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THE LUCINDA LAMBTON DIARY

St Christopher's, Blackpool

Leaping round Lancashire, from one great architectural stepping stone to another, 1 have marvelled at the riches to be

relished along every mile of the way. My journey started in the Lake District, giving a talk in a tempest... of whistling

wind, a shaking marquee and swaying chandeliers ... to celebrate the restoration of Abbot Hall, an 18th-century

miniature mansion in the middle of Kendal. Having fallen victim of 60s insensitivity, it has now been restored with

cultivated care. A blue slate pitched roof has replaced the flat, sliced off, 30-year-old improvement', and mellow lead

based paints now give soft hues to every room. A word of warning though: Napoleon perished on Saint Helena from

inhaling the fumes of such leaden delights! On to Lancashire, where the moors, like a great rolling stage, are spread

out to show off the vernacular of such villages as Heptonstall. With the blackened stone houses and their white

casement windows, all set down in waves of bulging cobbles, they could not be better proof of John Marlin

Robinson's lament that if Lancashire had preserved all of its legacy of villages and towns, they would be as evocative

as anything to be found in Italy. The next stop was the 1850s St Walburg's church in Preston, with its stupendous

spire, said to be the second highest in England, that shoots above everything else in the town. It always has, even in

King Cotton's heyday it was higher than the forest of surrounding mill chimneys. It was built by Joseph Aloysius

Hansom, who invented the hansom cab in 1834, for which, of all dreadful injustices, he was to get only £300.

My great goal of the day though was a church that has been built this year; St Christopher's, at Hawes Side Lane in

Blackpool, by Francis Roberts, An ardently Arts and Crafts building standing hard by a motorway, it rises in ever more

soaring and superior volume towards the embankment, with its delicately imposing presence putting to shame the

vast overpass at its side - the triumph of the Lord over the lunatics!

The East window slithers almost all the way down the sanctuary wall, beneath the timber lacework of the tower and

three dormer windows flare out of the tail, trussed roof. With accessories of the most satisfying wrought ironwork, the

whole building is clothed with quality. The best brick, wood, slates and lead were conscientiously chosen and woven

into a building that hails all the excellence of the Edwardians but stands proudly on Its own as design of today Any

whisper of pastiche is drowned by such strength. All of Frank (to his friends) Roberts’ output is thus blessed, pouring
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forth from his bright and white Gothic office at Walton-le-Dale. His letter heading and his plans, his drawings and of

course his buildings, every inch of everything that he designs and produces salutes the past and the future in equal

and excellent measure. When working for Building Design Partnership in the late 1970s, he was responsible for the

decoration on the Ealing Shopping Centre, the pioneering-through-public-participation-project that was to play such

a part in changing the face of the British Isles. As Frank Roberts let the drawbridge down from the towers of Ealing, for

the shoppers to pour over, so he is setting an example for the worshippers to pour into today. New churches should

be built to stand proud as at Preston, not to grovel as at Gerrard’s Cross, where the brick clad and stained concrete

United Reform Church is jammed into a row of shops. The priest who founded the parish of St Christopher's in

Blackpool gathered in his first flock by blowing the trumpet on the streets. What better architect could be found than

Frank Roberts, who as well as being an admirable draftsman and designer is a baritone saxophonist and a big band

leader!

Coasters Diner, Blackpool

A toast then to Blackpool and where better to lift your glasses than at Coasters - the new American Bar and Diner on

Ocean Boulevard? For the sleek streamlining of the Empire Diner in New York, the Salem Diner in Salem

Massachusetts or the Fog City Diner in San Francisco, all you need do now is boogie on to Blackpool. If you crave to

caress the chrome of Al Mac's in Fall River, Massachusetts, or the sunbursts of the Oasis at Burlington, Vermont, just

charge off to Coasters; An intoxicating cocktail of all the delights of the diner with all the fun of the fair. It is part of the

Pleasure Beach, founded and still owned by the Thomson family, who have whipped their machinery into decorative

use today. Sip a 'Harvey Wallbanger’ in a 1930s Walzter, or a Tom Collins' in the Kursall Coaster Car of 1924 and

slurp down a Blue Lagoon looking out over the Irish Sea. To get your choppers into nachos go to England’s North

West! For blackened swordfish and Apple Cobbler all washed down with Brown or Black Cow, go and dine in the

dodgems at Blackpool. It was all thought up by Geoffrey Thompson and Dudley Westgate, and with design advice

from Crabtree Hall, they have produced the merriest mixture of the two worlds. Virtually nothing has been thrown away

since the founding of the Pleasure Beach in 1896, the ‘Sir Hiram S Maxim Captive Flying Machine' is still in working

order and the vast workshops and warehouses are stuffed with treasures. An arcade of Egyptian pillars is being made

today and giant decorative baubles of the 30s are stored with a 60s Father Christmas, waiting to ride off on anyone

who has been strapped between his legs! In the diner, Carousel horses from South Carolina gallop out of the walls

and the Waltzers have been restored to their full sunburst glory, although not to their original black and white. With the
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chrome streaking, the popcorn popping and the dodgem cars seeming to be driving in and out of the walls, you need

look no further for your fun. Tiny dodgems dart round the pillar capitals as you pull on the glorious Miller Light pump.

six-feel-high and brimming with beer. The news, last week that the world’s highest, longest, largest and fastest roller

coaster, at 235 feet, nearly half as high again as Nelson's column - is to be built at Blackpool, is no surprise. The town

which had dimmed along with its cloth-cap past, is at long last careering into the future.

The Chinese Room, Claydon House, Buckinghamshire

Back In Buckinghamshire, I had to photograph a drawing of Florence Nightingale with her pet owl Athena. Even the

memory of it makes me smile. It shows a sweet faced woman, leaning against a great rusticated pillar, that is at least

twice her width, on which is perched a tiny owl. no bigger than the nose on her face. Both are posing perfectly, with

their four eyes staring straight at the artist. Athena, who was rescued from stone-throwing boys in the Parthenon, was to

live most of her life in her illustrious mistress’s pocket. The drawing hangs at Claydon House in Buckinghamshire, what

remains of the grand palace that was built by Lord Verney in the 1750s. A great bland box without, bursting with exotica

within, it one of the great surprises to come upon in the English countryside. Streaking along in a Subaru, down the

narrow lanes, I fell to fancying myself as Lord Verney thundering along the same routes, with an ‘equipage’ so infinitely

grander than my own: 'a brace of tall negros. with silver French horns, behind his coach and six. perpetually making a

noise like Sir Henry Sidney’s Trumpeters in the days of Elizabeth, blowing very joyfully to behold and see'. How startling

It must have been, to watch them speeding by, above the hedgerows! Lord Verney was determined to outshine Stowe,

the great Grenville estate nearby and Claydon was designed to dazzle on a monumental scale. A 40-feet-high ballroom

was built, the length of the whole house that stands today, and a domed rotunda, full twice its height. Only a third is still

standing but behind its sweetly safe 18th-century facade can be found the richest and most curious concoction of the

classical and the exotic. You tick your tips at its sheer abundance. Like whipped cream or icing sugar, it makes you

want to gorge on the feast of white painted woodwork.

Most delectable of all is the Chinese Room that was created and carved by a villain Luke Lightfoot, ... an ignorant

Knave, with no small spice of madness in his composition' according to Sir Thomas Robinson, when writing of his

infamy to Lord Verney Robinson had been called in for the palatial enlargements and was appalled by what he found:

Lightfoot, in charge of ail the rebuilding of the original Tudor house, had shamefully abused his duties. Behind all his

delicate schemes had been devilish conduct; he had bought treasures galore under Verney’s name, then sold them

under his own. He seldom was seen at Claydon, where all the workmen were found to be labouring under dangerous
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conditions. The costly materials paid for by Lord Verney, were substituted by cheaper versions for the house, with

Ltghtfoot’s pockets being ever more handsomely lined as work progressed. He embezzled thousands of pounds and

stole thousands more, whilst all the while beavering away at these beauties and creating these miracles of

craftsmanship. Verney was forced to sue and Robinson was sent to mediate: He {Lightfoot) received me in his parlour

With his hat on his head, an austere look, tierce as an Eastern Monarch, his eyes sparkl'd fire, his countenance angry

and revengeful - did not ask me to sit down.' It is LIghtloot though, who has had the last laugh, despite the oddness of

ending his life as a publican in Dulwich. All Robinson's work on Claydon was to be demolished, with Lord Verney

broken and bankrupted by the whole extravagant business. Living in secret squalor in the attic at Claydon, Verney was

to die the death of a hermit pauper in 1791. The glory of Luke Lightfoot. on the other hand is lauded 1o this day. Let all

his tiny Chinese bells click out a chorus of praise.
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T
he title of this book requires some explanation. I present the 15 years 1815-30 as those during 
which the matrix of the modern world was largely formed. Some may find this choice surprising. 
They might point instead to the decade of the 1780s as decisive, when the British economy was 

the first to achieve self-sustaining industrial growth, and the French Revolution began the process of 
sweeping away the ancient regime. It is true that modernity was conceived in the 1780s. But the actual birth, 
delayed by the long, destructive gestation period formed by the Napoleonic Wars, could begin in full 
measure only when peace came and the immense new resources in finance, management, science and 
technology which were now available could be put to constructive purposes. That is what I describe in my 
book.

The postwar years saw great and rapid changes in Britain and continental Europe, and still more 
fundamental ones elsewhere. The United States transformed itself from a struggling ex-colony into a 
formidable nation, growing fast in territory and population and embracing democratic politics. Russia, too, 
was expanding fast and at the same time was developing the fatal fissures in her society which were to 
engulf her in the immense tragedies of the 20th century. In China and Japan also the seeds of future 
catastrophes were being sown. Latin America came into independent and troubled existence, and the first 
stirrings of modernity were felt in Turkey and Egypt, Southeast Asia, the Middle East and the Balkans. In 
India the British were moving deeper into the subcontinent and beginning to modernise it. They were 
breaking out of their coastal enclaves in South Africa and Australia and striking inland. All over the world, 
the last wildernesses, in the pampas and the steppes, in the Mississippi Valley and Canada, in the 
Himalayas and the Andes, were being penetrated or settled by the advanced societies, and their peoples 
were being subdued, in some cases annihilated. Never before or since had so much cheap land become 
available, and the hungry peoples of Europe were moving overseas in vast numbers to possess it.

These political, economic and demographic changes, all without precedent in their scale and future 
significance, were accompanied by powerful new currents in music and painting, literature and philosophy, 
some ennobling and refreshing, some sinister. The book attempts to show how deeply painters, musicians 
and writers were involved in the great events of these years. I have tried throughout not to compartmentalise 
politics and economics, science and engineering, the arts and literature, but to present them as they really 
were, closely enmeshed, reacting one upon another, parts of the seamless garment of a society exhilarated 
and sometimes bewildered by the rapid changes which were transforming it. The age abounded in great 
personalities; warriors; statesmen and tyrants; outstanding inventors and technologists; and writers, artists 
and musicians of the highest genius, women as well as men. I have brought them to the fore, but I have also 
sought to paint in the background, showing how ordinary men and women - and children - lived, suffered 
and died, ate and drank, worked, played and travelled, and I have something to say about animals, too, 
especially those noble creatures, the horse and the dog. and the exotic beasts that were now filling the new 

zoos. . .
. . . The spread of human activity into all quarters of the globe, still more the astonishing increase in the 

speed at which travel was possible, led to a growing consciousness that the world was a finite and 
vulnerable place, which needed to be protected. In the years after Waterloo, poets, artists, and sportsmen, 
from different motives, came together to protest at the threat presented by ‘progress’. It was most obvious 
in the spread of cities and the visible monstrosities they bred. In Glasgow, Charles Tennant’s Saint Rollox 
soda works, the biggest chemical factory in the world, swallowed up 100 acres of the surrounding 
countryside and by pouring sulphuric acid on salt, produced immense clouds of hydrochloric acid gas. one 
of the first recorded instances of modern large-scale industrial pollution. The resulting uproar from outraged 
citizens and landowners led Tennant to build a chimney 455-feet high to disperse the poisonous smoke 
high in the atmosphere. But this ugly artefact aroused almost as many objections, being higher than any 
cathedral and visible for 50 miles. Sir Walter Scott thought it ‘intolerable’. In the London area, the sportsmen
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grumbled that their territory was being engulfed year by year. In the early 1820s, Grantiey Berkeley, master 
of the Old Berkeley staghounds. described how hounds ran our stag up to Number One, Montagu Street, 
Russell Square . .. the deer having backed up the steps and set his haunches against the street door’.' By 
the end of the decade all that was finished. Indeed, even Croydon, ‘the Melton of the South’, which at the 
time of Waterloo housed the Surrey, Lord Derby’s Staghounds. two packs of foxhounds and two of harriers, 
was under threat, and Surtees’s cockney MFH, John Jorrocks, Master of Fox Hounds, was an anachronism 
before he reached print - though as a fictional character he is eternal. The hunting fields near Pinner, once 
celebrated, were being swallowed up by market gardens, which formed the advancing outer escarpment of 
urbanisation. Lord Alvanley complaining: ‘Melon and asparagus beds devilish heavy, up to our hocks in 
glass all day’.^

Poets and artists raised their voices against urban sprawl. On 23 October 1825 the historical painter 
Benjamin Robert Haydon walked to Hampstead from central London and complained, ‘Since I was in this 
road last, streets, in fact towns, have risen and the beautiful fields at the beginning were disfigured by 
cartwheels, stinking of bricks and whitened by lime! - these wounds on solitude, purity and nature are 
horrid’.^ From his house overlooking Derwentwater. the Poe! Laureate Robert Southey fumed against the 
‘terrible evil’ of giant cities. The Luddite riots of 1811 had confirmed his fears that industrialisation, because 
of its brutal nature, was certain to generate murderous mobs. He wrote that even in Keswick they were 
afraid of unemployed labourers descending from Carlisle, Whitehaven, and Cockermouth, what he called 
the ‘ugly fellows’. He asked to be sent two pistols and a watchman’s rattle, because Coleridge’s deserted 
wife Sara, who shared the house, wanted to give the alarm ‘when the ugly fellows come'.'' Southey advo
cated positive, coercive steps to reduce the cities and re-create village life. But how? The letters of William 
and Dorothy Wordsworth and Dorothy’s diaries are full of despairing complaints at the invasion of Lakeland 
valleys by city dwellers, and the erection of ‘hideous’ villas by rich men which destroyed cherished views. 
From Paris, Eugene Delacroix raged against the English whom he held responsible for the ravages of 
factories, the explosion of cities, and the (to him) suicidal rush to go faster. 'I hate’, he wrote ‘those English 
steamboats whose shapes are so shabby. [I feel] great ind gnation against those races that know nothing 
except speed. May they go to the devil at top speed in their machines and “improvements", which are 
turning man himself into a machine.’® The greatest protest of all came from Rossini, Europe’s most 
successful musician, who in the mid-1820s virtually abandoned his career, saying he could not continue as 
the ’modern world’ took over. Music, he wrote, ‘this art which has its sole basis in ‘idealism’ and ‘sentiment’ 
cannot separate itself from the times in which we live, and idealism and sentiment have nowadays been 
exclusively turned over to ’steam’, ’jobbery’ and ‘the barricades’.®

Modernism, industrialisation, urbanisation were already generating a formidable protest literature which 
went back to Rousseau and incorporated Restif de la Bretonne and Louis-Sebastien Mercier in France, 
Thomas Jefferson in the United Stales, and William Blake ard the Lake poets in England,^ Sensitive people 
wanted, somehow, to retreat to nature, which meant, as they saw it, retreating into the past, into their 
childhoods, into history. It was the great unifying theme of Wordsworth’s lifework. It was, too, behind much 
of the quest for the Gothic, Rural picnics, a feature of the times - they play a prominent part in Emma and in 
Dorothy Wordsworth's Journals - were a Gothic fancy. People, if they could afford it, made their gardens 
look ‘wild’ and ‘ancient’ by putting in bits of Gothic apparatus. John Byng recorded in his diary coming 
across a Lincolnshire parson’s garden ‘almost cover’d with cloisters, seats etc all made of roots of trees and 
moss, to correspond with a hermitage in the centre.’® In the years after 1815, ’rustic’ garden furniture made 
its appearance, along with rock gardens and painted wooden or plaster gnomes (imported from ultra
romantic Germany), Some proud owners of Gothic grottoes (not entirely new: Wallenstein had one in the 
1620s) even hired poor old men to sit in them as hermits to impress visitors. The poet Thomas Moore, 
visiting the aesthete Thomas Bowles, noted in his diary on 1 September 1818: ’His parsonage house at
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Bremhill is beautifully situated, but he has a good deal frittered away its beauty with grottos, hermitages and 
Shenstonian inscriptions - when company is coming, he cries 'Here, John, run with the crucifix and missal 
to the Hermitage and set the fountain going’ - his sheep-bells are tuned in thirds and fifths.'®

The cult of gardens, which was spreading rapidly down the social scale in the years after 1815, was one 
way of protesting against the modern world, holding it at bay. At the top, the Duke of Marlborough created 
at White Knights in Hampshire a 36-acre flower garden which many believed to be the finest in the world. 
Captain Gronow said that the Duke, though heavily in debt, 'would give Lee & Kennedy £500 for a curious 
plant or shrub’. Mrs Arbuthnot, who visited it 14 January 1821, found it tended by 23 gardeners; ‘It is said,’ 
she noted, 'that the gardens have cost the Duke £40-50,000 and that he owes Lee & Kennedy £10,000 for 
plants.’’® As men invaded the wilderness, at least they brought back exotic specimens to gladden 
European eyes clouded by urban horrors. The spruce Douglas found in the Californian Rockies soon 
flourished in English gardens, thanks to Lee & Kennedy. So did the Sitka. The first wisteria arrived from 
China in 1818 and was planted at Chiswick. Two years later bedding-out was introduced for what were 
known as Italian Gardens. In the wake of the wisteria came lupins and petunias, dahlias and calceolarias, 
and countless other novelties from five continents. The Royal Horticultural Society went back to 1804, but it 
was only with the peace that it began to exercise a palpable influence not only on gentry gardens but on the 
middle class. By 1826 one leading nurseryman - a new trade in itself - was listing in his catalogue over 
1,400 species and varieties.” Even before 1815 the wives of parsons, doctors, lawyers and even 
tradesmen kept fine gardens in and around country towns and villages. After It, however, and especially as 
the 1820s progressed, a new phenomenon appeared - the London and especially the suburban garden.

