children, mto
consideration.

Point of departure

In place of a

spatial /aesthetic problem
the project has been
interpreted to be the
creation of a -[’:Hmf

structure upon which a
proposed future scenario
will develop. This scenario
can be viewed as "the
articles of association” of
the Organisation which
will start up, look after,
develop and market the
park (the architect as
notary). It comprises a
;”H}:v;i:"u':( which will
generate an abundance of
activities: nature
education, fun and leisure

'chnolo

QY and
ommerce. The different
elements are to contrast as
strangly as possible with

cach other.

Layout

The park will comply with
its complex surroundings
by means of a green
asphalt "carpet” along the
ragged edge. This will be a
continuous path which
exposes all the elements of

the park and will serve as a
jogging, roller-skating and
bicycle circuit, and as an
entrance stretching along
the complete perimeter.
The park will be
divided into a high and a
low part. The highest part
(2.50 metres) will be a
wood with the three
hockey fields requested,
a tree sanctuary and a
barbecue gunfm. The low
part will comprise a

willow plantation with
elks, water, a public square
on which cultural facilities
and a children’s fantasy
garden will be built, and a
grass strip with toprary.
The border between high
and low will contain a
linear botanical garden, an
avenue of palms, a line of
art works, a greenhouse
and an apartment block.
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power pylons, and the district roads
as its point of departure. It is rich in
islands which are of extreme
importance for employment, the
economy, and day-to-day provisions.
They are loose, introverted units
which do not derive their identity
from their direct environment, but
generate it themselves: subtropical
internal environments with marble
and ponds; voluminous warehouses
with neon lighting; universal sports
halls for conditioned bodily
movement; the systemised lure of
streamlined shopping areas; parklike,
carefully created illusions of greenery.
In this hotchpotch of multicoloured
contrast, the motorway, with its
rhythm of signs and slip roads, gives
structure. It is the ordering principle
in this contemporary landscape of
convenience, the guideline for the
new urban nomads.

The proposal includes large-scale,
motorway-oriented office blocks
situated linearly along the district
road running through the Galecop
polder, and more small-scale and
high office blocks in a zone alongside
the express tram route, with the
Westraven triangle as climax. High
office and living complexes will be
combined here in a stacked structure,
with shopping centres and car parks
under a representative, public
platform. Likewise, a cluster of sports
centres alongside the motorway has
been proposed.

Business zones will be developed
next to the motorway, gratefully
making use of the display-window
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facilities for neon advertisements and
logos. By using the existing lake -
from which sand has been extracted
- and the Heemstede country estate
as a starting point, a small-scale
element of greenery can be
developed in the eastern part of this
superperiphery. It has been proposed
that the country estate be forested
and included in an intensively
exploited recreation strip

Enclaves

This study shows that a fragmented
and highly dynamic area can
undergo development that leads to a
complex spatial picture with
fascinating contrasts and wonderful
spatial combinations. It has an order
based on the traffic structure and an
aesthetic based on the regularity of
the internal world that is not
relinquished to the outer world. It is
not necessary — it is even senseless —
to strive for added spatial structure in
this area, confirming the complexity
and leading the developments
mentioned above in a certain
direction: the landscape and urban
development aesthetic has made way
for the aesthetic of flyovers and slip
roads.

The study demonstrates that the
functionality of a greenbelt in this
type of area, with its conscious
addition of small-scale facilities, does
not participate in the pandemonium
of the peripheral subcentre. Green
parklike elements coupled with, for
example, recreational facilities
manifest themselves in the fantastic
development process of the
periphery, and participate in the
benefits of good accessibility and the
surrounding functions.

Remains of the landscape

In this world of islands, remains of
the landscape form useful references
to the past. Used as pony pastures or
as vegetable patches, they dramatise
the unavoidable and explosive
growth of the periphery; the
euphoria of the socio-economic
process.

Adriaan Geuze
West 8 Landscape Architects, Rotterdam

Born: Dordrecht, the Netherlands 1960,
1967-1987: University Wageningen, landscape
architecture

1985-1987: buro Bakker en Bleeker, Amsterdam.
1987: West 8 landscape architects, Rotterdam.

Projects

1986: Design for western harbour area, Amsterdam,
commissioned by the Environmental Planning,
Department of the Amsterdam city council.

1986: Rotterdam Tourist Recreational Structure,
commissioned by the Rotterdam city council.

1987: Study of motorway VLW /RW44 in The Hague:
Department of Public Works, The Hague.

1987: Design for Almere cemetery (in co-operation
with Anja Guinee).

1988: Design for urban development, market area,
Rotterdam.

1988: Design for urban development, 6 public areas
in Rotterdam.

1988: Landscape study of the Utrecht conurbation.
1988: Design for business area, Ridderkerk.

Design for roof terrace, Rotterdam.

1989: Design for study living area, Liulin, Sofia.
Design for surrealistic watergarden in the Biesbosch
polders.

Design for exhibition area, Rotterdam 650 years.
Design for market square, Visserijplein, Rotterdam.
Design for public park, Beverwijk.

Design for Heemraadsplein, Rotterdam.

Design for Maaskant-building, Dordrecht.

1990: Design for Aelbrechtskade, Rotterdam.
Design for Putselaan, Rotterdam.

Design for City Square, Rotterdam.

Design for Veenweg, Groningen.

Landscape study for Amsterdam Airport, Schiphol.
Design for gardens, Sassenheim, Rotterdam.