Indeed it found a crusading advocate. John Claudius Loudon (1783-1843), the son of a farmer from 
Cambuslang in Scotland, served an apprenticeship as a nurseryman and landscape gardener and then set 
up in business as a rustic propagandist. He designed and built two semi-detached houses in Porchester 
Terrace, Bayswater, a part of London hitherto known as 'Kensington Gravel Pits’. The area was just being
urbanised, though you could still watch the haymakers in nearby fields, and Holland House, down the road 
was a major estate. John and his wife Jane Well Loudon lived in one of the houses a prototype of the
suburban villas which spread all around Victorian London - and his three sisters lived next door. Together 
they wrote, illustrated and published books which often sold tens of thousands of copies The Suburban
Gardener and Villa Companion. Gardening for Ladies, and The Lady's Companion to the Flower Garden. 

Jane Loudon taught ladies of leisure how to garden in the same way that Mrs Beaton taught them to cook.
but Loudon himself was both a scientist and an inventor: he selected and popularised the shrubs and 
flowers which would flourish in suburbia, and he produced such devices as a flexible wrought-iron sash bar 
which made curvilinear glazing possible and so revolutionised conservatories and hothouses. He was the 
first writer to insist that it was not merely proper but positively moral for ladies and gentlemen to dig and 
plant their own gardens - as he and his wife and sisters did themselves. He advised on architecture, 
furnishing and equipment and showed how houses could open into gardens to form a satisfying 
environment for suburban life. But above all, he presented the garden as a defense against the moral 
degeneration which Southey and others insisted cities must bring. London preached against such despair 
and gave people hope that beauty and nature could still hold their own in an industrialised society. He 
helped to lay foundations for the optimism which was to characterise the Victorian era and, in his own way. 
was one of the most influential minds of the century . . .

. . . Brunei had been fascinated to learn of the habits of the shipworm or Teredo navalis, a creature nine 
inches long and half an inch in diameter, which had sunk more sturdy vessels than all the cannon in history. 
Inspecting a piece of infested timber, he noticed that the worm’s head was protected by strong boring 
shells like shields and its body, by tunnel lining of its own secretion. He decided to use the principle of the 
worm to develop a deep-level tunneling machine and entered a Patent for Forming Drifts and Tunnels
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Under Ground, on 20 January 1818. Men had been tunnelling through solid rock since antiquity, but this 
machine was designed to produce something never seriously attempted before: a soft-bed tunnel. The 
target was the Thames at London, where the bridges were grotesquely inadequate for the frantically 
expanding city. Even the Waterloo footbridge took £12,000 a year in tolls. At Wapping there were 350 
exorbitant watermen with wherries. By the early 1820s over 4,000 wagons crossed London Bridge every 
day, creating infuriating traffic jams. It cost more to carry skins, across the Thames from Wapping than 
across the Atlantic from Hudson's Bay, or so it was claimed. The first sub-Thames tunnel plan had been put 
forward in 1798, and attempts were made to solve the soft-bore problem; all failed.

Out of debtor’s prison, the elder Brunei - now joined by his son, Isambard Kingdom Brunei, who had 
been sent by his father to the Lycee Henri Quatre in Caen for a proper mathematics education - put forward 
his proposal. In conjunction with the entrepreneur William Smith, MP, spokesman for the slave trade, which 
was seeking to diversify itself in anticipation of further reforms, the Brunels got a bill through Parliament on 
24 June 1824, authorising them to tunnel under the Thames at Blackwall. The tunnel was designed to carry 
two carriages or wagons abreast. Brunei’s worm method, or Great Shield as he called it, had a circular head 
end, nearly 38-feet in diameter, divided into 12 frames or cells, each housing an expert miner. Its outer walls 
overlapped the masonry lining of the tunnel, which was installed as the work progressed. After the miners in 
the cells completed each phased evacuation of the face, the entire apparatus was pushed forward by a 
giant hydraulic ram. Spoil was removed by a bucket-chain elevator worked by a new inverted-‘V’ engine he 
had designed (he was frustrated in his desire to use a new gas engine, ancestor of the internal-combustion 
engine, which he had invented).

The entire system was new, and it aroused enormous interest. Indeed, both Brunels complained bitterly 
of interruptions to the work caused by the constant flow of distinguished visitors Smith brought along. Being 
new, the machinery was employed at the limits of tolerance of its cast-iron components and, equally 
important, the project pushed at the frontiers of mining geology. Had Brunei consulted Lyell, with his 
uncanny ability to ‘see’ into the ground, he would have tunnelled deeper; as it was, his expert surveys and 
borings underestimated the difficulties, especially the damage to the projected roof caused by Thames 
dredgers extracting gravel over many years. Even today, large-scale tunnelling remains dangerous and 
unpredictably expensive. As always with the Brunels’ schemes, there was inadequate financing. A letter 
young Brunei wrote in March 1825 indicates the slender margins: ‘I am at this moment without a penny. We 
keep neither carriage nor horse nor footman, only two maidservants. I am looking forward with great anxiety 
to this Gaz Engine How much more likely it is that all this will turn out to nothing! ... the Tunnel may fail, and 
1 most likely in such circumstances will cut my throat or hang myself.Father and son carried an enormous 
burden. The old man at one stage did nine consecutive days, each of 20 hours, in the tunnel; the son 
worked even harder. But they were up against the frontiers of safety, too, and there the margins were too 
small. Both wanted visitors banned. The son noted in his diary, on 13 May 1827: 'Notwithstanding every 
prudence on our part, a disaster may still occur - may it not be when the arch is full of visitors!' Four days 
later there was a roof fall, which might have been catastrophic, and work stopped. This shook the 
confidence of investors, already undermined by the financial panic of 1825-26 and the subsequent 
recession. Work resumed on 30 September 1827, but there was a second fall and a rush of water three 
months later. On 8 August 1828 work was suspended, and the tunnel was walled up. The tunnel was not 
finished until 1843.’^

By this time, in any case, the public passion had switched to the even more spectacular expression of the 
power of machines - railways. The dispute over who invented rail travel will probably never be resolved. It 
was the creation of dozens, perhaps scores, of inventive men, all of them of humble origins, many mere 
workmen. The great majority were Geordies from the northeast coalfield, though some, including Richard 
Trevethick, who provided the key development of the high-pressure engine (1804), came from the Cornish
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tin-mining industry. This inventive work was wholly practical, carried out by hard-headed men seeking 
cheaper and more effective ways of doing things. There was no theoretical science, few plans. The motive 
was to do the same job - usually hauling coal from the pithead to the ports - at less cost. Essentially, steam- 
driven engines running on rails were more economical than were horses and canals. In the final years of the 
Napoleonic Wars, the cost of horse fodder was so high that two Leeds inventors. John Blenkinsop, who built 
the rack rails, and Matthew Murray, who built the engines, laid down a rack line to carry coal from the mines 
on the estate of Charles Brandling, who put up the capital, to Leeds. The rack engines were called Prince 
Regent and Salamanca - names usually give away the date - and each could do the work of 16 horses 
pulling 94 tons the level at three and a half miles an hour. They were more reliable than were horses, worked 
round the clock, and lasted much longer (these two were at work for half a century). When the wars ended, 
the price of fodder fell, and horse-drawn tramlines competed successfully with canals, George Overton, the 
leading tramway builder, calculated that his feeder tramway to the Brecon & Abergavenny Canal took only 
a year to build and yielded seven per cent; a similar canal would take a decade and yield one per cent: 
■Railways are now generally adopted’, he insisted, ‘and the cutting of canals nearly discontinued.' That 
statement was true, but what Overton did not grasp was that the great Shire horses which hauled his 
wagons were at the end. as it were, of their line of development, the steam engine just at the beginning. 
George Stephenson knew it.

The problem with the early engines, even when they incorporated high-pressure boilers, was that they 
were too weak. Stephenson’s Blucher, which had its first run on 25 July 1814 (when the Prussian Marshal 
was the toast of London), driven by his elder brother James, sometimes required a good human shove to 
get going. When, hauling 12 wagons weighing 36 tons up the incline near James's home, it would nearly 
come to a standstill, and he would call out to his wife; 'Come away. Jinnie, and put your shoulder to her'. 
This she would do, and would get ‘her’ moving; Jinnie also got up at 4am to light the fire in Blucher'sboWer.'^ 
George Stephenson’s great merit, however, was that he rightly believed that an engine type, however weak, 
could have its horsepower progressively raised by practical improvements in the oiler, valves, traction 
system, wheels and rails. No two of the scores of engines he and his son Robert built were quite alike, and 
each was more powerful than the last. When a group of businessmen from the Aukland-Darlington coalfield 
got together In 1818 to promote a line to get its coal cheaply to the sea wharves at Stockton-on-Tees, their 
first thought was to employ Overton to build a horsedrawn tramway. But by the time their bill was through 
Parliament, in April 1821, George Stephenson convinced them It would be madness not to build a double 
line for steam engines and to convey people as well as coal. Fired with this belief, Edward Pease, head of 
the business committee, prophetically declared, 'll the railway be established and successful, as it is to 
convey not only goods but passengers, we shall have the whole of Yorkshire and next the whole of the 
United Kingdom following the railways.'*^

To build the Stocklon-Darlington railway, the first in the world, Stephenson set up his own engine-building 
company (later the long-lasting Robert Stephenson & Company) in Newcastle and recruited line layers, 
blasters and tunnellers from all over the Tyne coalfield. Many of these handy, adaptable men, none of whom 
had more than a few years’ schooling, later became famous entrepreneurs, first in Britain, then all over the 
world. The line was completed by early September 1825, and meanwhile Stephenson had built 
engines. Locomotion and Hope at a cost of £550 each, plus Experiment, the first passenger coach. By the 
time the railway was due to open on 27 September there was excitement all over the northeast. Over 40.000 
people were waiting in Stockton to see the Locomotion arrive with the first train, the Experiment plus 21 coal 
wagons, weighing 90 tons in all, which it had pulled over eight and a half miles at an average of eight miles 
per hour. No one in that vast crowd could doubt that railways were the conveyance of the future, and the 
opening, coming as it did at the height of the mid-1820s boom, prompted ambitious schemes to build 
passenger and goods railways all over Britain.

two

XIII



Few schemes survived the 1825-26 economic crash, but one that did was the grandiose project to link 
Liverpool, Britain's fastest expanding port, to Manchester, the textile-trade boomtown. The route 
Stephenson laid down involved huge viaducts, deep cuttings and track laid over marshy Chat Moss, which 
some engineers thought impossible. In the post-crash climate, raising the capital needed proved difficult, 
and the company had to take advantage of the Exchequer Loan Bill and borrow £100,OCX) from the 
government. Obtaining the loan involved getting route approval from Telford, engineer to the Loan 
Commissioners, and he forced Stephenson to amend his plans in certain key respects. The Geordie 
grumbled, but Telford was doubtless right.

The project involved earth moving on a scale never before attempted - the only comparable scheme was 
Telford’s own 38-mile Birmingham & Liverpool Junction Canal, begun at the same time, January 1827. 
Track gradients had to be met by added engine power, and that was rising sharply as the competition 
increased. One of the elder Stephenson’s prot6gds, Timothy Hackworth, produced at the end of 1827 a 
superb engine, the Royal George, which incorporated improved wheels and traction, and a big boiler pro
tected by the first spring-safety-valve (Locomotion blew up and killed its driver). It was the world's first truly 
powerful locomotive. Young Robert Stephenson surpassed it the next year with his Lancashire Witch, built 
for the new Rolton & Leigh Railway, and in 1829 he produced the Rocket, the most famous engine of all.

The directors of the Liverpool-Manchester Railway held competitive engine trials at Rainhill on 6 October 
1829, five rival engines taking part in front of 10,000 spectators. Jhe Rocket beat its main contender, Hackworth's 
Sans Pareil. averaging 14 mites per hour over 60 miles, and it weighed less and consumed less coal than 
any of the others. By spring 1830 Robert had built six more RockeMype locomotives, each with improve
ments. leading to the ultimate version of the type, the Northumbrian. He was already working on a radical 
improvement, the Planet, which he delivered to the company three weeks after the official opening of the 
railways in September 1830. This opening was marred by a significant political tragedy. But with 
passengers drawn by the P/anef between two of the world’s fastest-growing cities at speeds of 20 miles per 
hour or more, there could be no doubt that the railway age had begun’.’®

In due course, a poet like Wordsworth, watching the intrusive railway engine invade the remotenesses of 
his beloved Lake country, would see the machine as a threat to art, and from that view would flow the 
Manichean dualism which pits aesthetics and industry as irreconcilable enemies. Beauty and the Beast, the 
argument becoming further envenomed by the supposed conflicting interests of social welfare and the 
profit motive of the capitalist system. But at the dawn of modernity, men did not think in these terms. They 
saw art and science, industry and nature as a continuum of creation and the quest for knowledge as a 
common activity, shared by chemists and poets, painters and engineers, inventors and philosophers alike. 
Davy and Coleridge were allies in a common struggle to understand the elements. When Byron, Shelley and 
his wife sat down by the shores of the Lake of Geneva, their theme was the beauty and poetry of electricity. 
Men spoke of ‘the art of machine making’, and those who designed the great new engines and structures 
were often artists, also, in the sense we understand the word today . ..

[If urban expansion was taking place with greater progress in construction and engineering, then, so too, 
could changes within the class structure be seen to be gradually emerging.]. . . Farmers might vote Whig 
or Tory, according to local allegiance or friendship, the wishes of their landlords, family tradition, habit or 
even personal conviction, but it was rare to find one who did not back authority as such. Cobbett accused 
the farmers of cowardice but they had a clearer view of their interests than he did.’® Over the past century 
they had improved their position immeasurably. Enclosures of common land had put them almost on a level 
with the gentry in terms of buying goods, rather than simply growing and making them. By Continental 
standards, though not by American ones, British farms were enormous - not least in Scotland, where the 
farms of East Lothian were reported to be the best managed in the world. It is true that there were still 
250,000 farms of less than 100 acres, but the average was climbing steadily to reach 111 acres, in England
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and Wales, by 1851, when the first figures became available. Half the farmland of England was in oldings of 
200 acres or over, nearly one-sixth in 500-plus units. The smaller farms were nearly always rented, though 
10 per cent of the total was owned by a cultivating freeholder. What surprised Continental visitors were the 
good relations between tenant farmers and landowners. There might have been antagonism because the 
Law of Fixtures and the laws governing distraint and distress were, theoretically, hard on tenants. In 
practice, however, the bonds of the hunting field, where farmers and gentry mixed and swore as equals, 
and the unwillingness of landowners to be hard on men whose votes they had to solicit periodically, 
ensured harmony.

Then again, the bigger farmers were beginning to identify with the possessing class. It was rare for them 
to make fortune like the rising manufacturers, but they were hardheaded, money-minded men - a point well 
made by Jane Austen in Emma, whose heroine's appraisal of young Farmer Martin as a commercially- 
minded man reflected the current opinion of the gentry. The bigger tenant farmers enjoyed sporting rights if 
their teases were for life and their rents £150 a year or more. That is why George Knightly, the squire in 
Emma, calls Martin ‘a gentleman-farmer’, much to Emma’s annoyance. A man farming 400-500 acres now 
built a house for himself of 200-square feet, with two reception rooms, two kitchens, an office, and at least 
four bedrooms. His parlour had a sofa, a bookcase and engravings on the walls: he gave dinners; his wife 
and daughters bought their clothes in the market town; and his son, if educated, often served as an officer 
in the militia or yeomanry.

Cobbett deplored this social advance ‘The English farmer has of late years,’ he snorted, ‘become a 
totally different character. A fox-hunting horse; polished boots; a spanking trot to market; a “get out of my 
way or by G—d I’ll ride over you" to every poor devil on the road; wine at his dinner; a servant (and 
sometimes in livery) to wait at his table; a painted lady for a wife; sons aping the young squires and lords; 
and a house crammed up with sofas, pianos and all sorts of fooleries.
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'31 But the best landlords, like Coke of 
Norfolk, who owned 60,000-prime acres and never had a farm unlet even in the worst days ol 1815-16.
rejoiced at this social improvement - it was what he had spent his life trying to bring about; ‘I am proud to 
have such a tenantry, and heartily wish that, instead of drinking their port they could afford to drink their 
claret and champagne every day'.

But as the farmers rose socially, a gap widened between them and their labourers. Everyone noticed it. 
One witness at a parliamentary inquiry (1830) stated: ‘When I was a boy I used to visit a large farmhouse 
where the farmer sat in a room with a door opening to the Servants’ Hall and everything was carried from 
one table to the other. Now they will rarely permit a man to live in their houses, and it is in consequence a 
total bargain and sale for money, and all idea of affection is destroyed.Cobbett, as usual, put it more 
crudely: ‘Why do not farmers now feed and lodge their workpeople as they did formerly? Because they 
cannot keep them upon so little as they give them in wages.But this was only part of the explanation. 
Young men preferred to live in lodgings, if possible, valuing their freedom. And middle-class families no 
longer wanted to live, as it were, over the shop, with employees on the same premises. Exactly the same 
process was occurring in the towns, where apprentices, clerks, shop assistants and mechanics were 
moving out of their employers' attics and into boarding houses, and the employers themselves, as often as 
not, were leaving their premises for houses in more salubrious parts of town - led at the top by the 
Rothschilds, who gave up living at New Court in the City and bought houses in Piccadilly and Park Lane. 
This was all part of the immense longing for domestic privacy that characterised society at every level in 
these years.

Whatever the reason, however, it increased the social and political bifurcation of farmers and their hands. 
The difference ol interest was underlined by the method of paying poor relief in the south and Midlands. In 
the 1790s Berkshire magistrates had invented a dole system under which parish rates met the difference 
between actual wages and what was considered a living wage. This system was widely adopted because
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its advantages to farmers were obvious. But it drew no distinction between the industrious and the idle, and 
it was an early example of what we have come to call the ‘poverty trap’. A man with savings or a bit of 
property would not be employed by farmers because he was not eligible for dole. It meant that farmers 
could avoid paying living wages at the price of paying higher rates, and it made them seem grasping and 
exploitative and, in self-defence, zealous upholders of authority. In France, nearly five million farms were 
under 26 acres and only 140,000 over 100 acres. In the various German states, 50-acre-plus farms made 
up only 6 per cent of the total.^^ In both countries, therefore, millions of farmers could and did identify 
themselves with the poor. In Britain only a tiny minority had this feeling. Farmers might express sympathy 
with distressed labourers who were rioting for a better living - some unquestionably did - but in face of 
efforts to overthrow the system, they closed ranks behind it. George Eliot, a girl at the time, whose father ran 
a large farm and engaged in most aspects of agricultural economics, has left us a striking picture of how he 
saw the world: To my father’s mind the noisy teachers of revolutionary doctrine were, to speak mildly, a 
variable mixture of the fool and the scoundrel: the welfare of the nation lay in a strong government which 
could maintain order; and I was accustomed to hear him utter the word “Government" in a tone which 
charged it with awe, and made it part of my effective religion, in contrast with the word ‘Rebel’, which 
seemed to carry the stamp of evil in its syllables, lit by the fact that Satan was the first rebel’ . .

[Those starting to move up the social ladder were already becoming steadily richer, making it seem that 
the future of a modern society lay in their hands. Certainly there could be no looking back. Modernism had 
been born; and in the words of Charles Lamb (letter to Charles Dyer, 20 December):]

Can we unlearn the arts that pretend to civilise, and then bum the world? There is a March of Science.
But who shall beat the drums for its retreat?’
Answer came there none, nor ever can.
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this estabiished and re
spected firm's ideologies 
and practice over the past 30 
years.

iilustrations mostiy in colour. 
Price: £35.00 hardback.

DANIEL LIBESKIND

Architectural Design
Paternoster Square and the 

New Classical Tradition’.
This issue chronicles the 
work in progress at this site, 
a key indicator of Classical 
Architecture in the world 
today. The world’s finest 
classical architects, includ
ing Robert Adam, Thomas 
Beeby, Paul Gibson, Allan 
Greenberg, Demetri 
Porphyries, John Simpson 
and Quinlan Terry, have 
gathered together to design 
this popular scheme. We also 
present other work of these 
architects.

The magazine section 
features the recent Sympo
sium in Berlin with contribu
tions from philosopher 
Jacques Derrida and critic 
Kurt Forster.
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305x252mm, 96pp plus a 24- 
48pp magazine section. 
Individual issues: £9.95. For 
subscriptions see pXXI.

Micromegas, Berlin City 
Edge, Three Lessons in 
Architecture and the Jewish 
Museum extension.

Robert AM Stern is another 
of the featured architects, in 
a Monograph covering a 
large selection of projects.

Art & Design
‘Marking the City Bounda
ries’ presents one of the 
most exciting and stimulat
ing interdisciplinary projects 
of the decade. Celebrating 
the 950th anniversary of the 
city of Groningen, architect 
Daniel Libeskind was invited 
to provide a masterplan, and 
the result was a series of 
monumental tokens set up 
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city. The participants in
cludes historian Kurt Forster, 
economist Akira Asada, 
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William Forsythe, dramatist 
Heiner Muller, visual artists 
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Lapin, architects John 
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sively illustrated. Price: 
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Frank Lloyd Wright by 
Thomas A Heinz, looks at 
many projects of this archi
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ing structural details.

Classical Architecture 
by Demetri Porphyries
In a series of tightly argued 
and eloquent essays,
Demetri Porphyries dis
cusses the role of classical 
architecture In an age of 
pluralism. He analyses the 
role of imitation, tectonics, 
ornament and originality In 
architecture, showing that 
the classical is that which 
speaks of tradition always in 
a modern voice.
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exciting list of architects. 
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Libeskind, ‘Countersign’, No 
16, with writings by the 
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other individuals and disci
plines but about his her self.

At a working level, the 
rarefied world of the aca
demic meets the isolated 
world of the artist. Archae-

ROBERT ADAM
The British School at
Rome
A Personal View

significant than a bed sit in 
Camberwell, or sought 
esoteric justification for their 
presence by searching for 
universal truths In their 
surroundings at a stage in 
their development when such ologists and historians are

members of an International 
community of acholarship, 
that depends on the dissemi
nation of research for its 
existence. Almost universal 
knowledge of Latin gives 
privileged entry to Italian. 
Artists on the other hand, 
have been taught the last 
forty years that direct obser
vation of the outside world is 
of lesser importance that the 
exploration of themselves 
and that the opinions of 
others, particularly the 
uninitiated, matters little. All 
too often the language 
barrier of Italy exaggerates 
their isolation.

Somewhere between these 
poles lie the architects. 
Modem architectural 
schools, like art schools, 
have rejected the study of 
the past as a literal example 
for the present. This gives 
architects a dilemma: with 
the study of the fabric of 
buildings for their own sake 
so debarred and the art 
world closed even to such a 
related discipline, architects 
often fall bach on quasi 
academic study, seeking like 
the artists universal truths 
and obscure and often 
doubtful theories to guide 
their self conscious moder
nity, but without the back- 

between an Oxbridge college ground or open mind of hard 
and a boarding school, the 
experience of this society 
and the relationships be
tween the individuals is 
intense. There is no escape 
from the other scholars, like 
them or dislike them, they 
are there every day and 
every evening, breakfast and proper academics nor 
dinner. Personalities hold no regarded as serious artists 
secrets, souls are bared, and by the resident coterie, they 
not only does each scholar 
discover a great deal about

are trained to be social 
beings, with an eye to the 
world outside their calling, 
they are also creatures of the 
real world of practical things.
In the little society of schol
ars they may lack the status 
of scholarships or the 
exclusivity of the contempo
rary artist but they make up 
for the deficiencies of both.

The problem of the artist 
and the architect In Rome is 
the problem of the arts in 
modern society concentrated 
in a little world. Like the arts 
generally, the situation In 
gradually changing, and, like 
current developments tn 
Britain, architects are leading ^ 
the field In transformed 
attitude to both the past and
the public. A few artists 
producing work outside the 
avant garde mainstream are 
finding their way through the 
art school dominated selec
tion proooss and s larger 
number of architects with a 
working interest in the huge 
classical heritage of Rome 
have received scholarships.
There lit B feeling of change ' 
in the air.

The school suffered a 
decline in the post-war years 
as a tradition ip education 
and tfia arts were systemati
cally overturned. Except in 
the field of archeology, 
always the mainstay of the 
school and the occupation of 
the director, the thrust of 
cultural life moved away 
from study rooted in the 
Classical tradlHone of west
ern society and looked to 
other places. Even on the 
Italian context Milan seemed 
more relevant than Rome.
There Is no doubt that these 
attitudes have changed In 
the last decade, although the 
arts establishment, often 
imagining still that it Is the 
revolution, clings on. Indeed, 
in the Rome scholarships, 
often In the gift of the educa
tional hierarchy where the 
establishment finds its best

When a Rome scholar first 
ascends the intimidating 
flight of stairs up to the 
British school, the Idea that 
this facade will represent 
home for anything up to two 
years Is hard to imagine. 
Indeed, the idea that this 
segment of Saint Paul's 
Cathedral would be a resi
dence was not on the mind of 
Lutyens when he first de
signed the building. When 
the front was built it was a 
pavilion for the British 
cultural propaganda in the 
Rome exhibition of 1911, a 
symbol of mature Edwardian 
Britain in a world fair called 
to celebrate Rome as the 
capital of a very juvenile 
Italian State. Only later was 
the pavilion expanded to be a 
place Where British scholars 
could be sent to enrich 
British culture through the 
study of the City's distin
guished past.

The hew scholar, in his 
apprehension, wilt have 
understood perfectly the 
message the facade was 
designed to display. Whether 
the message of the scholar
ship Itself is ever understood 
by a scholar in the arts today 
will depend very much on the 
individual. For the first forty 
years of art scholarships the 
idea that the study of history 
was a useful and pragmatic 
exercise, full of lessons In 
the practice of what were still 
predominantly traditional 
arts, gave the scholars tittle 
to trouble their consciences. 
Since the war, however, the 
relevance of the raw fabric of 
history, and so the relevance 
of Rome, has been called 
into question. Painters, 
sculptors, printmakers and 
architects have either re
treated into self contempla
tion, making Rome no more

abstraction and universality 
can cloud rather than clarify 
their vision.

This puts the arts scholars 
strangely at odds with 
academic scholars: the 
archeologists, classicists, 
medieval historians and 
others for whom the very 
foundation of study is just 
that raw fabric of the past 
and for whom abstraction 
and universality are the 
potential result of such study 
and not the starting point. 
There has always been 
something of a division 
between the academics and 
the artists In Rome by the 
very nature of disciplines, 
and this difference of out
look can widen the gulf. It is 
the personalities that can 
bridge it.

The mixture of Individuals, 
often bright, frequently 
eccentric, is what makes the 
experience of the Rome 
scholarship so fascinating. 
Once behind Lutyens' 
imperial facade the new 
scholar will find a strange 
and invigorating society. 
Thrown together, almost It 
seems at random, are a small 
group of artists and academ
ics isolated In a museum 
district just outside the 
centre of Rome. A cross

•

t.

research. Architects atone 
are without tile real end 
product of thtir studies and 
so lose the prestige of the 
built form that would make 
them rise above the small 
worlds of many of their 
fellow scholars. Neither

are. however, saved by their 
professionalism. Architects
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the school increases its 
public profile more facilities 
for public lectures and 
events are required. All this 
happens but the building still 
houses scholars and a 
directorate and it is they who 
have suffered. From a 
significant residence com
mensurate with his position, 
the director's accommoda
tion has become a small flat. 
Scholars facilities are remi
niscent of a run-down pre
war hotel, amusingly nostal
gic for a day or two, but 
tiresome after a month of 
queuing for a bath and 
listening to the adjacent 
scholar snoring.

The days of public funding 
are over, and indeed in their

take place progressively as 
time and money allow. Much 
of the work is internal and 
Includes the provision of fire 
precautions and proper 
plumbing, but, to facilitate 
the re-organisation of the 
accommodation, new direc
tor’s and assistant director's 
houses are to be built In the 
grounds.

In October 1991 an appeal 
was launched for these 
improvements. It is, in fact, 
an appeal for the future of 
the British School at Rome 
Itself. Are we to support our 
position in Europe, to back 
those who have begun to re
establish our role in a larger 
and ever more significant 
community? Are we to 
recognise the changes in 
cultural emphasis in our 
society, to support the 
opportunities for artists, 
academics and architects to 
study the heritage that 
defines European civilisa
tion?

protection from change, the 
old ideas can be influential. 
The cultural world is, how
ever, moved by greater 
forces and the British School 
is starting to feel the change. 
Even the gradual moves 
towards European unity, at 
first sight creating an entity 
where national institutions 
might be seen to be irrel
evant, has contributed to a 
new feeling of importance in 
the School.

In the future it will, per
haps, be seen as co-inci
dence that the current 
director. Dr Richard Hodges, 
is one of the most forward 
looking and thrusting incum
bents for many years. With 
an enthusiasm and irrever
ence that does not seem to 
belong to such an august 
posting, he has used all 
means in his power, fair and 
foul, to bring the British 
School back to the forefront 
of Italian, and so European, 
cultural life. One of his most 
significant impediments to

this remarkable progress is 
the building itself, not so 
much as the remnant of the 
great Imperial legacy of 
Lutyens, but the inheritance 
of post-war neglect. Forty 
years of creeping irrel
evance, of putting off Impor
tant decisions, a lack of 
enthusiasm and a corre
sponding lack of funds, of 
patching up and making do, 
have left a building well 
suited to spartan Edwardian 
student standards but quite 
unsuited to the new calls of
its burgeoning status.

The library Is an important 
part of the network in Rome 
with a unique speciality In 
Roman topography. It has 
managed to keep pace with 
the explosion in publications post-war heyday served the
of the late twentieth century 
but only at the expense of 
other accommodations.

school ill, and so funds must 
be found elsewhere to pay 
for a phased improvement of 
the building. A feasibility 
study has been prepared and 
costed and the work given 
both functional and practical 
priorities so that work can

Administrative requirements 
have grown here as else
where, photocopiers, com
puters and filing are not only 
essential but need space. A
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approach. Architectural 
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its assessment of architec
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ises in publishing the work 
of international architects 
who are influential for their 
critical theories as well as 
their built work. The treat
ment of the divergent subjects 
examined over the years has 
had a profound impact on the 
architectural debate, making 
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architectural thinking, 
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CHRISTOPHER MARTIN
ARCHITECTURE: UN MEDIATED BY THE MEDIA

'Garbage’, was James Stirling's crisp description of the media’s attempts to find words in which to conduct 
what is sometimes optimistically known as architectural discourse. He was speaking at the Academy Forum 
on 'Pluralism' and he made it clear that he didn’t like the word one bit. It was like ‘Post-Modernist’ or ‘Neo- 
Modernist’ or any of the other stupid labels that critics insisted on hanging round the necks of architects. All 
that was pointless; 'architecture was either good, bad or boring,' he said, and that was about it. The media 
did nothing but complicate and confuse; they inserted a fog of irrelevant and damaging distortion between 
buildings and people, between the public and architects.

On the other hand, another of Britain's most senior architects. Sir Norman Foster, would be pleased if 
the media paid a good bit more attention to architects and architecture. Talking to Jonathan Glancey on 
Radio 3 he compared this country with France, where once he had heard of a radio programme about an 
architect that had lasted three hours. You were not, he said, accurately enough, likely to find that sort of 
thing going on at the BBC. It is customary for British architects to look wistfully at the land of the Grands Projets 
- or at least it was until Terry Farrell broke ranks in the pages of The Independent - as a place of almost 
miraculous perfection in its attitude to matters of architecture and design.

As it happens. Sir Norman, at least, has not done too badly over the last year in this country in terms of 
media attention. With a firm hand he chaired the environment panel of the BBC Design Awards. It is said 
that he and presenter Muriel Grey did not always see eye to eye on questions of design, Muriel Grey casting 
a sceptical, more populist eye on the modernist convictions of the panel and perhaps allowing to germinate 
in her mind the seeds of her own forthcoming Channel 4 series 'Art is Dead; Long Live Television’. In these 
odd programmes the avant-garde was mocked and its pretensions ridiculed. Unfortunately to accomplish 
this end an unconvincing German modernist architect was invented. She had to bear the brunt of the 
presenter's scorn but the result was that some quite well shaped criticisms of the more preposterous claims 
of modernist architects failed to penetrate let alone wound real targets.

Sir Norman went on to receive extensive coverage for Stansted Airport and the Sackler Galleries. ‘The 
Late Show’ devoted a special programme to Stansted which was later repeated as it was thought that too 
few viewers had availed themselves of the opportunity the first time round. Sir Norman also turned up 
conducting viewers round the Boeing 747 in an edition of ‘Building Sights’.

‘The Late Show’, it must be said, does not balk from the difficult subject. Christopher Hale made a film for 
them that gallantly attempted to clarify for a general audience not only the thought processes behind Daniel 
Libeskind's proposed Jewish Museum in Berlin but the political and economic ramifications that led to its 
halt. An ambitious ‘Late Show' Special on the new architecture of Tokyo did not content itself with merely 
gawping at the wonders there as so many television films have done. Nor did it allow itself to be 
overwhelmed by the size and complexity of the subject, Instead it drew out the threads of what appears to 
be Japan’s own architectural debate.

The ‘mechanical forest’, as Charles Jencks called Tokyo, was generally thought to have sprawled and 
spread to nightmarish proportions; achieving a massive, unregulated banality. An attempt had at last been 
made to give the city some sense of identity and performance; a building that would symbolise the city's 
unity.