Competition entries

1988: Design for 21st century city, [FYA, 1st prize.
1989: Experimental house (with M. Lammers).
Residential housing seminar, 1st prize.

1990: Prix de Rome, nomination.

Publications

Het Onderbroken Leven (interrupted life, a history
of design concepts for Dutch cemeteries).

Forum for Rotterdam.

Calender 1989, public spaces Rotterdam,

The periphery as a centre.

Academic posts

Teacher at Academy of Architecture, Amsterdam.
Guest teacher at Academy of Architecture,
Rotterdam and Academy of Architecture, Tilburg,




POPULUS: dwelling in
Almere

The competition design for
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Public Area
Development in Liulin,
Sofia, Bulgaria.

The project for the urban
restructuring of the Liulin
Housing Complex in Sofia,
has appeared as a result of
the International
Architecture Studio -
Liulin 89 project.

The amorphic,
“spaghetti-like”
distribution of the areas,
functions and meanings,
ordered only by a
right-angled planning
scheme of the 6-8-storey
housing blocks, is replaced
in the proposal of Adriaan
Geuze by a clear system
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of overlapping zones of
different character as
follows:

Multifunctional Civic
Area along the Boulevard;
Three-layer Green Area,
which includes Wild
Forest, Public Park, Field
Zone and a snake-like path
with Private Gardens
alongside; Sports Area; a
Rose Garden Area, which
runs through the body of
the whole district. The
focal point of the Housing
Complex landscape is a
pedestrian ramp, ending in
an Observation Balcony
and attached toa
glass-walled Winter
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Garden cube, where
collected (‘ﬂgl’d pm‘ms ,fmm
the Boulevard are kept in
the winter period.

The whole complex
lundscaping system is
conceived as a radical
means of beautifying
modernist zoning
principles. This attitude
actually converts the
Liulin scheme into a model
for a post-modern cultural
environment, transforming
the primary chaos of
non-places into a place
with new landscape
conditions for public
freedom.

Heemraadsplein

There ts no programme for
Heemraadsplein in
Rotterdam, an historical
square which has
degenerated mto a useless
tree sanctuary now serving
as a storage area for
building materials. In the
design study, its potential
as an urban “summer-
evening plaza” has been
researched. The idea is to
create a contemporary
plaza in the centre of the
Western Quarter reborn
as a result of the urban
renewal plan and
comprising 80,000
inhabitants.

[n the proposal, the
plaza will be surrounded
by a 15-metre-high fence,
built out of modules, on
which space for neon
advertisements will be
rented out, With this fence,
the plaza will have a
transparent border and
will clearly make its
presence known in the
town. Under a section of
the plaza, there will be an
underground car park
whose roof will form an
inclined garden facing the
sun and the Nieuwe
Binnenweg motorway.




Schouwburgplein

The Schouwburgplein is
the main square in the
very centre of Rotterdam
The historic centre of
Rotterdam was completely
destroyed in the last war.
Now the city finally has
been rebuilt and the city
council is looking for
remaining open spaces for
commercial developments,
The council considers the
Schowwburgplein to be a
possible site for
development
West 8 made a proposal for
the square as a public area,
an open space with
striking sky-line. Some of
the elements are:

an open space for

staging events and

exhibitions

a metal pavement

a system of large

hydraulic lights

performing a

mechanical ballet

winding pine trees to

contrast with the

high- office building
The square will be built on
a shipyard.




CITY WITHIN A
CITY’S ARCHES

Jeremy Myerson on how architect
Doug Clelland created one of Britain’s
most innovative exhibitions.

GLASGOW: The intense interest in Glasgow as
the 1990 European City of Culture was given a
special focus by the mounting of Britain’s largest
temporary exhibition amid disused railway
arches around Glasgow’s Central Station.

Glasgow’s Glasgow, the brainchild of
architect Doug Clelland, attracted 500,000
visitors during its eight-month run from April to
November 1990 - confirming critical acclaim
that this spectacular multi-media exploration of
the city’s history was one of the most unusual
and ambitious architectural installations of its
kind in the UK. Glasgow’s population is only
710,000.

Clelland discovered the 7,000 square metres
of vaulted space by chance in 1987 while
carrying out a project with students at the
Mackintosh School of Architecture. He
described his discovery as “almost the stuff of
an archaeological site in Rome, yet unused”, and
saw within the grid of the vaults a microcosm of
Glasgow itself. The idea of a “city within a city”
was born.

Clelland became the head of a major cultural
initiative — to communicate the multi-faceted
experience of Glasgow using the topology of the
vaulted space. He described the process as
“creating a landscape to bring geography and
history together. The project immediately took
on extraordinary political implications because
history is everybody’s territory”.

Clelland’s idea for the exhibition structure
was to avoid the chronological. “One does not
enter with the Romans and leave with
tomorrow’s newspaper,” he explained.

He worked with 30 academic advisors and
15 external designers to shape the show’s
content, focusing on 110 key subjects about
Glasgow. £1.2m was spent on renovating the
dark, dank vaults and £4m on the exhibition
itself. More than 2,000 artefacts were sourced
from around the world and five hours of film
recorded for use in the exhibition’s mini
cinemas.

One of the most impressive achievements of
Glasgow’s Glasgow was the integration of the
architectural theme with a rich array of arts and
technologies — from live theatre to video and
computer screens. Clelland called it “mixing the
live and dead arts”. The result was an exhibition
with a visual complexity and clarity of
information capable of sustaining interest over
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Right: An example of the installation which explored the
idustry of shipbuilding, showing the conjunction of fixed
artefacts and large scale moving images.

repeated visits and entertaining any age group
or level of sophistication.