Tokyo Is the most powerful economic centre on earth yet hitherto it has had no Grands Projets to reflect 
that power. Neither have its citizens much wanted them. Apparently they are quite happy with their own
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floating world of impermanent, hastily assembled and equally speedily destroyed architecture. Such 
vestiges of the Japanese heritage as have survived the economic explosion and the allied bombing are 
usually replicas. The national Shinto Ise shrine which was founded centuries ago is much venerated but the 
whole structure is replaced, as a matter of course, every 25 years. The appeal of the temple derives not 
from the sanctity and patina of age but from the spiritual ideas that underlie it.

Thus the very idea of Kenzo Tange’s enormous new City Hall goes against the grain of a deep strand of 
Japanese thinking. Neither does the fact that it looks in mass rather like a European medieval cathedral 
enhance its popularity. It is the wrong symbol. It is permanent in a culture that is most at home with the 
ephemeral. It is, to say the least, extremely visible in a world which attaches great value to things invisible. 
All this was fascinating; not only in itself but for the contrasts which emerged {without them being over
stated) to the now rather well-worn lines of argument that are a feature of Britain's architectural 
preoccupations. Television films rarely walk the high ground like this with such zest and confidence.

In a year when so much has happened in architecture there have been only two substantial films to mark 
the progress of the great buildings that are still, despite the recession, being built in this country, Channel 
4's ‘The Men Who Built Canary Wharf was one of them. The title referred to the Reichmann brothers, the 
business geniuses with a hitherto golden touch who created Olympia & York, rather than the architects and 
designers of our largest tower block.

True, Cesar Petli made a brief appearance in which he revealed for the first time that he had been duped 
into appearing on the Prince’s ‘Vision of Britain' film. He had, he said, been given the impression that the 
filming was being done by a crew who were amassing material for the Prince's own private archive. Cesar 
Pelli has a curious idea of the life-style of the Prince and a mistaken one of the deep ambivalence that he 
has towards anyone with a camera. That he should seek to have himself constantly filmed at his duties is an 
idea that would cause considerable mirth to those who have ever laboured to get him on film. Further, I can 
reveal that I (for it was I who produced the film) made no secret of the fact that the BBC employed me in the 
amiable conversation which took place as we awaited the arrival of the Prince.

The story of how Canary Wharf was built was seen very much as a heroic, if latterly somewhat 
belaboured, struggle to achieve in this country something of the scale, generosity and financial success of 
the O&Y developments in Toronto and New York. Only brief mention was made of the objections raised by 
local residents to the arrival amongst them of a building that most of them seem to regard with as much 
enthusiasm as they would the dark tower of Mordor. By and large it was left to a succession of Olympia & 
York’s Executives and Vice-Presidents to tell us about the development. Unsurprisingly they seemed to be 
very much in favour of the scheme and spoke of it with enthusiasm. As their witness was supported and 
amplified by glossy promotional videos made for Olympia & York by Promptvision (also of Toronto) it was 
hard to dismiss the suspicion that access to the site and the general cooperation of those participating had 
been granted only at a price. Could this be the Channel that reputedly throws down the gauntlet to the 
establishment? That is fearless of reputations? Uncowed by money and power? Whose arts policy is 
shaped and moulded by the Robespierre of Television, the man who indulged Ms Grey in her imagining a 
vain thing, the great subverter, Waldemar Januszczak?

One of the videos showed construction work going cheerfully on to the accompaniment of a lively song: 
‘You remember how we built this city? On Rock and Roll...’ One would scarcely have expected them to use 
‘Buddy, Can You Spare A Dime?’ and, as intended, the effect was mindlessly exhilarating. The O&Y top 
brass were not given to introspection and heart-searching about Canary Wharf, and such doubts as were 
expressed in the film were left to a share analyst who injected some notes of caution about the enterprise. 
But his fears were limited to Canary Wharf’s financial viability, and even he predicted that in the end it would 
all turn out to be jolly profitable; even if it is going to take a year or two longer for the money to come rolling 
in than Olympia & York had originally estimated. The film-makers appeared to be ignorant of such aesthetic 
questions as the impact the tower is having on the sky-line of London or such political ones as to whether 
huge sums of public money should be diverted from London's other pressing needs to building an 
extension of the Jubilee Line in order to bail out the half-empty giant.
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It was not the purpose of the BBC’s film that celebrated the opening of the Sainsbury Wing of the National 
Gallery to reopen old wounds. And perhaps after BBC's ‘Relative Values' director Nicholas Rossiter 
calculated that enough had been said lately about what museums and art galleries are for and what are the 
problems and inconsistencies that bedevil them. His film was at some pains to treat the National Gallery as 
an institution that belonged to the people rather than a coterie of curators, critics and art careerists. 
However it was revealed that the current design had been born in difficult circumstances, that the road to its 
completion had not always been a smooth one and that there had been a bit of a row. Robert Venturi hinted 
that there were even some who were not in total sympathy with what he had come up with and that was just 
fine with him. These dissident voices were not called upon to testify. HRH said that yes, he thought it had 
turned out very well; or pretty well anyway, hadn’t it? Someone else averred that the extension was so 
marvellous that he hoped that they'd pull down the whole of the old National Gallery (‘its a great disap
pointment when you have to go back in there ...’) and let Mr Venturi do the whole thing properly. The words 
‘Post-Modern' were not mentioned. This would have endeared the film to James Stirling if not the 
architecture.

The Tate Gallery studiously avoided labels In the publicity for its serious series of lectures on Art, 
Architecture and the Environment. The first series packed in an audience as anxious to see some of 
architecture's big names in the flesh and be present as to participate in the architectural discourse. Round 
two as the Tate fielded an international slightly less famous team of speakers - Joseph Kleihues from Berlin, 
radical Barbara Kruger from America, as well as our own Bruce McLean and Zaha Hadid. The series kicked 
off by Bernard Tschumi, about whom the Tate allowed the word ‘deconstruction’ to slip in. His 
‘deconstructed and reconstructed' follies at the Parc de la Villette have many admirers. Or if not admirers 
people who see in the follies further material for the 'discourse'. Much of what is going on in Le Parc de la 
Villette is seen as further demonstration of the vision and commitment which you find in France and which 
you don't find in Britain.

France is frequently cited as an exemplar to other nations. It is seldom admitted that although the great 
commissions of Mitterrand’s regime are legion, you can turn up in Paris and find almost nothing on. Quite 
often there is no opera being actually performed despite much sound and fury about opera and there now 
being two opera houses; no concerts, a woeful theatre. An organ recital in some suburban church can often 
be the best that Paris can manage. Apart from colossal shows at the Grand Palais and the Centre Pompidou, 
there is a backward-looking, narcissistic gallery life. In much-derided London there will be at least four 
symphony concerts, a couple of operas and any amount of chamber music. Furthermore London has a 
theatre life which is hard pressed but is a wonder of the world as well as art exhibitions whose excellence 
we have come to take for granted. But Paris did not get a wholly enthusiastic cheer at the Academy Forum. 
Pluralism there had led to Spreckelsen’s Arch, a nasty, empty thing devoid of meaning according to Rob 
Krier, Compare what was going on there now with what had been built in the public realm in the 20s and 
30s, Braced by this unconventional view of current orthodoxies one or two speakers pointed out that it was 
not a monopoly of the media to misrepresent and say unkind things about architects. Architects themselves 
quite often showed a talent amounting to genius for sectarian in-fighting and the lethal put-down of their 
professional colleagues. Besides, architects were much too thin-skinned about the attentions of the media; 
the only attention they would ever welcome would be a constant, roaring cataract of praise.

To a surprising star the media often seem happy to provide just that. But the critics are fastidious about 
for whom they will pour out the abundance of their praise. Or against whom they will direct their anathemas.

There is a numbing predictability about how too many critics and commentators respond to any particular 
architect or building because their views express an ideological position in the ‘discourse’. One merit of 
events like those at the Tate Gallery and The Royal Academy is that the issues come at you unpredigested, 
lengthily, sometimes wearisomely, but directly - unmediated by the media just as Stirling would have it.
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PiIf Pop Art is a sophisticated interpretation of what is often considered to be popular 
culture what then is Pop Architecture? MaryAnne Stevens

POPULAR ARCHITECTURE explores the ambiguous but challenging relationship 
between popular culture and architecture. One thesis might be that Pop Architecture 
is not a stylistic movement as such. Rather, it reflects the urge of architects to 
identify and criticise popular architecture, as visible in the work of such leading 
architects as Rem Koolhaas, James Stirling, Robert Venturi and Frank Gehry to 
name but a few.

If Pop Art reflected the consumer society - the iconography of commercialism - it 
was also obsessed with signs and symbols on a deeper level. Robert Venturi 
brought the unregarded trash architecture of the strip into the arena of architectural 
criticism, undermining old Modernist certainties and revelling in discord and dishar
mony. Complexity and Contradiction was the founding text of a new architecture of 
allusion. In the architecture of Venturi and Scott Brown there is, beyond the brash 
surface, a hidden order - ‘beneath the surface, rules of order that whisper rather 
than shout their presence’

The Academy Symposium examines the complex impact of Pop on architecture 
during the last three decades. Pop was by definition an urban art, and architects 
have responded positively to the ‘chaos’ of the modern city by creating a new 
urbanism. In the 1950s, the Independent Group (of which Denise Scott Brown was an 
early member) brought together architects and artists committed to creating a new 
urban art, amongst them James Stirling, Theo Crosby, Eduardo Paolozzi, Richard 
Hamilton and Reyner Banham. Sadly, the IG’s influence was largely limited to paint
ing and sculpture. Only recently have artists and architects sought a rapprochement 
and then with disappointing results.

In recent years, Richard Rogers has argued forcefully for a new populist architec
ture, unashamedly modern but as strongly expressive as it Is socially responsible. 
But ironically the most articulated Pop element he designed - the light wall for the 
Pompidou Centre - was never built. Rogers has a positive, if critical, stance to the 
modern city. If Venturi’s work is essentially painterly, Rogers’s architecture is 
strongly sculptural. Equally sculptural is the work of Frank Gehry, (especially in his 
latest work, a collaboration with Claes Oldenburg & Coosje van Bruggen) who defies 
obvious categories and is the supreme artist-architect of the present day, producing 
buildings which are both popular and populist in the best sense of the word.
James Wines is an architect who revels in consumerism, using the language of 
commerce to produce buildings which are as rich in symbolism and ambiguity as 
they are superficially shocking. In Britain, Piers Gough has displayed a remarkable

U
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breadth of approach which 
sets him apart from any 
'school’. At their best, his 
buildings have all the instant 
impact of the best consumer 
object. On occasion, Gough 
is a Classicist, using Classi
cism with all the casual 
virtuosity of Hockney.

Post-Modernism in archi
tecture has produced build
ings which have distinct 
pop' undertones - architects 
like Michael Graves, Hans 
Hollein and Terry Farrell 
have produced work with real 
popular appeal and their 
rejection of Modern Move
ment doctrines on decoration 
echoes the 1950s revolt 
against abstraction in paint
ing which generated Pop Art. 
The Symposium also takes 
the opportunity to celebrate 
the achievements of Robert 
Stern, one of the founders of 
the Post-Modern movement, 
a creative architect and born 
teacher whose work is not 
only a response to his clients 
but also a didactic exercise 
to draw attention to the 
continuity of history and 
classicism in architecture, 
concepts which, back in the 
70s, needed the shock power 
of Pop. This is clearly seen in 
his celebrated Lang Resi
dence.

Pop Art with its central 
concern for communication, 
offers a key to today’s 
architecture. A new modern 
architecture with popular 
appeal, rich in urban im
agery, is the goal of the best 
contemporary designers.
Only in Japan, perhaps, have 
architects come close to 
achieving this. The polemics 
of Pop could play a fruitful 
role in the architectural 
development of the West, 
where the reassertlon of the 
place of architecture as an 
art is more vital than ever. 
Andreas Papadakis &
Kenneth Powell

Zoe Zenghelis,
Egg of Columbus Center, 
1973, mixed media,
53.4x43.5cm
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ROBERT A M STERN
From The Doubles of Post- 
Modernism

limited so as to represent 
only those values more 
property described as 
modernist’, a term which 
describes the urge to pro
duce new artistic work, that 
eschews all known form- 
language and, ideally all 
grammar, in favour of a new 
self-referential (ie in architec
ture, functionally and techno
logically determined) lan
guage of form whose princi
pal cultural responsibility is 
toward its moment in time. 
Modernism sees art as a 
manifestation of the Zeit
geist; it strives to reflect the 
moment of its conception. 
Modernism, in the most 
oversimplified terms, repre
sents a moralistic application 
of a superior value to that 
which is not only new but 
also independent of all 
previous production.

Modernism views the 
present as a slate of continu
ing crisis; it sees history 
only as a record of experi
ences, a body of myth, but 
not as objective truth, and it 
is apocalyptic in its relation
ship to the future. A person 
who believes in the sensibil
ity ol Modernism is a 'mod
ernist' as well as a ‘modern’, 
the latter term being the 
more general one and simply 
referring to someone who 
has lived in the modern 
period and has contended 
with or at least recognised 
the issue of ‘modernity' but 
who has not necessarily 
adopted a modernist stance.

Modernism is not a style in 
and of itself in the sense that 
the Renaissance and Ba
roque were styles with 
unifying principles. It can be 
regarded as a succession of 
attempts to redefine the 
syntax and the grammar of 
artistic composition (the 
poems of Mallarme, the 
stream of consciousness of 
Joyce and Woolf, the build
ings of Mies van der Rohe 
and Le Corbusier). As a

cultural activity of the past 
125 years, the traditional and 
schismatic conditions serve 
to distinguish between 
distinct sensibilities within 
the post-modern devolution; 
these distinctions have at 
their core the question of the 
relationships between new 
work and the tradition of 
humanism which character
ised the modern period itself.

Thus the doubles of Post- 
Modernism: two distinct but 
interrelated post-modern 
sensibilities; a schismatic’ 
condition that argues for a 
clean break with the tradition 
of Western humanism and a 
‘traditional’ condition that 
argues for a return to, or 
recognition of, the continuity 
of the cultural tradition of 
Western humanism of which 
it holds Modernism to be a 
part.

The New Is to be judged by 
the criterion of novelty, the 
Modern implies, or at any 
rale permits, a serious 
relationship with the past, a 
relationship that requires 
criticism and indeed radical 
re-imagining.' In order to 
clarify what is meant by the 
term modern’ in the phrase 
post-modern', it is modern’ 

and Modernism’. Such a 
seemingly pedantic exercise 
is necessary because the 
distinctions between the 
older terms have become 
blurred by daily use, and 
they have become ineftectlve 
for discourse.

What can be called the 
‘modern period’ begins in the 
15th century with the birth of 
Humanism. The renaissance 
of Classicism in architecture 
is the first of the modern 
stylistic phases; the Baroque 
and the Rococo are subse
quent modern styles. The 
International Style of cl920- 
60 Is also a modern style, 
often thought to be the 
Modern Style in which the 
meaning of the word ‘mod
ern’ is transformed and

result, and rather perversely, 
to the extent that It has 
deliberately been made 
difficult and inaccessible, 
artistic production has also 
shown itself to be Modernist. 
In some cases, there has 
been an effort to go beyond 
issues of syntax and gram
mar and to seek to establish 
new form-languages which, 
because they are not cultur
ally based (that is, familiar), 
are by necessity personal or 
self-referential.
Modernism does not accept 
the appearance of things as 
they are In nature and in the 
man-made world; It seeks 
always to take them apart in 
order to discover their 
hidden, and presumably, 
essential character. Modern
ism seeks to close and 
ultimately to eliminate the 
distance between the object 
perceived and the person 
perceiving the object. It 
seeks to do this in two ways: 
by insisting that all experi
ence and thereby all art 
exists in the present - 
Gideon's phrase was the 
eternal present’ - and by 
insisting that each work of 
art and each act oi artistic 
production is a personal act. 
This presentism and the self- 
referential aspect of artistic 
production are fundamental 
to any examination of the 
nature of Modernism in 
relationship to the issue of 
an on-going culture which we 
call the Western humanist 
tradition.

It has been argued that 
Modernism can never be a 
part of any tradition, that it is 
a thing apart, a parallel 
tradition to Western human
ism. This issue of Modernism 
as a sensibility apart from 
the modern has resulted in 
that plethora of modernist 
styles or isms’ which has 
made the history of the 
literature and art of the last 
125 years seem so confusing 
and troubled.
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In Post-Modernism, the 
distinctions between tradi
tional and schismatic condi
tions are useful in illuminat
ing the distinctions between 
the work of John Gardner 
and William Gass in literature 
or of Peter Eisenman and 
Michael Graves in architec
ture. Though the term post
modern appears to be used 
to describe sensibilities and 
theories that share as com
mon ground a reaction to the 
Modernism which has 
dominated much of the



creativity knows that prophe
cies are usually the product 
of conjecture by those with a 
tendency to repeat the past, 
as opposed to those with 
originality to forge the future. 
And, finally, predictions are 
charming because they 
represent that eternal 
Pollyanna optimism that 
makes us all victims of such 
fantasies as designing space 
colonies and entertaining 
extraterrestrials.

JAMES WINES

There Is always something a 
little presumptuous, a little 
preposterous and a little 
charming about design 
proposals that predict the 
future. They are presumptu
ous because they credit their 
authors with a unique clair
voyance, not given to others. 
They are preposterous 
because anyone familiar with 
the unpredictable history of

Above; Indeterminate Facade 
and Tilt Showroom 
Below: Ghost Parking Lot



haut en bas, ^ un Astainable 
- and If popular^ol

CHARLES JENCKS
What’s Behind This Pop?

or perhaps split the differ
ence and create a mid-cult 
mish-mash, neither high/low 
nor vital/dead?

AM these choices were 
l>os8ible and continue to be | 
unavoidable, even If we do : 
not like to think of them as ■

. conscious decisions. We
truth, whatever one may ' sometimes avoid this free- 
think of it has been recog- adopt one limitation
nised for a long time, as v^MIVtradltion as a fatality^ a ^ 
as its main p|^dox. The ^ strong cause of snobbery.'' 
conundrum JmIs: if we .^^UjiAnan likes to think of 

^hAf the Ism’, indejegt ^^^mit as vali^ifferences in^^^H^ture as natural, every 
m^nless one cowtw^WtMe, cuUu/^ and outlook - like to think of her
ret’itage of Post* nj|*^kin^pHBritio mention all ^tast^^ individual and 
^nism), ito devels ee t^KlI^^ecause they^^^^H; and yet partly
tbc^ral theory, antn^t ^come a^^^Bge - then of Pop Art and the
4^-disant Pop Archl^' you sud- ^^^I^Rions which sur-
why bothA'. exqepti|1|^jyOTt>#;ffflPgown conslel- rounded it in the 1950s we 
retext of a newAoftwT/lyyitlea^^Sthan that of know these to b« pieties.

Pop Art, to discuss twund For those wf^ live in large
event? Because th»4de^|y^j|i|c^ hapj^W^veryone Ir* a cU^s and make a thousand 
and impulse behintT^hts fast^hat^i^g, plural^tur^^^lect^ons c^tferning what
movement remain as relevant TTiavlwhrased the parKto^ they w^l consume, and 
and vital as they we#e ® M maybe sven#Aw concern-
first mooted in the t950d^R'T^^caolPlr^ontemDO||ryl ing whA theMmll produ^, 
Mmmary, the relatiohs'l 4* iT^fobietwit is IMattL cultures cinm^tffici*0 *
fttween high and low dunOre ^of sul»cA|and exi^ntt\ som^lng adm^d,'c 
mi one can use ri^ujous bear^^fctl^^sUyAed, trie^
Asitional metaphprs^ still onine w^Pop and plK|pr ^Rd, somet^pl^ 
j^B^r. s|ll define a central werf accepted and A one |^es at(^|^ Ifls no

ra«tAUp^he 50s and ^tJngec.just inj|ifit\) or 
Id punKe question some- pi^slvely a

We are stuck with a plurality 
of tastes and world views 
and in the Information era

id
m. ire grow

In a sense, the architectural they are only becoming more 
plural. The Tower of Cultural 
Babel Is today the biggest 
structure in the world city, 
the megalopolis, and it is

4ip very faf^ 
then we are 
somewhere 
two extreme 
violin string 

\ a tune. Am

movement of Pop never 
happened. Like the capital
ised appellation Pop Art it 
was more a Zeitgeist, the 
impulsa behind very different only just going up. This 
kinds §i architecture, than 
the usual marching-step of a 
well-healed avant-garde. It

I terns is«l|pi0PVppo.
not easy, but I lakes the

nd mon
pro^i|QeM few notable mani
festoes,Tew good buildings, 

no bi

reV
the gap be

tween life and art' was the 
street-cry of the Poo Aftiala— ~ 
In the 60s, ^e want an art 
that doesn't sit on its ass in 
the museum was another.

i

) As the writer Leslie Fie^ller . 
^d(Ah 
h||h and I 
e^say of

ions between
thi pulture in an 

'Cryi^s That 
Border - Close |hat Gap ,

s:

C|

Science 
doubty- 
appeal to opposit%taSte7- .fteft*that is the chal

great b^^ fl^es an opjprtugl^ffaj|Dmo<
n«presu£-^ ^Pa^e, orI

1i phrasi it a

$ obvious point and
place of criticim Jtfhat more polemically: what 

the|l92^, tha4Eoptem- Could^t^eel like if you 
ponry so^^is fraS^red ||vere a fc^wer of orthodox 
intA diffe|Ht tpstes, con- ^ ModerniQ, say Herbert 
suAer groups^et|ninnd ^ ^ead, or |n Abstract Expres- 
ctais categories, taS * i^^t, «ay Robert Mother-
cultures - callihjm What you i%rell|at|(f^ou found the vit|^ pchBlIenge taboos, 
like. And these have |een directtons in the art world ^ Let (he sfStFihe falki^ 
carefully ranked into^igh* "wpre siiAlenly coming frpm ca1 proposition
brow, avant-garde, mId-cuR, the ttroelAnd commerpe, then claused ifthSidea of arfT
low-brow, and mass-cult ^ ghastly mought, froHr^the 
(even prole-cult). Thqse unpedigreed and the Grea^
finely graded and fast- Unwashed? Were you to
changing echelons are not

III
^ble alternatiVb is'9 
egy of creation eihich^cc IH!ijiiiuiiiiiwii.e«iJ[A

nelly and eclecticism.To tl

urbanites (I exem|H nirai ^ 
dwellers withQiJtfMiftML 
are daily f<|rced to chAA,^ 
forced to aware of their
freedom, and rTrnttnMDtr*V^,,^|yj|ntmay look like schizo- 
cross taste-boundaries and phrenia, DunJn^SffVlHJ The L

s ?r-I
ew
he

philosophy is the notion of 
aiunfilusivism that finds

I elitism repugni 
^ 4n the art and a

,.«>4p(e9rated
do^ from'S^pyi^cracy dl 
high collapsed in the late ' 

deny the freshness of Holly- 18th century, if the notion of 
wood and Detroit because an intellectual elite leading

the country fell in the 19th, 
and manipulative? Were you and the avant-garde in the

20th - If all notions of top- 
down cultural direction are

al-e 'OI
>* led the SI

if commu^ 
nication dominate by a few 
critics and creators. The Pop 
impulse, if I may call it that, 
was in its heart democratic, 
and tried to drag a rough 
poetry from the conflicts of a 
plural society.

However, when it was 
translated Into the tough 
streetwise talk of a young 
artist such as Richard 
Hamilton it could take on

gq^g to go away as long as 
Thjf Tim^keeps mdying and they were obviously crass 
pi^^n comes up, as long 
es'lndu^riesinnovate and 1o overlook the vllallty of 

• street life, or the adolescent
creativity of Popular Meehan- seen as fantasies (except to 

adside architecture? Stephen Bailey and 
jjj||||L^ere you to Design Council) - if arSTm:: 
itnes^xploitlve of taste are likely to become

erests; or perhaps create a laughable and the idea dH a 
parallel Pop Art from

research iL
system, working dfters. This means never.
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other Ideas which stressire and crei
evolution, variety, diversUy^ 'ete are evloentilover

Kj# one mofltfment to this Ideal 
fit. In Paris. While Robert 
expentrab^ low cosT, mfss- Venturi and Charle 

produced, young, witty, sexy, America 
gimrflicky, glamorous, big

in his ofren-quote#t uralism.discontlnui
iving open

pluriverse must have its
evolving indeterminantihg an-
works; and a fe^otbefway at Route 66, 

Levittown, Disneyland and 
Las Vegas for their 
about

e evidebusiness' - a deflection of 
the demdCTatic and pluralist

oi itiili.e:
nd subvert, cel-impulse towards hard- is - what I

v#utH^II signolic notheaded trade and exploita
tion. No c^)pbt a good deal oH symbolic architecture - Hans 
Pop is, as Andy Warhol 
described it - just liking

Hollein and s lal St culture.
rchitects such asbdiand Minqru Takeyama an 

- were 
ther way:

the^mplicatlon of mass
culture and communication. criticism, the double 
Semiotics and structuralism which shows our am 
provided the theoretical
underpinnings of these latter present culture. Some of f: 
endeavours as did the
writings of the Ulm Group, refocused on higll inform 
Thomas Maldonado and, tion technology apd
above all, Umberto Eco.

Now thafEco has become image. ElectrogrdpniC 
so much the name behind architecture, the Neon 
The Name of the Rose, it is Building' and Supergraphics 
hard to remember how 
Important he was in explain- in Ito's case, to the liquid 
ing and Justifying what he, 
and others, called the Operta lure of Virtual Reality', the 
aperta. The open work’ of an simulated facade. Wh 
created for the 'open society* attempt to explore ^ 

of pluralism was to be one information tandsc^ 
that, compared to the ‘closed exemplary, his fixatio

things', or^jnore brutally 
still, money'. It's true; the 
tradition is equally divided 
between d^ocracy and 
mammon, both of which are 
c^ceived as more lively, 
creative and relevant than

Frar#Gehry and Piersme Ji
Gough continue the doubleloi ing yet
discourse of celebration and

relation to the natun

them, such as Toyo Mo. havBoring old Modernism. As 
Ro^rt Venturi put it: ‘Less is 
not more, less is a bore'. 

i Minimalism, taken over as an 
\ aesthetic strategy from 

aristocratic high culture by 
the fearful bureaucrats who 
commissioned buildings in 
the 50s and 60s, was to be 
replaced by a kind of 
maximalism, and an expio 
Sion of energy.

Hence political pluralism 
and Hamiltonian sexiness 
were mixed by {he counter
culture in a br 
supposed to il 
young and sic 
Pop, in so far 
sented the cot

amplified, exagg

of the 1960s have given way,

crystal skin and the arobttlfcfc-^

work’ of a traditional society, 
was left unfinished, or 
indeterminant, or ambiguous, 
without beir^g evasive. The 
trick was to^llow multiple 
perspectives and yet still 
keep a plot, to use several 
voices and yet still hear IBtfl- “ t 
of the author. This placecLi 
primary responsibility on tbe 

bd provoked ^ 
Iginatlve actft.of 
in. wni'? For'
[cal add meta- 

ipposed

white noise' shows thef that was 
^xicate the 
in the old. 
it repre- 

ter-cultur

Inherent danger: that the
aesthetics of commerce
predictably triumph'Dvat 
message, that thq informa
tion society is sean as 
spectacle rather man story,

had an impiicitfy subversiiu 
aim: to overthrow the pre^ 
ous generation, the pomp(|j 

ity of the establishment ana 
genteel high culture. In this 
way it was reglly just one 
more modern^ovement, a 
form of avant-gardism

ler suppresses
atlon. An authenticOI

Peg /gchitecture must place 
itAlf|Bore critically Iffthe.Ji irei
para^x between transience
and permanence, commerce
and the public realm, high artcommitted like Dada to a ^ 

popular street art, except oi% physTi 
that woul?‘also be radically to a traditional culture, or

even i^dern society which 
also sought integration, we

IS'OI and low, and mak art of
the contradiction

commercial - appeal to the 
‘knowing consumer'. ^ 

Tom Wolfe celebrated 
many of its American heroes; 
the Beatles and their archi
tectural equivalent, 
Archigram, tried to close a 
gap between commerce,

live fn an open system of 
difference where no tofalistic 
explanation is possible, an 
open universe with a cosmol
ogy explained for the mo
ment by the Big Bang, and



CLAES OLDENBURG & 
COOSJE VAN 
BRUGGEN

them to function, we see 
them as rooms of inspiration, 
rooms to retire to in order to 
have an idea. This is signi
fied by the hanging of a 
colossal light-bulb in each 
interior, realty a combination 
of a drop of water and a bulb, 
an elongated form with a 
fruit-like surface, emanating 
a glow like the moon.

A pair of binoculars - a 
common object selected for 
its architectural potential - Is 
used for its functional and 
aesthetic quality as a struc
ture, and not illusionistically 
as in mimetic architecture. It 
was Frank Gehry’s vision to 
let a sculpture become the 
same scale as the building 
and an integral part of it. 
Therefore the interior space 
of the sculpture/architecture 
with its skylight and win
dows becomes functional 
while preserving an unusual 
plasticity, in that interior and 
exterior reflect one another.

Our three-years collabora
tion had not yet produced an 
actual building when Frank 
was inspired to pluck a 
remnant from one of our 
dream palaces off his desk 
and insert it in the centre of 
his model of the Chiat/Oay/ 
Mojo project. We immediately 
saw the aptness of his 
decision and very seriously 
set about following it 
through. Later we reflected 
how generous it was for him 
as an architect to give the 
centre of the facade to a 
sculpture - such a departure 
from the usual antagonism 
between architect and artist. 
The beauty of the solution 
however is that the binocu
lars is of equal weight with 
the other parts, acting as a 
pivot around which they 
revolve.

As far as the imagery is 
concerned, the sculpture is 
of course body architecture 
as well, a pelvis, a pair of 
hips between which one 
enters the building. One sees 
through these binoculars by 
standing inside them look
ing, in reverse, straight up 
into infinitudinous space,
The interiors may belong 
n^ore to the architecture of 
contemplation, but to relate

Above: Front and rear of 
invitation to opening of Chlat/ 
Day building, Venice (sketch 
featured on front of invitation is 
illustrated on page XXV)
Right: Claes Oldenburg, Design 
for a Theater Library in the Form 
of Binoculars and Coltello Ship 
in Three Stages, pencil, col
oured pencil, and watercolour 
on paper, 1984
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unique combination of the 
exotic and the familiar - and 
the almost familiar.

Yet, unique as Tokyo is, 
the architectural ethos we 
have described could evoke 
a number of cities in the 
world, especially prosperous 
trading cities with interna
tional ties, such as Venice, 
where an eastern-Byzantine 
flavour combined with 
‘modern’ Renaissance and 
Baroque architecture; or 19th 
century London, capital of a 
commercial empire, with a 
eclectic variety of 
archtecturat styles set in a 
medieval configuration of 
streets.

It is a further irony that the 
capitals of universal empires 
- imperial, commercial or 
financial - are not prone to 
universallst vocabularies in 
architecture, but are respon
sive to the multiplicity of 
their domains. The sublime 
exemplification of this 
tendency of mercantile 
empires is to favour eclectic 
architecture of Edwin 
Lutyens' Viceroy’s House in 
New Delhi. However, as the 
world becomes smaller,

aspects of universality do 
evolve: today MacDonald 
Hamburgers and Toyota cars 
are almost everywhere. But 
the combinations of univer
sal elements may still be 
unique, rendered so by local 
conditions. In the overall, 
today's trends may lead to 
greater diversity rather than 
to similarity.

The text Is an extract from Two 
Naifs in Japan by Denise Scott 
Brown and Robert Venturi 
Below: Project lor US Pavilion, 
Seville Expo 1992, elevation



TERRY FARRELL

Z, Perhaps In the freedom from 
[ strict conventions of expres*
• Sion, ie the styles of classi

cal, Gothic, modern etc, the 
scope of expression is 
radically opened up. There is 
a case for arguing that some 
of the most fluent buildings 
are those between or outside 
of ‘movements’, a case which 
may be made for what Is now 
happening at the end of the 
20th century. Unguistlc 
studies have demonstrated 
that not only does the mode 
of communication limit the 
content but also our very 
cognitive and emotional 
range. One of the problems 
of this time after modernism 
is that modernism itself 
handed down a grammar of 
Indeterminancy and gave us 
a system for assembling 
sentences without a prede
termined hierarchy or vo- 
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FREEDOM AND FUNCTION

High-rise buildings in Shinjuku, Tokyo, 
from the exhibition Visions of Japan at 
the Victoria and Albert Museum. 
London

The conscious rebirth of the art of architecture is a 
momentous event - not achieved without a good deal of 
heart-searching, confusion and sheer mayhem - and 
world architecture now finds itself in a period of experi
ment, invention and. above all, freedom. Architecture can 
no longer be forced back into a single mould, nor should 
it be. The 1990s promise to be the most exciting era for 
architecture since the birth of the Modern Movement,

It is all the more melancholy, therefore, that so many of 
the players in this drama fail to understand their own 
parts or those of others. Modernists and Classicists can 
wallow in a degree of moral righteousness and social 
conscience, reproving the Post-Modernists and the 
Deconstructivists for their supposed tack of such virtues. 
An architect like Lebbeus Woods invites almost general 
disapproval, since his architecture seems to lack a 
message, a motive. The Free Form City might be a dream 
- or a nightmare - but it is an intoxicating vision for all 
that. Woods’ ultimate concern is with the cultural regen
eration of society, and it would be hard to describe his 
architecture as socially irrelevant. Yet it infuriates those 
who. like Rob Krier, see the city in terms of hierarchy and 
order and is all the more infuriating because such work is 
now being built.

Krier dismisses architectural pluralism as 'absolutely 
not worth talking about’, irrelevant to the work of an 
architect. Instead, he argues for quality as the prime 
objective. James Stirling’s attack on labelling may at first 
seem welcome; yet there is a negative aspect to this 
stance. However much the labelling process may actu
ally blur our understanding of some buildings - is his own 
Staatsgalerie really ‘Post-Modernist’, for example? - it is a 
helpful tool in spreading a basic understanding of the 
dynamism of modern architecture to a wider public. 
Discussion and debate have been the foundations of 
increased public interest and of the emergence of archi
tecture as an art. The much abused ‘isms’ are rather 
more than a convenience for lazy critics . . .