Evocative displays ranged from the
shipbuilders on the Clyde and the
Celtic-Rangers soccer rivalry to the way
Glasgows city fathers taught the Japanese all
about engineering,

As a reflection of Glasgow’ resilience and
rebirth as a city after decades of architectural
mismanagement, it made a powerful statement.
Clelland’s achievement has been not only to
provide a suitable show for the 1990 City of
Culture — he has bequeathed Glasgow a new
cultural venue amid the arches. !
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The relationship between Glasgow and London.
Entrance to the areas devoted to the south of Glasgow.

Introduction to the historical centre of Glasgow as a
Grid City.

Below: Crucible - the area devoted to immigration into
Glasgow.

Below right: Contrasting media - an early printing press
and the current availability of television channels in
Glasgow.
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EUROPE PLAYS
OFFICE POLITICS

Wendy Smith on the new design thinking
behind the latest office furniture on show
at Orgatec in Germany,.

COLOGNE: Given all the discussion about the
role of a reunified Germany in the European
Community, it is fitting that Orgatec, Europe’s
largest and most influential office furniture
show, should be held annually in this German
city. Latest statistics estimate that out of the
98.7 million people employed in the European
Community, nearly 42 million of them work

in offices.

That means an awful lot of seating and
furniture, a fact not lost on leading European
and American manufacturers who chose
Orgatecs October 1990 edition to launch a glut
of newly-designed products. There are already
60 million workstations in the European
Community - a figure set to rise to 70 million
by the year 2000.

The mood at the show was loosely governed
by the demographic backdrop to the new
designs: a shortfall in school and college leavers
is making employers put more emphasis on the
softer, more humanistic aspects of the office
environment in a bid to recruit and retain staff -
rather than a ruthlessly functional search for
efficiency.

The office is no longer a machine for
working in but an increasingly sophisticated
setting for the aesthetic and technological
innovations which can enhance productivity,
promote cross-fertilisation of ideas, and reduce
the number of working days lost through
sickness or absenteeism.

Some of Europe’s best-known designers
were recruited to promote this more discerning
office ethic in new furniture designs at Orgatec.
Walking round the show; one noted a less
aggressive and angular refrain to the work: the
new style is more theatrical, softer and more
rounded with more natural materials such as
wood and wool.

The new themes were perhaps most clearly
expressed in a collaboration between leading
[talian designer Achille Castiglioni and former
Memphis protégé Michele de Lucchi on a new
executive range for Olivetti entitled
Sangirolamo.

This explores the idea of the desk as open
stage, framed by furniture as theatrical curtains
and embellished with a leather writing pad.
The name brings to mind the famous Antonello
da Messina painting San Gerolamo nello studio
(Saint Jerome in the study). According to
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Left: King Arc conference furniture for Konig & Neurath
by frogdesign

Below: Concept sketch for Sangirolamo range, designed for
Olrvetti by Castiglioni and De Lucchi.

Olivetti, the entire design exercise is about “the
idea that the office should not only be a place
for dialogue and work but also a place for
introspective thought”.

The commissioning of top designers in order
to reach the architect-specifier market is not
confined to Olivetti. The latest products of a
longstanding relationship between German
product design firm frogdesign and German
office systems maker Konig & Neurath include
the King Rex seating study - an avant garde
prototype aimed at a new market of “creative”
home workers — and the King Arc meeting
room furniture.

Above: King Rex design
study: Konig & Neurath
seeks “creative” home
worker market

Left: Vitra’s Area seating
system designed by
Antonio Citterio

The King Arc philosophy, says Konig &
Neurath, is about replacing office hierarchies
with office communication. Meanwhile Vitra
used Orgatec to promote the idea of
“fun instead of drudgery”. Among its new
products: a modular waiting room system
designed by Antonio Citterio which is strong
on architectural logic.

Citterio’s love of detailing is said to recall
Charles Eames. Indeed Vitra based its
contribution on a famous Eames line — “Take
pleasure seriously”. After Orgatec, forget the
workhouse. That’s the way office design is
now going. [



SPIRIT OF LEARNING

World Architecture is the official

magazine of the International Academy of
Architecture. Here, the aims, organisation
and activities of the Academy are outlined.

Scope of objectives
The International Academy of Architecture was
set up in 1987 to stimulate development of
architectural theory, criticism and creativity,
and to initiate advanced studies of
post-graduate qualification training of talented
young architects. It is a non-governmental
organisation, recognised as an international
consultative body with the United Nations
Economic and Social Council. Its members have
been selected from internationally recognised
professionals in architecture: 44 of them are
honoured with the academic rank of IAA
Academicians and 38 have the title of [AA
Professors.

The Academy engages in a wide range of
research, design and training activities,
[t organises conferences, seminars and
exhibitions, and takes part in joint projects with
international firms and organisations of various
countries. Its strategy is defined by its basic
programmes related to the problems of
architectural town planning and building
design, architectural theory and its application,
and the development of architectural education
and professional information.

Activities in 1990

The Academy has explored four main research
topics over the past year: architectural
education; architecture and ecology;
architecture and children; and social housing,.
(See report below.)