The Post-Modernist interlude revived the issue of style 
in architecture, supposedly dead since the triumph of 
Modernism, and renewed public interest on the basis of 
its concern for decoration, expression, referentiality, and 
appropriateness. But its virtues were skin deep and it has 
been subsumed in the general architectural renaissance. 
This is powered not so much by stylistic innovation - 
which can only go so far before it becomes repetitive and 
stale - but by a new interest in theory and ideas and in 
their translation into built form. Deconstruction has been 
a catalyst here. Philip Johnson declared three years ago 
that deconstruction was not a style - ’we arrogate to its

development none of the Messianic fervour of the Mod
em Movement, none of the exclusivity of that Catholic 
and Calvinist cause’ ... He saw it rather as contributing 
to a climate where innovation could flourish. The work of 
two of the architects featured in the 1988 MOMA show - 
Frank Gehry and Bernard Tschumi - illustrates the range 
of invention possible when the barriers are pushed aside.

The work of Zaha Hadid, like that of Tschumi, Eisenman 
or Libeskind, exists as much on paper as in 3D form - as 
such, it is a commodity of the mind, a reinforcement of the 
notion that the new architecture is about ideas just as 
much as visual forms. Itsuko Hasegawa speaks of a new 
architecture which ‘allows us to hear the mysterious 
music of the universe and the rich, yet by no means 
transparent, world of emotions that have been disre
garded by modern rationalism,’

The contemporary Japanese scene contains, as Botond 
Bognar emphasises, a richness within its own bounda
ries. Japan provides a startling contradiction to the idea 
that pluralism means compromise, consensus, the curb
ing of extremes in favour of middle-of-the-road mediocrity. 
If there is a formal core to contemporary Japanese 
architecture it lies with Isozaki’s monumentalism and 
Ando's solemnity, but beyond this lie inter alia Hasegawa. 
Ito, Ishii, Mozuna and of course the intriguing figure of 
Kisho Kurokawa. Japan’s pluralism is about something 
more than ‘peaceful co-existence’ - rather it is about a 
culture which is the forcing ground for diversity.

At the centre of the new architecture is a fascination 
with form and space. The tyranny of the right angle has 
been abolished; Indeed, the tyranny of all immutable 
geometries is at an end. Lebbeus Woods expresses his 
interest in 'the secret life of the city’ by his radical, 
meaningless’ interventions. ‘Freedom’ means not just 
lack of sylistic constraints but a questioning of the 
constraints imposed by function and structure. 
Deconstruction, sometimes characterised as a passing 
fad, was a vital step in this direction.

Freedom means an architecture at one with nature - 
how strongly this concern emerges, for example, in the 
work of Hasegawal The new Free Space architecture 
adapts natural forms, works with nature, utilises natural 
forces, questions the dominance of machines, 
humanistically focuses on the needs of mankind.

Architecture is not destined to a ceaseless process of
fragmentation. Gradually, a new way of designing is 
emerging beneath the confusion of voices. The new age 
of freedom has already dawned for world architecture 
and it cannot be frozen out of existence. ACP/KP
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ACADEMY FORUM
THE VENICE BIENNALE, PLURALISM AND FREE SPACE ARCHITECTURE

Academy International Forum

The Royal Academy of Arts, Large South Room, London. Saturday 28lh September. 

The International Forum on the Venice Biennale and the Architecture of Pluralism.

Fourth tniernational ArehitectureForum

QUINTA
MOSTRA INTERNAZIONALE 

D1 ARCHITETTURA

Introduction by Geoffrey Broadbent

This Symposium was triggered by Andreas Papadakis and other Academy Forum members' visit to the Venice 

Biennale of 1991, as a result of which he threw at us a very rich mix of ideas. He invited some 50 participants, six of 

whom were to give slide presentations; Francesco Dal Co. who had truly master-minded the Biennale itself, and 

James Stirling who had earned a prestigious A MasieriPrize not only for his Biennale Bookshop, but also for his whole 

distinguished career. In addition, there was Jeremy Dixon who, with Ed Jones, had won the international Gateway to 

Venice' competition; Rob Krier who'd exhibited in the Austrian Pavilion; Lebbeus Woods, a deconstructor of 

Archigram-like forms; and Botond Bognar, an overwhelmed and overwhelming reporter of the current amazing scene 

in Japan.

Collectively, we were about as Pluralist as architects can be these days - especially if you add Robert Adam, a 

Classicist, and the Architectural Design policy of a pluralist ideology. What's more, anyone who went to the Biennale 

could see the work of architects - and students - of many persuasions. In the British pavilion alone there were three 

different styles. Therefore, it is hardly surprising that in this International Symposium, different people have spoken of 

Pluralism in different ways. What is the point of such a concept if they couldn't? Some thought it was merely a critics' 

attempt to coin a new -ism, like Classicism, Modernism and so on. Paul Finch saw Pluralism as a peaceful coexistence 

between different schools, different styles, different architectural movements, but others argued that if there were 

such a coexistence, it was by no means peaceful. ’Pluralism' as I see it, is a kind of Maoist ’let a hundred flowers 

bloom' provided that we know which flowers to prune, which to leave on the plant, which to take into the house and 

which to root out so they never bloom again. But, unlike Mao, I never encouraged blooms for the sheer sadistic 

pleasure of cutting some of them down. On the contrary, if a student pursues a line I dislike and proves me wrong, 

shows me a new architectural richness I never expected, then 'Pluralism' is working as I hoped it would. But if the 

'flowers' fail my range of pragmatic tests, and gets them badly out of balance, then I'm glad they bloomed - all part of 

life's rich pattern - but I'm happy also that they should be cut down.

In the event, it was left to the closing remarks by Peter Cook and, above all, the presentation by Lebbeus Woods, to 

give this issue its name.

it
fc.

Venii e Biennale poster

Forum discussion
Chairman Paul Finch, Editor of Building Design-. This is the fourth in a series of Academy Forum discussions and the 

second this year to be organised in conjunction with the Royal Academy of Arts. The Academy Forum is a loose-knit 

organisation of journalists, architects and critics that mount symposia and exhibitions which explore new directions in 

art and architecture courtesy of the Academy Group. The first thing that occurred to me about the subjectmalter was 

what changes there have been in London in recent years which allow, for example, a master-planner to work with a
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team of Modernists doing a business park in Chiswick and the same master-planner to work with a group of Classical 

architects designing an office development next to St Paul’s. I would like to ask Francesco Dal Co to begin by 

commenting on his Biennale, which was a remarkable organisational success and the most significant architectural 

exhibition Europe has seen for a long time.

Francesco Dal Co, President of the Venice Biennale Architecture section: I don't think that the success of the Biennale 

is my success, it was a success of the countries that decided for the first time to participate in the Biennale, For the 

first time there was a real Biennale of architecture. This is not something that I did, but is something which came 

through the general culture, the architectural culture of the world. It is always very difficult to do a very successful 

exhibition of architecture because architecture Is something which is only really possible to see when built.

The Biennale is an old lady of 100 years and is run by a typical Italian institution, a board of administrators 

consisting of representatives of trade unions and, speaking of Pluralism, they represent all the political parties in Italy. 

They have only one common characteristic; they know absolutely nothing about architecture. The Biennale is 

organised in five sectors: cinema each year, art every two years, music sometimes, theatre sometimes but 

architecture never. This is the scale of values in the mind of 19 members of the board of administration. The cinema is 

extremely important for them because for a member of a trade union to have a chance to go to the cinema every 

evening and sit next to Harrison Ford, or someone like that, is very exciting. Also, the Biennale traditionally pays for the 

members of the board to have a beautiful 15-day vacation during the cinema festival, in one of the fanciest hotels in 

the city.

The architectural section of the Biennale arrived only 16 years ago. The first architectural exhibition was run by 

Vittorio Gregotti, followed by Paolo Portoghesi, with whom I worked at that time. For the first time we succeeded in 

opening the Corderie de I'Arsenale with the exhibition of the facades. After that came Aldo Rossi and then I arrived as 

the fourth director. To give you an idea of the problems involved, the cinema festival has 450 people working for it 

whereas the entire architectural Biennale has only three. The cinema palace is losing gigantic quantities of money 

whilst the architectural exhibition made a profit this year because for the first time we succeeded in having the same 

number of visitors as the Exhibition of Visual Arts.

The Biennale has a great tradition bound by 23 countries who own national pavilions in the Gardens and there are 

23 Commissioners whose duty it is to organise the Visual Arts Biennale. Usually these Commissioners are only 

interested in visual art except when they are extremely gifted like the English, Austrian or Finnish commissioners.

A year ago I organised a meeting for all the Commissioners and suddenly some of them said ‘yes, it is a good idea 

to do a Biennale of architecture - let’s do it’. 15 days beforetheBiennale we were still receiving requests to participate 

in it and there was no more room. Some important countries never made a decision. This is the reason why there is an 

exhibition of Tessenow in the German pavilion - because they never decided whether or not to participate. It only 

happened because a friend of mine, Vittorio Magnago Lampugnani, was working with me and he suggested a 

Tessenow exhibition.

The most typical of all the situations of the Biennale is the story of the US Pavilion, which is the only very well- 

established pavilion, full of air-conditioning, all the comforts and so on, owned by the Guggenheim Foundation. When 

I called them they said, 'It's a beautiful idea to have an exhibition, but we don't have a penny'. I thought it would be 

terrible If America was not in the Biennale but I had a brilliant idea, I gave Philip Johnson a call and he said Til arrange 

the exhibition, but only if I am the Commissioner’. I didn't have the power to nominate anybody as Commissioner, but 

I said 'yes’ and so the Americans arrived. Philip decided to select two architects in whom he was interested.

We put a great emphasis on building, on organising real competitions, on involving the public administration in 

financing the competition around new buildings built in the future. Two competitions were organised. The first was to

Francesco Dal Co

Massimo Scolari, Glider

Aldo Rossi, design for the entrance to 
the Giardini
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redesign the main building of the Biennale, which is the Italian Pavilion, with the idea of transforming the garden 

complex of the Biennale into a small permanent museum of architecture. The architects who designed the pavilions 

are very famous ones including Rietveld, Hoffman, Scarpa and Peichl. We were thinking that this little area should 

work the entire year around, not only two months, and to do this we wanted to build the first kunsthalleol Venice, the 

first real museum in the city which could broaden its possibilities for cultural activity. The second thing was to 

transform the old cinema palace, where the festival of cinema takes place, into a modern structure so that it could be 

used as a congress hall during the rest of the year. Of these two competitions, one was reserved for Italians and one 

for both foreigners and Italians. The latter was won by Rafael Moneo.

Another project we started was that of creating a gate for the entrance to the gardens because the gardens are not 

protected. It is a big social problem because during the winter, people get inside the pavilions and do a lot of 

damage. Aldo Rossi designed what we could call a Neo-Fascist entrance using Fascist revolutionary lettering. 

Unfortunately the building was never built because of the authority of the Italian administration; they said that they wanted 

this building but they never gave their permission. The building was only represented on the poster of the exhibition. 

We needed to do something provocative so we said to my friend Massimo Scolari, ‘OK, Massimo, do something very 

big’. And so he did! It is a huge symbolic glider placed in front of the Arsenale of Venice; the Corderie is behind it. This 

glider was very successful and there are some people who say they want to keep the glider there forever, but 

unfortunately we didn’t have the funds to build it in materials that would resist a winter. We had a programme to build 

four buildings and we succeeded only in building a sculpture and one building because of the shortage of money. We 

had not been able to build the new gale of the gardens which was designed by Aldo Rossi, so we put all our energy 

into building James Stirling's new bookshop and Massimo Scoiari's great sculpture. How this fits into the topic of 

discussion today I think is very clear: it’s impossible to do a Biennale which is not Pluralistic.

If you have more than 30 countries participating, the fact that they are as different as England and Greece, or 

Austria and Romania, implies the idea of Pluralism. My impression of what came out of this Biennale is that many of the 

critical categories or labels we used in the past to give a meaning to the multiplicity of architectural culture are no 

longer able to express the multiplicity of events which are going on in architecture. If we examine the architecture of 

the world not just through the glasses of our magazines or our cultural media, but the centre where the architectural 

culture is worked out, and we examine the phenomenon semantically, I think that Pluralism is by itself an expression 

which can qualify as a natural architecture. I think that the contribution of the Biennale is to enlarge the view, to 

examine the architecture in the world and see it not just as a by-product of London, Paris, New York and Los Angeles. 

It is a great source of pride for the Biennale to have been able to erect a building of one of the great architects of our 

age, after a century in which it was nearly impossible to put a new store in the centre of Venice.

In the Corderie we pul the great masters Aldo Rossi, Rafael Moneo and James Stirling into an exhibition of the 

competition for the new cinema palace and after that more than 200 metres of the Corderie were given over to the 

schools. The Corderie is a magnificent space 330-metres long, each one of the spaces between the columns is 6 x 6 

X 6 metres and was devoted to one of the schools. We invited 43 schools from all over the world and we told them they 

had this space and should arrange an exhibition which gives an idea of what they are and what they’re doing. What is 

beautiful is the fact that the students came together from all over the world to work there in the way they wanted to. 

Obviously there was a gigantic fight because they all wanted to invade each other’s space, but afterwards they 

organised a party and there were no more disagreements among the students.

The Director of the Biennale has no power or responsibility for what is exhibited inside the pavilions, this is the 

responsibility of the Commissioners. An exhibition which I liked very much was that of the architect Dimitri Pikionis in 

the Greek Pavilion. In my opinion, he was a very important character who started working during the 1930s and 

developed beautiful work as the architect responsible for the layout of the Acropolis in Athens. He is an architect

The US Pavilion
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everybody knows because everybody walks on his building without recognising his work. This is an expression of 

incredible taste which is also confirmed by the work he did as a free architect during both the 1930s and 50s.

Jeremy Dixon and Ed Jones. 'Gateway 
to Venice' competition entry

Jeremy Dixon, partner with Ed Jones, of BDP; Our entry to the Biennale competition is called both a Gateway to 

Venice’ and the Bus Station', two rather contradictory labels, but they suggest the way in which the competition was 

set; to have an urban idea that might be important to Venice, a practical problem that needs solving.

The location of our project is next to the railway station, where the Grand Canal turns the corner and becomes part 

of the industrial landscape of Venice. Arriving at Venice is quite a drama, whether you come by air. road, or train, the 

whole thrill of Venice is the way in which you’re dramatically taken off modern transport systems and put on to the 

boats and footpaths. One of the things we found ourselves comparing was the nature of arrival by train which is 

essentially in straight lines, and with the arrival by car or bus which is freer and can take a more generous and easy

going course. We were interested in the kind of movement that the buses made as they approached Venice and the 

question of how people actually move in Venice itself. The circle has the characteristic of implied radial geometry 

away from the centre, which fits into this notion that the people who are coming to Venice are not wanting to get onto 

the Grand Canal, they want to get out into the town through the small paths.

This circular solution looks at the problem of parking buses, coming in. dropping off and picking up people. There’s 

also a turn-around time for almost half an hour where the bus drivers rest. In the middle of the circle is a place for the 

drivers’ coffee, in the middle of that is their washroom, and in the middle of that is a little wash-basin, so there's a kind 

of gradual particularisation of privacy towards the middle of the circle. The circle is therefore functional, and one 

could justify it as quite reasonable in terms of the workings of a bus station. However, the way in which this building 

dominates the scene is a formal problem for which one had to make some proposition; what we are saying is that the 

building is neither a circular object nor simply a circus as an interior. It's a partly disclosed circular exterior which 

allows a clear space to exist within which isn't over-ruled by the scale of the surrounding car-park buildings.

Jeremy Dixon

Henry Meyric Hughes. Head of Visual Arts, The British Council, and Commissioner for the British Pavilion; On 27th 

November, the foreign commissioners who were responsible for the 30 national pavilions in the Giardini were 

summoned to a meeting with Francesco Dal Co. He put to us a terrifying proposition for the representatives of those 

countries who had no budgets for the current year: that we should put together a major exhibition in our pavilions in 

the space of six months to fit in with all his own very exciting projects, both for the Corderie of the art schools and the 

different architectural competitions. Happily there was among us one very distinguished foreign commissioner, Hans 

Hollein. who persuaded a number of us, including me. that it was possible in the time available.

One reason I think we decided to do it. and to do it so whole-heartedly, was perhaps the recognition that in Italy 

there is a visual arts culture which is much more developed and less compartmentalised than in Britain. We thought 

we would try to put together a succession of rooms in our own pavilion which would relate to each other but which 

would above all be pleasurable to the visitor. I hope to a greater or lesser extent that we succeeded in this, but 

certainly it wasn’t the conventional kind of architectural exhibition which is put on for architects only. In the front room, 

there were selected drawings by James Stirling; leading into Norman Foster's room, there were photographs taken by 

Ben Johnson of some of Foster’s projects - very much an artist’s interpretation or re-interpretation of an architectural 

project. Going on from there, we had a room with some extraordinarily colourful collages by John Outram of buildings 

which looked as if they had come out of some science-fiction manual. Facing onto the Giardini at the back were 

photographs by Michael Hopkins, not on the walls at all, but on slanted panels on the ceiling so those who had 

already got tired could lie on the bench beneath and look up at pictures of cricket in Lords cricket ground. Moving on 

from there was a spectacular model from Nick Grimshaw created especially for the Biennale, and we of course were

Jeremy Dixon and Ed Jones. 'Gateway 
to Venice', model

Jeremy Dixon and Ed Jones, 'Gateway 
to Venice'. axonometric
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much boosted by the fact that Nick had won the prize for the Berlin Stock Exchange only three days before. Finally 

there was Richard Rogers with something which was a bit unusual, a model made out of Meccano which we could all 

fiddle and play with.

I can’t say how our pavilion related to the other pavilions, because in the lime available one couldn’t really (and 

perhaps this was a positive asset of the Biennale) co-ordinate everything to too light a programme. One thing we did 

stress throughout was the buildability of all the project drawings. The models and photographs related to buildings 

which had been or could be put up, even John Outram's Utopian designs were related to quite real or realisable 

projects. I think this is what gave a particular kind of flavour. Beyond that, we were coming to it fairly fresh and there 

was a degree of apprehension on the side of the architectural profession, as we had no experience in organising 

architectural exhibitions. But it was a very happy working relationship and I think we both learned a great deal from 

one another. What does concern me for the future is the fact that it is very difficult to gel political and financial backing 

in this country compared to countries like France, who seem to find it much easier. For instance, the French minister 

visited accompanied by something like 30 politicians and local mayors, which was a very formidable turnout.

Hdwina Sassoon and Henry Meyric 
Hushes

Ben Johnson; I've spent much time looking at the world of architecture, yet I’m an outsider to the world of architecture 

so I haven't had to align myself with any current movements. My personal view of the exhibition as a whole was how 

very diverse it was. I've just been the objective observer, fascinated by the quality of individual architects as well as 

the architecture reflecting personality and people within that society. What I was seeing in this show was the fact that 

we live in a very large world where almost anything can happen. We had here in this show the great diversity of the 

Japanese, Hungarian, Polish, Russian and British. If we look at the British Pavilion it summed up a very good pavilion 

wherein people were given a great deal of freedom to represent themselves. I found the French pavilion very 

disappointing and very disturbing because I think it was an exercise in graphic design and therefore a product of a 

graphic designer and not a group of architects, but I know that some people thought it was a very important and 

powerful way of presenting architecture.

One of the pavilions I enjoyed very much was Tessenow. I found it a curious choice with very disturbing images and 

it made me wonder whether we are looking back to go forward; whether we think that perhaps the enthusiasm for 

Post-Modernism may well have been a promotion of fashion journals. Perhaps we need to assess things a little more 

carefully towards the end of the 20th century. I was also very interested in the Russian pavilion and the way that one 

went from Constructivist and Suprematist imagery to Deconstructionist and it wasn't difficult to take that jump of 50. 

60. or more years.

The whole atmosphere of Italy is very special, Venice in itself is special, but it is also a country which appreciates 

culture and is not afraid of the academic or the cultured person. In this country we have a fear of cultural 

professionalism and I think that the Biennale wouldn’t have worked here, quite apart from the fact that we don’t have 

an appropriate venue. I would like to believe that it's just the very beginning of the breakdown of barriers between 

artist, engineer, architect, and scientist. We started to gel hints of it in this show, there were several architects making 

sculptures and paintings to represent their work with artists involved in the presentation, and also there was a great 

deal of input from engineers which sadly lacked recognition. I believe we re entering a bigger world, a world where we 

may start to learn from each other.

Ben Johnson

Tfhaik Chasse-v and James Gowan

Paul Finch: I’d like to ask Jim Stirling to say something about his building which was the star of the show. I wonder if 

you might say where you saw your building in the context of the Biennale and the context of that location as a whole, 

and perhaps whether you think that the concept of an architecture of Pluralism has validity.
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James Stirling; Well, to deal with the last point first, I hate labelling, all of these phrases like Post-Modern, High-Tech 

and Neo-Classical are cheap journalism. I think there's only good architecture, boring architecture and bad 

architecture. I mean, the very fact that it’s got this title, the ‘Architecture of Pluralism', is enough to turn me off coming 

here, I think all this labelling is really a cheap, sloppy and lazy way for journalists to write about architecture and I think 

it gives everybody a bad name.

With regard to the Biennale, the thing that I particularly liked about it was the conjunction of the Corderie, which is 

this huge, long building going into infinity in relationship to the garden. I suppose the square footage of space in the 

Corderie is approximate to that of the combined pavilions in the garden, but the difference is that the Corderie is a 

single immensely long building into the bays of which students and everybody else make their exhibitions. The gar

den contains these pavilions which are small, so you get the juxtaposition of the urban experience of the Corderie and 

a kind of garden experience of the pavilions. I think these two places are within walking distance of each other in 

Venice and It's the combination of these two places which was so interesting, to oscillate from one to the other.

There is not really very much to say about the bookshop. It is a very small and modest building, but it is a building 

which I greatly enjoyed being involved with. It could not have happened without Francesco Dal Co. he was our client. 

In fact, he was much more than a client because amongst other things he was responsible for getting through the 37 

separate permissos politically necessary for this small building.

The first building was built in the Biennale Gardens in 1895 and the last, 15 years ago. Our site is close to a theatre 

garden in the trees, lining up with one of the main footpaths into the garden. Whether you come from the lagoon or 

from Venice you arrive very close to where the bookshop is sited. We originally started by trying to make a building 

which was symmetrical on a corner, an octagonal or circular building which could focus on either of the avenues 

there. We thought there was no possibility of removing any trees, not a single tree, from the gardens so we couldn't 

find the ground for it. We ended up by sliding the bookshop into the avenue of trees.

You enter the bookshop from a circular terrace into a single room which has a glass window that goes all the way 

around both sides and is probably the longest single shop window in the whole of Venice. It has 50 metres of display- 

top for the books and a counter for checking in and checking out as well as a small storeroom with a safe and a 

lavatory. There is a boardwalk which goes all the way around the building where the public walk, look in on to the 

bookshelf, see the books, and if they are interested in something they will then come in to browse and perhaps 

purchase. The end of the boardwalk finishes with a square edge, whereas the end of the building finishes with a 

circular edge. This creates a covered space where people can listen to music events in the theatre garden or to 

speeches, or friends can just hang around and meet. There is now a flight of steps at the level change between the 

boardwalk and the footpath. None of the existing trees were taken away, they cut into the boardwalk and in fact almost 

touch the over-hanging eaves of the roof, In other words, it was the distance between the trees which conditioned the 

span of the roof design. The trees take on the aspect of columns along the closure of the overhang which is something 

I didn’t anticipate, but I really like the almost architectural relationship of the trees to the building. Before, I thought of 

them as being a nuisance because the radius and the dimensions of the building were entirely conditioned by the 

trees. In the end the trees were a real architectural plus, though we had to go through an elaborate treatment of them 

which would allow water to get to the roots.

An axonometric view of the entrance terrace shows the boardwalk all the way around, the entrance door and a 

ventilation grille above with plant space on top of it over which there’s a big illuminated lantern with the Electa 

bookshop signs. Out of the very top of the bookshop comes a laser which goes up and is visible from the Lagoon. It’s 

had some faults but in future it will be a perfectly straight line going up announcing the Biennale events into the night. 

The idea of the copper roof is to provide shade and cover for people going around the boardwalk and viewing the 

books through the shop window. The ceiling is in redwood, which extends out of the building to create an overhang

James Slirliitg

James Stiriing and Michael Wilford. 
Bookshop, asonomeiric

James Stirling and Michael Wilford, 
Bookshop, view of ceiling and roof 
structure
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that provides public space at the end of the building. The roof has ridges so that ventilation occurs on the under edge. 

The perforated copper allows ventilation up inside it and overflows from the roof go down through it, any water just 

spills onto the copper. Eventually the copper will stain the boardwalk below and it also will go green.

With regard to the British pavilion, the first I got to know about it was a phone call saying, 'we have a problem, we’ve 

got to fill the British pavilion and we don’t know what to do and we've no money. How about putting your exhibition 

from Bologna into the entire pavilion?' And I said, ‘well, the Italians have seen the exhibition in Bologna and I don't 

want to repeat myself’. A few days later he called back and said 'well, now we have a group of six architects and 

you're in the middle room and how will you think about it from there?’ So then I thought about the middle room and four 

other rooms around it, and I realised everybody would circulate through the middle room most of the time, so nothing 

big could be in the middle room on the floor, no big models. I assumed that the others would focus on the huge blow

up photograph and the big model so then I thought I would have nothing in the middle of the floor and a lot of tiny 

things on the walls so there would be a rare juxtaposition between the centre room and the flanking rooms. I didn’t 

phone up Richard or Norman or anybody and ask them what they were doing, I just made the assumption that the 

others would mainly have big models and huge photographs. I'm glad that I opted for tiny postage stamps stuck on 

the wall and nothing in the middle of the floor.

Martin Spring and Geoffrey Brinidhent

Geoffrey Broadbent: I interviewed Andreas Papadakis and we talked at length about Pluralism, although I spoke to 

him this morning and he said he didn’t believe in it anymore. About 20 years ago, he inherited a magazine called 

Architectural Design. It was fairly broad-minded even at that time; it got the first rumblings of green architecture and 

Cybernetic smatterings and he carried on with that tradition of publishing everything that came in, not editing out 

things he didn't like. And he said, that made a lot of friends for me and even more enemies,’ because there were 

people who thought there’s one true faith of Modernism in architecture and anything else was therefore wrong, 

immoral and should be stopped immediately. Fairly early on in the days of AD, he published an issue on Post-Mod

ernism. a little book by Charles Jencks; he gave Zaha Hadid the prestigious AD Gold Medal Award and published 

Bernard Tschumi’s Manhattan Transcripts. Any one of those could have caught on in the early 70s, but the one the 

public bought was called Post-Modernism. He said, ‘I wasn't responsible for that, I didn’t invent it. The public insisted 

that we printed more about that.’ And I believe he's right. There are these currents that go on that you don't control, 

that I don't control, that Jim doesn't control, but they are movements of various kinds,

I do think we need labels, because we have to cope with things. In the British pavilion there are four architects we 

all would call High-tech, and there are two that we would call Suprematist. It's useful to be able to cope with the world, 

to have that kind of clarity of distinction between different ways of doing things. Pluralism really comes from a much 

broader field than architecture, it’s in politics too. Somewhat like that hand game where you make a stone, paper 

scissors and scissors cut paper, paper wraps stone etc. the political systems you’re dealing with are exactly that kind; 

stone is the hard heart of capitalism, paper is the bureaucracy of socialism and anarchy is the scissors cutting 

through. Without those three going on simultaneously, things wouldn’t move and progress. It's exactly the same in 

architecture now, we need these various currents interacting with each other, attacking each other, in order to 

progress. It’s not a question of anything goes, but of distinguishing the good, the boring and the bad within each of 

these categories. If we didn’t have them our lives would be very much impoverished with just one thing going on.

Peter Ahrends

or

Peter Ahrends: I don’t know what Geoffrey Broadbent actually means by a movement. I don’t actually see in what way 

Pluralism can be defined as a movement. If you, within living memory, cast your mind back to Frank Lloyd Wright. 

Lubetkin. Voysey. Mackintosh, the Russian Constructivists. Corbusier, then one must conclude that there’s nothing 

new because it's always existed The fact that there are different strands of interest and different preoccupations
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being presented at any one moment to society, is evident and it's evidently not new. I want to have defined, by those 

who have a mind to do so. what Pluralism as a movement is intended to consist of. If you're putting forward a case for 

Pluralism as an entity it must therefore have some boundaries which can be usefully defined - either from a theoretical 

stand-point or from a very straight, man-in-the-streef position - what it is about as a kind of inspection of a cultural 

pursuit.

John Melvin: I was wondering if I might answer that by asking a question. Pluralism is meant to be this new freedom 

and you see a demand for political freedom taking place weekly. During the course of the Biennale, a large part of 

Europe was in turmoil and peoples who had hitherto been constrained by blocs and ideologies were demanding that 

their freedom, their history, their nationhood, and their individuality be recognised after 50 years of repression. I think 

the Modern movement in its early avant-garde days associated itself with certain scientific objects which led to that 

repression. I'm not saying this was intentional, but there was an ideology that was sympathetic to this. This has now 

broken down, people who have been repressed have seen this as totalitarianism. It's brought chaos and ruin to their 

countries, it hasn’t delivered the goods. How does this affect architecture? Does architecture have any connection 

with our moral life? The early pioneers of Modernism thought it did. Do we now still maintain this connection, and if 

there is a connection, are we able to express this demand for history, can we reflect nationhood, can we reflect the 

desire for a face? These are the intangible things which people are demanding, it's a real demand. If this Pluralism is 

painting with a broader palette, are we still painting in numbers? Are we actually saying something new in Pluralism or 

is it just a different means to say the same old thing?

John Melvin

Martin Pawley; I’d like to respond to that and make the only point that very forcibly struck me at the Biennale. It’s 

tempting to say that Pluralism is internationalising; I think that would be a very succinct answer to Mr Melvin’s question 

in that it’s able to deal with the kinds of disruption of history affected by the 20th century which can be amazingly seen 

in the pavilions themselves. I think you have to distinguish, if you’re going to follow this line of thought, between 

architects, architecture and architectural exhibitions. I think architects are already international, they are more 

international than their exhibitions. At the exhibition we heard that Nick Grimshaw was going to design the Stock 

Exchange in Berlin, and Jeremy Dixon and Ed Jones were going to build a bus station in Venice. This is how architects 

live, of course you have to be successful to live that way, but that’s a completely international style of existence that 

wasn't reflected in the exhibitions.

I think you’ve got a situation where you have to face the fact that architecture is already Pluralistic. Architects are 

international and the most obsolete element in the whole thing are architectural exhibitions which are somehow 

locked in an old national pride mode. They actually haven't kept up with the practice of architecture, we can see the 

obsolescence of real architecture in those pavilions at the Biennale, all of which were hidden by trees because 

they've got so many skeletons in their cupboard that you don’t open them up.

Martin Pawley

Lebbeus Woods: What is this Pluralism about? Is it simply a matter of interchangeable styles that are somehow 

products architects are placing in a kind of global market place from where people can buy as they choose, or 

perhaps, is it an architecture connected with the vital life of a culture or people? I think this is a very fundamental 

issue. I’m glad you raised it because I think this word Pluralism suggests almost a department store of products or of 

styles rather than of real substance or real ideas related to human life. I think that’s a topic we can certainly discuss. 

With the issue of eastern and central Europe for example, what role can architecture play in their emergence out of 

this period other than as an emblem of emerging from the Communist regime into consumerist society? Do they hire 

the famous architects of the West to design their buildings to prove that now they’re as good as the West or entering

17



the same sphere of culture as the West, or does architecture have the possibility of participating in some kind of 

cultural regeneration of these countries? Those seem to be the really vital issues to me and if this Pluralism has any 

content, that is the only area that I would be interested in discussing.

It wasn’t until very recently that I finally gathered the courage, or in a way had the occasion to address some actual 

urban situations both in Berlin and Zagreb. Architecture and the city are as indivisible conceptually and even 

tectonically as the individual is from society. I think it’s absolutely essential to consider both at the same time.

I am much more interested in the secret life of the city, those things which can maybe happen out of sight or in a 

kind of unseen way, strange things, things that are unexplainable, even unjustifiable in terms of any sort of convention 

of society or certainly of architecture. I decided to bring to the city some kinds of spaces that didn’t exist already. Not 

knowing what to do has never stopped me, so I just simply began by introducing some strange configurations, some 

kind of foreign presence entering the city. I saw these as structures, a kind of tectonic manifestation, a kind of form 

that was not quite yet architecture, not something inhabitable in fact, inhabiting a kind of abstract zone. I began to call 

these freespace structures. I know that free is a very difficult word to use, but I meant it in this sense; free of any kind 

of predetermined meaning or usefulness. Really they are meaningless and useless spaces so that there’s no way that 

we know from our former experience what these might be used for.

In the city of Zagreb I proposed a free-zone project that was an extension of the Berlin project, but with some 

different ideas. There, it takes on a different meaning in terms of the political conditions, a country emerging from 

Socialism, In Zagreb, there’s a big difference in that the freespace structures are not hidden in the buildings, but are 

actively in the streets. The idea was to let them be a presence in the streets without completely disrupting the streets, 

so they have to stand on a very small point. Structurally they either lean against strong, lateral conditions on existing 

buildings such as a party wall condition or an end-wall condition, or are in some way suspended between those 

same strong points. Inside is a capsule of instrumentation that links this small structure with other points in the city 

and in the world. The very important aspect of these projects is the fact that they really are mobile, they are not self- 

propelled but they can be moved. This is an idea that offends a lot of architects who feel that architecture can only 

happen in relation to a given site or a given context, but the mobility of these is important because they have to stay 

fluid themselves. Architecture as an instrument of transformation embraces with equal intensity of feeling and 

thought all conditions of physicality. It has no taste for the metaphysical, but is relentlessly materialistic. The visible 

and the invisible are terms referring to bands on the electromagnetic spectrum. Thus the self-referentiality of 

transformation is established, the recursive loop between invention and perception given its mechanics. The 

comforts of tautology and solipsism are voided by dialogue: individual existence is confirmed only by and in an other 

By establishing boundaries, an architecture of transformation demands their violation.