Apart from these long-term research
programmes, significant events were organised.
These included: a postgraduate qualification
workshop in Bukhara; a joint Greek-Soviet
design seminar on the theme of the Greek
village; an IAA Dutch seminar; an international
design competition on the theme of a recreation
and business centre at Dagomis, Sochi, USSR;
and the Ecopolis international design training
seminar.

There have also been successful
collaborations with other international
organisations. A joint [IAA-UNCHS (Habitat)
seminar was held in September 1990 on
the problems of preserving and rehabilitating
historic heritage centres.

Under preparation is a joint event with the
UNDTCD (United Nations Department of
Technical Co-operation for Development) on
environmental aspects of water resource
management.

IAA Santo Kirike Creativity Centre, Bulgaria: held
seminar on rehabilitating historic centres.

Architectural education

During 1990 the Academy established the

IAA Free University with open membership to
all architectural universities and schools and
related professional organisations throughout
the world. Internationally recognised names in
contemporary architecture have been invited to
participate as Free University Professors.

The aim of the IAA Free University is to
initiate contacts between leading architects,
theoreticians, students and young architects;
to organise advanced studies, seminars and
conferences at the IAA Centres; and give
young architects the opportunity to gain design
practice experience in the offices of IAA
Academicians and Professors.

This [AA initiative has already gained
wide popularity. More than 100 schools and
universities of architecture have registered
as members,

In addition, the IAA is planning to hold
jointly with UNESCO a World Congress on
architectural education at the UNESCO
headquarters in Paris.

Architecture and ecology
In May 1990, the IAA held a second expert
workshop on the ecological investigation and
monitoring of the Black Sea and River Danube.
The event was a follow-up to the first
workshop, held at the IAA’s Santo Kiriko
Creativity Centre in Bulgaria in October 1989,
which had prepared a draft programme.

The second meeting was attended by
scientists from the Black Sea region, and by
a host of world organisations including the
UN, UNESCO and the European Institute of
Environmental Politics. Its programme sets out
to evaluate Black Sea ecosystems, use them as a
natural model for solving the ecological
problems of other seas and oceans, and support
a timely Convention on the Protection of the
Black Sea.

The IAA was an active participant in the
implementation of this programme. Special
attention was given to the Academy’s scheme
“Concordia 2000 - The Blue Bands of Europe”,
which aims to co-ordinate European efforts to
ecologically improve the rivers Danube, Rhine,
Main and Rhone by the year 2000. A month
earlier the IAA had participated in a Euro-cruise
down the Danube with leading scientists,
architects and landscape designers as part of its
“Concordia 2000” initiative.

Architecture and children

In recognition of the importance of involving
children in architectural education at an early
stage in order to intellectually and spiritually
advance society, the IAA organised the first
meeting of its architecture-and-children
research programme in Moscow in June 1990,
chaired by professor Yuri Platonov.

Social housing

The IAA is preparing an exhibition on low-cost
housing as a contribution to the implementation
of the UNCHS (Habitat) Programme for Global
Shelter Strategy to the Year 2000. Selected
works by young architects aged 25 to 40 will be
drawn from IAA ranks as an input to solving
the world’s homelessness problem.

The exhibition will show a variety of
low-cost housing ideas related to respective
climactic, socio-cultural and economic
conditions in different regions of the world.

How to solve the worlds homelessness
problem is a central theme of a series of training
seminars on the problems of rehabilitating
historic towns and districts, which mark a
collaboration between the IAA and the United
Nations Centre for Human Settlement (Habitat).

A 1989 seminar attended by 24 professionals
from all over the world was followed up in
September 1990 with a second event at the IAA
Santo Kiriko Centre, on the theme of improving
housing and rehabilitating historic centres.

Professors from Austria, Germany, USSR,
Belgium, Denmark, Turkey and Bulgaria
delivered lectures and initiated discussions.

Participants welcomed the idea of organising
a symposium on the subject in 1991 with a view
to a further exchange of experience between the
developed and developing world and the
preparation of a monograph for distribution
around the world.

More about the IAA

If you would like to learn more about the
activities of the Academy, please contact:
Edith Kraichkova, International Academy of
Architecture, 2 Rouski Boulevard, 1000 Sofia,
Bulgaria. Tel: +2-873863. Fax: +2-871313. [

81




CENTRE STAGE
IN AMERICA

Gordon Bunshaft of Skidmore Owings &
Merrill

By Carol Herselle Krinsky, MIT Press, 1989,
£44.95.
Review by John Winter.

The late Gordon Bunshaft’s career spanned the
great years of the SOM practice. Before and
after Bunshaft, the firm built run-of-the-mill
buildings. He took it centre stage — making
SOM the world’s most admired large
architectural practice for three decades.

Carol Krinsky’s book is very much an
architectural biography. There is little of private
life here and the man himself is not revealed,
but the story of his architectural career is well
told, and maybe that is the way he wanted it.

For my generation of architects, leaving a
drab Europe in the mid-1950s, Bunshafts Lever
House was simply breathtaking. Of course
Corb and Mies were greater architects, but
Lever House had glamour, the promise of a
future made wonderful by unlimited
technology. Taking its know-how from Albert
Kahn, its shininess from Neutra, its precision
from Mies, its concept from Corb, it was the
building of the moment, and within a decade
every capital city in the world with any claim to
culture had a cruder version. That is popular
success.

Bunshaft followed Lever with more and
greater successes, based on what he calls “the
optimism and easy power of industrialised,
democratic America”. For 30 years SOM gave a
quality lifestyle to American business; then
American architecture, and SOM, lost its nerve.

Those buildings of the 1950s look so easy
now, but it all had to be invented - the sealed
building, the suspended ceiling, window
cleaning gear, the country office building -
it was a rich and innovative era that puts us to
shame.

Bunshaft followed Lever with the beautiful
little Manufacturers’ Trust Building (then the
out-in-the-country Connecticut General
Headquarters), returning to Park Avenue for
Pepsi & Union Carbide. Then to Buffalo for its
art gallery with a totally glazed auditorium -

I remember seeing a film there in the snow and
it was sheer magic. But how many of our
consultants now would let us build an all-glass
auditorium? The Marine Midland tower on
Broadway is my personal favourite amongst all
his buildings, the ultimate in what an office
building should be - modest, simple, elegant, an
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exquisite machine that is a delight to work in.

All this is a fascinating story of breathtaking
inventiveness, developing a reasonable and
orderly twentieth-century tradition. It is all a bit
out of fashion today, and the author keeps
apologising with phrases like “we have different
sensibilities now”. No doubt it must all wait a bit
longer to be considered a fit subject for art
historians and for the buildings to be declared
landmarks. It was thoroughly documented in
the periodicals of the time and this gives the
book a slight feeling of déja-vu — we have seen
these pictures before.

But new to me, and a real treasure, is the
Bunshafts’ own house in Long Island, built
1961-62. The house reveals the architect. It is
comfortable, calm, effortless, luxurious, all in

place. Full of fabulous works of art, it has a
simple roof of precast concrete on travertine
walls. I would love to live in it.

Much less satisfactory to me are the later
concrete buildings, the Johnson Library and
Hirschhorn Museum. Gordon Bunshaft
designed the book and put the Johnson Library
on the cover: | found this a surprise as it must be
his worst building. But the career ends on an
up-beat note with the marvellous Haj Terminal
at Jeddah.

Many architects now work in large
organisations, designing buildings for other
large organisations. This book should give them
all encouragement by showing that architecture
of a very high order can be created in just this
situation. ]

The entries for the first Mies van der Rohe Award for European Architecture are recorded in a succint and
attractive new book of the same name, published by Butterworth, London 1990, UK £19.95. The inaugural
prize was given to Spanish architect Alvaro Siza for his Borges & Irmao Bank, Vila do Conde, 1986.




The Malaysian architect Kenneth Yeang of Hamzah and Yeang is the subject of Robert Powell's new book
Ken Yeang: Rethinking The Environmental Filter, Singapore, Landmark Books, 1989. It includes a foreword
by Kisho Kurakawa and an essay on the Taxonomy of Regionalism by Suha Ozkan. Photo by Albert Lim of
the architect’s own “roof-roof house”, Selangor 1983-1984.

THE PERILS OF
RECYCLING

Re-Architecture: Old Buildings/New Uses

By Sherban Cantacuzino, Thames and Hudson,
1989, £24.
Review by Michael Middleton

Sherban Cantacuzino here returns to a theme
he has several times tackled before - in 1975
and again in 1980. In 1975 - European
Architectural Heritage Year — the conservation
ethic was still something of a crusade. Its
believers were battling in part to staunch the
wounds left by the unbridled clearance
programmes of the previous decades; in part to
make clear that conservation does not represent
a Luddite opposition to progress, but is in fact
an important strand in urban renewal.

Today there are those who think that the
pendulum has swung too far in the opposite
direction. As facadism creeps down the high
street and clothes all kinds of new development
we are made all too acutely aware of the
pressures of the heritage industry. The
qualitative aspects of recycling have never been
more important.

In this book Cantacuzino himself, as always,
exhibits rectitude and discrimination. He gives
us 54 schemes from 15 countries, divided into
six broad categories of building types: public

buildings (railway stations, hospitals,
courthouses, and so on); private buildings
(castles, town and country houses); commercial
(warehouses, covered markets and so on);
industrial (warehouses and mills); ecclesiastical
and rural (barns, granaries etc). Each of these
categories is preceded by a brief introductory
essay.

Needless to say, ingenuity is everywhere:
an abattoir is turned into a cultural centre; a
Docklands traffic office into a TV studio; a
lighthouse into a guest house; a granary into
local authority offices; a menagerie (yes!) into
“the grandest bungalow in the world”. For the
most part the transformations have been
effected with conviction and imagination
coupled with a decent sensitivity to the integrity
of the building,. I tried, without success, to detect
some national characteristics in the approaches.

Cantacuzino’s text is generally dispassionate
and factual (though occasionally, between the
lines, one catches a whiff of special admiration
or of personal disapproval - as of the macho
insertions into the Gare d'Orsay).

Some of the asides are illuminating, such as
his suggestion that the Paradores and Pousadas
of Spain and Portugal represent the only
examples of long-term government
programmes of re-habilitation for new use.
Comprehension is assisted by a number of
ground plans and the odd section or isometric.
Architects and designers are listed punctiliously.

The buildings we discard, the buildings we
keep and what we do to them when we keep

them, constitute a form of national
autobiography. (Think of the horror of what has
happened in Romania, to which Sherban
Cantacuzino was, I think, the first to draw our
attention.)

Our towns and cities, if they are to fit
themselves for the needs of the next century,
face change on a scale no less traumatic than
that of the last. We need to be reminded
constantly of the highest standards, and
reminded that they are attainable. This book
does both. [l

Natural philosophies and other essays

One of the current fashionable terms in
architecture, design and art circles is Nature.
Indeed, it seems to have led to a small growth
industry of publications some of which are
hardly worth opening whilst others appear to
be relevant, even significant studies. The
supermarket appearance of The Natural House
Book which has the sub-title “creating a healthy,
harmonious and ecologically sound home” is
initially off-putting but on closer examination
proves to be useful, informative and at imes
thoroughly inspired. (London: Conran Octopus,
1989, £14.99) The author is architect and
planner David Pearson and the book looks at
the “natural” house, its elements and internal
spaces. It is broad in its worldwide coverage and
has useful, brief and intelligent things to say on
ecologically balanced designs from the snow
belt as well as the desert.

More daunting, certainly in a literary sense, is
the cultural study of nineteenth-century Britain
by Carl Woodring, Nature into Art, (Harvard,
1989, no price given) which explores nature as
an ethical and aesthetic model for the
philosophy and thinking of the last century,
delving into the philosophical background of
terms such as “the sublime”, “the picturesque”
and inevitably in a Ruskinian frame of mind
“the beautiful”.

Nature Near, (Santa Barbara: Capra Press, 1989,
$18.95) is a collection of late essays by the
Austrian-born American architect and natur
Richard Neutra. Edited by William Marlin it
shows his passionate quest for a form of
architecture that unified mankind and nature.
This is a wonderful book exhibiting careful
thinking from one of the major Modern
Movement architects who was unable to
transfer his ideas so readily from Continental
Europe to the open life of Los Angeles. [

Dennts Sharp




Dennis Sharp reports on the first
DOCOMOMO Conference on the
Documentation and Conservation of
Buildings of the Modern Movement.

A few years ago, if someone had said they had
to invent an organisation to look after modern
architecture they would have been considered
insane. How things have changed. Now a
group of Dutch architects and historians at the
Technical University of Eindhoven have done it
(see WA7).

Amid strong interest the organisers held
their first international conference in Eindhoven
from September 12-15, 1990. In all, 17 countries
were represented.

The Conference

[t began its first day with delegates exploring the
general principles and dilemmas of conserving
Modern Movement architecture. The two days
that followed examined, in a wide range of
presentations of varying quality, the enormous
interest there is in the analysis, the urban
conservation, and the policy recommendations
to be followed if worldwide, co-ordinated
documentation is to be achieved. Finally, a
session for invited delegates and particularly
those from countries that had already set up
national groups, drew up a founding document.
A short statement of intentions was also issued
and it was agreed that the next DOCOMOMO
Conference will be at the Bauhaus, Dessau, in
September/October 1992.

Modern Movement contexts

In opening the conference, Hubert-Jan Henket,
the first and later re-affirmed Chairman of
DOCOMOMO and its prime mover, drew
delegates’ attention to the threatened
destruction of Modern Movement buildings in
many parts of the world. The rapid
deterioration of others and the obvious need
there is to keep an international weather-eye on
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PRESERVING
THE MODERN

examples of modern architecture and urban
design that are in jeopardy was the subject of
his paper.

Pierre Vago, Emeritus President, UIA,
sounding more like a saviour than a survivor of
the period, spoke eloquently about the need for
concerted international action in recognising the
true meaning of the Modern Movement for our
own contemporary architecture. Vago was
followed by Sherban Cantacuzino, UK
Chairman of ICOMOS, and Secretary of the
British Royal Fine Art Commission who quickly
directed the delegates’ minds to the principles
that should be followed in the protection of
modern buildings.

He stressed the fact-finding role of the
documentarian, the clear need to authenticate
individual works and assess their real
architectural significance and value. Besides the
procedural advice, Cantacuzino also stressed
the importance of viewing modern architecture
in a wide context. He emphasised that it is itself
rich in neighbourhoods and estates, even whole
towns, many of which needed overall
protection.

Questions could be asked which would
inform the general public about the position of
Modermn Movement buildings within the urban
context — for example, how do these buildings
relate to a larger whole? And, how could they be
reused effectively? He quoted examples of reuse
such as the Mies van de Rohe Lange Haus,
Krefeld which is now a fine art gallery, and Van
de Vlugt’s Theosophical Society building which
is now used as a library. There are others.

The scientific tool
Another British delegate, Dr Catherine Cooke,
spoke about the nature and state of modern

The Cavrois House, Lille, by Rob Mallet-Stevens
(1886-1945) is threatened with destruction and its plight
was discussed at DOCOMOMQ Swift action will be
needed to save it.

architecture’ early period in the Soviet Union,
giving graphic meaning to the notion of
buildings in jeopardy. However, it was left to
Professor Reinink of the University of Utrecht
to argue for the retention of Duiker’s
Zonnestraal as an eternal ruin, thus highlighting
the controversy that exists between
functionalism and restoration. This view,
following Dr Henket’s piece, brought “The
Zonnestraal” into focus as the Canonical
object of DOCOMOMO.

Dr Hilde Heynen's paper on the question of
transitoriness, or the “temporary” nature of
modern architecture, soon put the cat amongst
the conservation pigeons. That some of the
buildings of the 1920s or 30s were of a
temporary nature was never in dispute but
Dr Heynen was now looking at something far
more fundamental: that modernism itself was a
movement concerned with the transitory nature
of art and buildings and that they (and it) have
no real on-going validity. It was a point that
British critic Martin Pawley was to open up later
in the afternoon session when discussing the
schizophrenic nature of conservation /heritage
and modernism.

The following statement was issued at the
conclusion of the Eindhoven Conference:

The Documentation and Conservation of
buildings, sites and neighbourhoods of the
Modern Movement (DOCOMOMO) shall be
implemented in co-operation with official and
voluntary organisations in the Member
Countries by the following means:

1. Bring the significance of the Modern
Movement to the attention of the public, the
authorities, the professions and the educational
community concerned with the built
environment,

2. Identify and promote the recording of the
works of the Modern Movement which will
include a register, drawings, photographs,
archives and other documents.

3. Foster the development of appropriate
techniques and methods of conservation and
disseminate knowledge of these throughout the
professions.

4. Oppose destruction and disfigurement of
significant works.

5. Identify and attract funding for
documentation and conservation.

6. Explore and develop the knowledge of the
Modern Movement.



SEX

STORIES

Pierre Vago muses on whether it may
be considered prudish not to touch
up other people’s architecture.

In my Polemic column in WA5 I mentioned
certain discussions which reminded me of
the Byzantine quarrels about the sex of
angels. This time, we are concerned with
another polemic which in the sixteenth
century ranged the supporters of
Michelangelo against those others, led by
Aretino, who were shocked by the nudes
in the Sistine Chapel. We know that while

the artist was still alive, Pope Paul IV, giving

way before the ferocious criticism stirred
up by the display of so much anatomy,
tried to persuade Michelangelo to put
clothes on some of his characters. When
the artist refused, it was one of his friends,
Daniello da Volterra, who covered up -
very discreetly — some of the nudity
considered to be too “dishonest”. The
Council of Trent had ushered in an age of
prudishness; and an obscure painter
attained fame by putting underpants
(braghette) on shameless nudes. It is not
his real name but his nickname,
Braghettaio, which has survived into
posterity.

This dispute over genitals in
Michelangelo has lasted into our own day.
With the recent restoration of the Sistine
frescoes, there was a long debate about
whether to uncover the original anatomy
or to retain the drapery which had covered
it. The 60 experts who had to settle the
problem had to bow before a simple
technical fact: behind Daniello’s drapery
there was nothing left of what it was meant
to hide.

In the past, people didn’t worry about

retouching or modifying, even to a great
extent, the work of other artists. In the
same way, people copied without a qualm.
One wasn't looking for originality at any
price: historians can't tell whether to
attribute a certain Florentine statue to
Donatello or to Verrocchio. It was the same
with the musicians. Everyone knows, or
has heard about the Bach-Albinoni
Adagio! It wasn’t a question then of “artistic
property”. In architecture especially, few of
the monuments left to us by history are still
as they were conceived by their creators.

In most cathedrals, for example, one finds
the contributions of the many generations
which have succeeded each other more or
less happily.

Should we, can we indeed, under the
pretext of maintaining the work in its
original state, in some way “sterilise” a
building which is a living thing fulfilling
functions which themselves evolve? In the
field of architecture, it seems almost
impossible. Each one of us architects has
probably had to accept or suffer the more
or less profound, more or less happy

Theatre des Champs-Elysees (1911): Perret’s classical
monument has been vandalised by the shamefu! addition
of another storey.

transformation of his or her work, often
within his or her own lifetime, often
without even being consulted. Sometimes
it hurts. But then we need to think of
History, and be humble.

Should we then abandon all protection
of work recognized for its artistic
importance or its historical interest?
Certainly not. We know, alas, of too many
acts of vandalism, of destruction and of
truly scandalous disfigurement, which
might easily have been avoided. One of the
most recent is the shameful addition of
another storey to the Theatre des Champs
Elysees in Paris, one of the most important
and remarkable monuments from the
beginning of the century. For mean
commercial reasons they have constructed
on the terrace of Perrets building a
revolting box containing a “Panoramic
Restaurant”. The columns which support it
run through the whole building. The
whole thing is done without tact or
sensitivity. A disaster.

The “Ordre” of the French architects has
protested . . . in vain. Its sad.
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The secret revolution
behind the scenes.

Much is changing
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Crystallized Glass

Neopariés is a new building material for
exterior and interior walls having a

marble-like texture and greater strength
and resistance to weathering than granite.
It can also be formed into columr
curved corners, as it requires only

simple process to make a curved panel.

Six Main Features of Neopariés

I. Refinement

Neopariés is the result of numerous fine
needle-shaped crystals formed in glass.
As such, it reflects light subtly and
delicately, creating a highly refined wisual
effect.

2. High Resistance to Weathering
Neopariés is superior to marble and
granite in resistance to acid and alkal. Its
resistance to acid is |13 times that of
granite, and |30 times that of marble.
Thus, permanent exposure to wind, rain,
smog, etc. will not deprive this material of
its original sheen.

3. Zero Water Absorption Rate
Having a zero-percent water absorption
rate, Neopariés is totally free of possible
damages from moisture and freezing. And
rust, lye of mortar and other stains only
cling to the surface without seeping in, so
that they can be wiped off easily.

4. Harder than Natural Stone
Neopariés has a Mohs' hardness of 6.5,
which puts it midway between feldspar
and quartz in hardness, and superior to
such natural stones as marble and granite
in resistance to abrasion and scratching
5. Lighter than Natural Stone

The specific gravity of Neopariés (2.7) is
practically the same as that of natural
stone, but the bending strength of
Neopariés is three times as high. And
unlike natural stone, Neopariés is totally
devoid of joints, which permits it to be
formed into thin panels weighing about
50kg per square meter. This makes this
material about 309 lighter in weight than
natural stone materials.

6. Easy Reforming of Curved Panel
Taking advantage of the properties of
glass inherent in Neopariés, curved panels
can be made easily by heating and
softening. Compared to natural stone
which requires a thick block for hewing
curves out of it, Neopariés provides
sturdy panels at a lower cost. And curved
panels of Neopariés give a gentle and soft
texture to the buildings

Concertgebouw

Location: Van Baerlestraat 98, 1071 BB
Amsterdam

Design: P.B. de Bruijn

Installation (column): Dekker Natuursteen

Neopariés: Dark grey (588) 200m

Completion; April, 1988

NEOPARIES

High-tech glass building material is used in traditional European architecture.

To

wor

d-renowned Concer
hall iIn Amsterdam, full-scale renovation

and expansion were undertaken

When they were finally completed

producing a majestic

celebrating the

3 1or the columns inimg

the wing, These dark grey columns rise

show window

from their large stone foundations,

Comprehensive engineering data and installation information are available on request. Please call or write:

E Nippon Electric Glass Co.Ltd. Building Material Division
I-14 Miyahara 4-chome, Yodogawa-ku, Osaka 532, Japan Tel: 81-6-399-2721 Fax: 81-6-399-273|

Representatives in Europe
ational Limited
Wardpark East

Tl Tiles Intern
9 Tolipark Road

Cumbernauld G68 OLW
UK

Sumitoma France S.A

yporation

n Ofice
5 P.O. Box 16079

Fax: 08120 20 82
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Jorn Moesgird. Arr

The series of office furnitures comprises
desks, terminal tables, side tables, pedestals,
cabinets and shelving systems. Please
refer to our material sheets for steelframe
colours and wooden parts

A triangular profile both serving for wire
management and support is the "nerve”
in the system of office furniture. All parts are
supported by or carried in the triangular
"artery”. The table tops are supported by two
"arms” mounted on the triangular profile, into
which a lifting/lowering/tilting mechanism
can beincorporated. The "legs” of the system
are formed by the triangular profile traversing
either a table end or a column.

By changing of materials, colours and
top sizes the same table can be modified
from the simple work station to the elegant
executive office.

Please ask for further information and
leaflets by phone or letter.

Design: Friis & Moltke
Architects MAA, IDD
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‘Noah's Ark” - Office Development, Hammersmith, London - Project. Arch. Ralph Erskine, Rock Townsend,
Lennart Bergstrom - Property: Pronator AB, Ake Larson Byggare AB - Project Management: Ake Larson Lid, London

AN ORIGINAL PROJECT DEMANDS
AN INNOVATIVE COMPANY

6000 sg.mt. of Structural Glazing and Facade Cladding installed to varying
curves and inclined from the vertical axis. The challenge to find the technical
and production solution was met autonomously by the design team at
HALLMO, making it one of the most prestigious projects undertaken.

Easi side West sice

Structural glazing - Curtain walls - Modular cladding - Architectural metal works in brass, cop:
per, bronze, stainless steel to suit individual requirements, Aluminium windows and doors,

Hallmo srl - 33082 Azzano Decima (PN) - ltaly - Via Fiumicino, 11 - Tel. (0434) 632032/632994 - Fax (0434) 640188




THE ART OF THE CITY

ALFONSO ALBACETE
OLA BILLGREN
JEROEN HENNEMAN
HUGO SCHUHMACHER
UGO ATTARDI
ACHILLE DROUNGAS
MARIO TERZIC
ROBERT BALLAGH
RAINER FETTING
ANTONIO SEGUI
ROGER WITTEVRONGEL

TOM PHILLIPS

Order Form

YES, | order

— copiesof the UIA European Urban Art/Twelve
European Artists portfolio at US$695 or £375 each, including all costs.

Payment method

O |enclose a cheque made out to Grosvenor Press International.
[ |enclose my international moneyorder /bankers draft.

O I wish to pay by Visa/MasterCard: please charge to my account.

Name: My Card number is (13 or | 6 digits):

Address: T T
HEEEENEEEEEEEEEE

Delivery address (if not the same): Signature Expiry date

Country: Telephone: Please allow 6 weeks for delivery. WA No 9
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URATH has extensive experience in

the complete range of traditional

materials, techniques and art forms
particularly calligraphy, floral arabesque,
and geometric patterns. This combined with
innovative high technology solutions and
methods makes it possible to achieve excel-
lence and economy.

Whether architectural decoration and
finishes, custom designed building compo-
nents or specially commissioned works of
art, TURATH offers a unique service to
clients, architects and contractors for design
and supply where quality is paramount.

Turath Limited

109 Uxbridge Road, Ealing, London W5 5TL, England. Telephone 081-840 5050. Telex 892988. Facsimile 081-840 5060




AALIO BIRDS

Design Alvar Aalto Design Oiva Toikka

A WORLD FAMOUS AND LATEST NUMBERED
PRIZE-WINNING VASE. COLLECTABLES IN THE

A CONTEMPORARY FAMOUS AND POPULAR
CLASSIC FOREVER BIRDS-SERIES

Hondmode by the artisans from

ittala @ nuutgjarvi

ITTALA GLASS, SF-14500 IITTALA Finland
Telintern +358-17-7211 Telex 2341 Telefax +358-17-54283