Lehheus Woods

Richard McCormac: To try to thread some of the contributions together, one should consider the breakdown of so- 

called Modernism. One aspect of its dissolution is the recognition that European cities have a structure that needs to 

be reconstituted rather than taken to pieces. That could be seen as part of the Plurality of architecture but on the other 

hand it actually makes quite a different kind of demand which was the sense that the questions about civic value and 

society's values are more embedded in ideas about cities than they are in any other part of our visual culture. So it 

seems to me that one of the fundamental questions about architecture is to what extent architecture is under 

obligation to the conventions and proprieties of cities and to what extent it should be allowed to be quite free of those 

obligations and much more conceptual and anarchic.

Lehheus Woods. Zagreh-Free-Zone. 
Freespm e slruviure. derail

Rob Krier: Your speeches are so complicated I can’t understand them, that's my bad English! I was confused by 

what I saw in Venice. I am completely depressed by the number of things which have nothing to do with the art of
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building and the art of construction. Imagine the style, the discipline the 20s had; coming from a classical education 

they knew how to put things together and they had a very good attitude on how to organise a building and how to 

construct in an extremely Intelligent way, and what is going on now? In the 20s we were conscious of a compositional 

discipline and a repertoire of architectural elements. I couldn't give any comment on Deconstruclive matters because 

Coop Himmelblau are my friends in Vienna and I have respect for them, but nobody could imagine 20 years ago that

putting chimneys in all directions and making urban design layouts just like Meccanothey could be successful 

games, which makes absolutely no sense at all.

Peter Cook; This whole question of the -isms is a question of labelling for public consumption. It has so little to do with 

the fire that’s in the belly when I hear any real architect talk. Basically it describes things not by the way that they’re 

done but through the literary distortion or pictorial distortion, and I think that the fire in the belly comes from what I can 

only call an architectural direction which is a whole series of things. But then I would fall Into the trap of labelling, but 

architectural things are sometimes triggered by grappling with some organisational issue. They don't stay like that, 

but they might be triggered by figurative issues or something that suddenly gets you moving. Or they might be 

triggered by operational issues, making people bother about whether they’re outside the building or not, or where 

they come in the door or how they get out. Or they might be manipulative, by which I don't mean those issues so much 

as the sort of thing that you do on the drawing board and you say this will amuse them’, meaning the two or three 

people that you like to amuse. And also they are to do with materiality or any mixture of these, some operational thing 

that suddenly has a figurative trigger or a materiality issue which suddenly suggests that something might be porous 

or damp and therefore, however you draw it you can’t really explain it.

Literary and pictorial terms are poor things. The best English language critics still alive, Colin Rowe and Ken 

Frampton, not only had an architectural training but have actually built things. They have been through a series of 

passing inspirations and I think that therefore, the whole issue is to do with a much more subtle dropping of markers 

between architects. Two or more architects may meet together from moment to moment and share a couple of 

enthusiasms and for that moment, they are on the same side of an unspoken firing line, they are allies. I think this 

question of shared enthusiasm from 'triggers' is extremely difficult even to the inside outsider because it's to do with 

partly gut instinct, wit and testing. This is why those of us who spend most of our time as academics, if we're not good 

at it, fall into the same traps as the journalists; we label, we compartment, we tell students that they should follow a 

certain procedure of connecting these labels and they’ll be able to turn it on like a TV set.

I think that if this daft Pluralism thing happened to cause two or three people who wouldn’t otherwise have been in 

the same town or the same room or the same bar at the same time, to be there, then I have the suspicion, speaking as 

Cedric Price would say, ‘from a position of unassailable ignorance’, it is a step in the right direction. I suspect that in 

earlier years, the Biennale would have been organised so that such a variety of people probably wouldn't have been 

in the same place at the same time. But in the end I think it’s the nerve endings that are important. If it just gets a few 

more people talking to each other and perhaps meeting by accident, then it has a value, but if it is to support some 

critic's dream, it has no value at all.

Peter Cook

Giles Worsley
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Piers Gough

Piers Gough; Peter Davey said to me that he's never seen a building in his magazine that was symmetrical. And so I 

don’t know whether your bookshop will get in Jim, but yes, the architectural establishment certainly likes to divide 

people up and to characterise those big particular kinds of architects, there’s no doubt about that and Pluralism is 

very attractive. It's horribly attractive, in fact this thing’s really screwing me up because the older I get the more things 

I think 1 could do and so I envy people who are single-minded and think it’s ail about one thing. I don’t know where 

they get it from or actually how they retain it because when you’ve seen Coop Himmelblau put together a building, all
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that talk about having to have a classical basis doesn’t seem to be very important anymore, does It?

Ian Ritchie; I was struck by the popularisation of Pluralism. I remember coming from Giscard d’Estaing when he was 

President of France and he put forward the competition for La Villette, the museum. In the letter to the architect he 

actually asked that you didn’t come into this building in sneakers. When the Socialists came in a couple of years 

later, they rewrote the brief and they spent the whole weekend discussing this very issue of how the potential clients 

actually create a situation for the social statement that architects can then interpret, can actually swing from one to the 

other. I thought that was actually quite Pluralistic in that there’s a freedom for one political party or the other to change.

Dimitri Fatouros: Let’s keep the label Pluralism. I would like to play with the words and say for instance, neutral is 

Pluralism, but I’m not going near this dangerous word-play. Maybe we have to see Pluralism not in the works of the 

masters and leaders but in the work of their followers. In real life, a construct is a realisation of their follower’s work and 

not of the main leaders. This is one point.

The second point is that It seems to me that despite a lot of discussion of Pluralism, there are at least two common 

underlying features. One is that we’ll have gigantism all around the world as well as an acceptance and obedience to 

technology. This happens in any kind of plural situation. The style does not prevent the acceptance and the 

obedience to gigantism and this is a fact very well known in France. This marriage of technology with gigantism 

produces all the major events of today’s well-known Pluralism. It seems to me. and we may see this in Dal Co’s 

Biennale, that there is an absence of interest in nature. I would say that it is only Stirling’s bookshop that has a 

dialogue with nature. To my mind the majority of the works presented, of the works discussed, are quite apart from a 

continuous dialogue with nature. Nature has a love affair with architecture.

I have a very practical point to make, finally. This presentation of the Biennale is certainly the biggest event of 

architecture ever and I consider this as a very Important fact for contemporary culture. For good or bad doesn't count, 

the fact is that it is extremely important for human culture. Despite this, we see most of the cinema discussed for 

weeks and weeks in newspapers and mass media. This doesn’t happen with architecture. This means something, 

either the mass media does not consider architecture as a creative endeavour and they see it as a politician's affair or 

a business affair, or they don't think our work produces the stimuli which will develop the sensitivity and the concern 

of the public.

Ian Ritchie

Dimitri Fatouros

Robert Adam: One of the problems is the use of the word Pluralism. I don't know of any architect sitting around here 

who's going to turn around and say I am a Pluralist, therefore I do a Pluralist building’. Pluralism rather suggests that 

we are in a 'situation of Plurality’, which is really a return to normal. For a relatively brief period of time, we had a state 

of affairs where you couldn’t admit that any sort of Plurality was tolerable. What we have now is a situation where 

people will admit some sort of Plurality of views. It's a tolerable situation to exist. What I find interesting about it is that 

if we’re talking about Piuraiism, we’re also talking about the break up of Modernism as a sole view. A Yugoslav friend 

of mine said ‘old Modernists are iike oid communists, they don't understand the revolution’s over'.

What interests me is that there are lots of people who might on the surface claim some adherence to Pluralism but 

deep down they say well. I’m only building good buildings or bad buildings'. The trouble with good and bad is that 

very often the word 'bad’ is used to exclude certain aspects of things that might otherwise be considered to be Plural.

Robert Adam

Martin Pawley: It’s not whether any architect would stand up and say 'I am a Pluralist’, it’s whether any architect would 

stand up and say ‘I am not a Pluralist'. Now, I don't think you'd be very likely to get anyone to do that. I think really it’s 

a kind of Esperanto, it's a language with all kinds of accommodations like one of those little pocket devices that
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translate several hundred words from different languages into different languages. Of course it gets some of the 

words wrong, it loses some of the nuances, but basically we all understand it, we all use the same machine and that's 

what Pluralism has become now.

Richard McCormac: In my experience of building buildings, in a practice which has been going for nearly two 

decades, there is an experience of actually reacting to situations which are so different to each other, culturally 

speaking and in the kinds of requirements that are being made of us, that I can’t imagine it being anything other than 

under some sort of label which is very complicated. In fact we try to avoid being describable in any simple way. But 

if you think of current schemes either being built or on the drawing board - a training building for a science-based 

international company, an underground station, a large building for an Oxford College, an old people’s community 

home - all those things to me require responses to the clients and to the circumstances which are incredibly different 

to each other, I can't imagine a lot of architects actually being able to do it because a lot of us get into situations where 

we are able to do what it is we want to do, and we actually avoid the situations where we can't if we have a certain 

ideological line to push forward. Those of us who work in England and try to get planning permission and work for very 

different sorts of clients can hardly be in that very simple frame of mind which Piers Gough was admiring, and which 

I greatly admire in certain architects. I couldn't conceive of getting work done for many clients if I had such a frame of 

mind. Is that Pluralism?

Richard McCormac

Hugh Pearman; I think there is an uneasiness in this room because everybody knows that James Stirling was entirely 

right from the very start because there are actual architects, real architects in this room, who should have nothing to 

do with this extraordinary process of discussing this work. It's a question of semantics and it’s only for the critics to 

decide. Maybe the architects should withdraw, maybe they should have left the moment James said that, because 

it’s entirely true. Then the rest of us who don't build buildings can sit around and decide what we're going to call It this 

week. It is, of course, a ridiculous attempt to sell magazines and that’s the way all magazines and all journalists 

function. Huxh Pearman

Lebbeus Woods: I find myself in the unusual position of somehow defending journalism in architecture but for God’s 

sake, what’s wrong with it? I mean, if one is a journalist, one writes about architecture as part of the world that we 

inhabit. What are they to contribute? Are they merely to go to James and say, ‘what shall I say this week James, should 

I mention Pluralism or not?’ Hell no, these people are trying to sort out a complex landscape and see what kind of 

geography there is and no, we’re not going to like it, I don't think architects are going to go around embracing this 

stuff, but why can't we admit it into the culture of architecture? We can debate it, which I think is the purpose of this, 

but why do we have to get up and leave the room? What kind of people are we? Are we so small* or narrow-minded 

that we have to walk out when someone mentions an idea?

Richard McCormac: The Traditionalist argument, epitomised by somebody like Marcus Binney. is still over

simplification, It’s grotesque it’s so redundant. Nevertheless, I think there is a real need for a publicly accessible 

architectural criticism and the terminology of that criticism. I don’t know what the words ought to be and I think it’s 

quite right to try to debate that here today.

View of ihe Pop An Exhibition with Ian 
Pollard

James Stirling: 1 think it’s the huge quantity of terminologies which are the problem. I think there’s an excess of labels 

and terms. I remember Ada Louise Huxtable who, when she went to make a review of a building for The New York 

Times, hardly used any of these words. She went to the building and she went through it and she wrote about her
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experience of visiting the building and didn’t refer to these kinds of terms at ail. so you usually got an original and 

sincere appreciation of a piece of architecture and I. for that reason, always liked reading her work. If anybody were 

to ask me if I was a Pluralist or If I was not a Pluralist, I would be embarrassed either way. I would prefer to say, I hope 

I’m an architect.

Paul Koralek: I think we would all agree that variety is a good thing, we would all agree that tolerance is a good thing, 

The problem comes with the criteria which we use to say whether it's a good building or not and I think I would say in 

the end, whatever theories and arguments I used to try and define that, finally it's my gut feeling as to what I think is 

good or not that counts. There are criteria and I suspect we disagree very strongly about those criteria that go into 

what is a good building. I'm sure that within this room there would be some very strong disagreements about those 

criteria and that is where I begin to have the courage to wonder whether I am a Pluralist, because certainly I believe 

in my own criteria and I suspect that each architect here believes in his own criteria. To find out to what extent those 

criteria overlap and coincide with each other and to find out where and why they differ would be quite difficult but very 

interesting.

Paul Koralek

Kirstin Feireiss: My experience is that architectural writers have problems if they do not have a word and a style in their 

hands. They need 'Constructivism' and ‘Deconstructivism’, they can't live without words like this. It’s a big problem 

because these styles don’t exist for the architects and normally, in previous centuries, the name for the style was 

coined 40 years later. I hate the word Pluralism because it’s nothing and everything and I can’t work with it. Modern- 

Pluralism 1 can’t understand because Pluralism was there all the time.

I was at the Biennale and for me it was extremely interesting because it not only showed the architecture of the 

country but also the ways government worked. Normally most countries don’t like to make experiments, I feel they 

count on the heroes. I liked the pavilion from the USA because it was put together very intelligently. The British 

Pavilion was however a little bit too mixed, the German situation was terrible and very much discussed because 

although the Tessenow exhibition was liked, he’s a dead architect and the concept of the Biennale is to show new 

architects I think it demonstrates the way that the German government has absolutely no idea of architecture as a 

cultural aspect, I liked the Hungarian pavilion which showed a very simple, clear and honest way way of working in 

architecture.

Peter Cook

Botond Bognar: I have never felt that the Japanese entertained this kind of idea of Pluralism but obviously there is a 

broad spectrum of intentions going on. Pluralism is a good phrase for the market place as far as stylistics are 

concerned, as we lend to approach architecture on the surface. Maybe there are some inherent values to architecture 

which are specific to architecture. On the other hand, there are values which are added to it and are specific to certain 

political, economic, cultural, geographical conditions in which architecture is caught up in and cannot escape. The 

question today is what kind of culture are we talking about in the global market place, what is the value of a national 

culture, and how do we define that? This brings me back to the Japanese culture and I'm confronted with the 

question, what is Japanese about Japanese architecture? The Japanese have been caught up in an information 

society even before we knew the term. Their culture has been shaped all through history by the introduction, stealing 

or borrowing of other cultures. It started with the Korean, the Chinese and then of course, eventually the Western 

culture and they find themselves part and parcel of this flux of information. So what is Japanese architecture in this 

information society? They build according to the type of technology that they have.

Botond Bofinar

Peter Cook: I will declare my hand: my credentials for being here are as a liberal, mechanistic romantic, I find that the
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Japanese have by-passed most of the hocus-pocus that has been talked about. They are of course child-like, or 

perhaps what they have retained the issue of delight in architecture. This delight is intertwined with an incredible 

system of recognitions and placements and sensitivities and yet also naughty, nasty and funny things. Of course the 

British favourite among the Japanese architects is probably Tadao Ando, because he has taste in the European, 

correct sense. I think he’s a good architect, but he’s not an interesting architect to my mind as a child 

as a liberal, mechanistic romantic.

correction -

Paul Finch; If there is an architectural Pluralism, it is happening at the time when political Pluralism is of course coming 

to an end. and it's not inconceivable there will be nothing but liberal democracies within the very near future, I wonder 

what implications that might have for architecture on both sides of what used to be the Iron Curtain, and perhaps in a 

sort of flashy, superficial, journalistic way. I might throw out a definition of Pluralism that’s just come into my head, 

which is the architecture of Peaceful Coexistence.

Let’s pick up the point that has been made by many of the architects here about the usefulness of critical definitions 

and the whole attempt to put things into pigeon holes and come up with critical approaches to what it is that people do 

and why they do it, and to put it into some sort of historical and social context.

Hrnsf Schneider

Martin Pawley: I was moved by Richard McCormac’s statement that ‘we try not to be describable in any way,’ which I 

think expresses the critic’s predicament, because the critic has no career unless he or she can describe something in 

some way. All architects, all the ones that I’ve ever met over 20 years or so, always try to fight labels They always want 

to be treated as individual cases, where the world consists of millions and millions of utterly specific events and is 

immune to ail generalisation. If we apply that to architecture we then get 26,000 special cases in this country and 

perhaps 120,000 special cases in Italy, and so on, How a critic could manage to deal on a weekly or monthly basis 

with this vast universe of architects certainly would defeat me. A universe like this truly would be indescribable. It 

would be like having no plural for the word man or woman, just as in one Eskimo language where you simply say man, 

man, man. man, man for as many men as there are present. Or. a better illustration is of course Crocodile Dundee's 

attempt to say hello to everyone in New York as he walks down the street. Clearly critics can’t work if you accept that 

architects can't be defined except as individual artists who should all be treated understandingly as separate cases, 

because the understanding of the reader or the viewer becomes impossible if architecture is treated in that way. If 

there are no generalisations possible about architecture, then architecture itself becomes an indescribable thing, no 

longer a unitary phenomenon.

H’ of the Pop An Exhibition

James Stirling: You would treat a novelist as himself, you would treat a painter as himself.

Martin Pawley: But novelists are grouped into schools and treated in the same way as architects. You may deplore the

purpose.

James Stirling: If you are writing about a particular novelist or painter, you would write about him. I think most writers 

do write about the specific person.
Vievi' of the Pop An Exhibition with 
Piers Gough

Andreas Papadakis; You are today in a gallery where there is an exhibition called ‘Pop Art’, which is yet another 

abbreviation to explain a group of artists.

James Stirling: There are many references to the architect or architects in a gross collective way, which seems not to
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address them as individuals. Perhaps I’ve got it wrong.

Martin Pawley: I was merely underlining the impossibility of treating each architect as a specific case. But these 

cheap generalisations, terms like Modernism, Post-Modernism, High-Tech, Classical, Gothic, all these are of course 

short-hand terms.

They are useful in discourse because they convey possibly erroneous, but as I would now argue, powerful 

meanings. They're powerful because they are believed to be understood by a large number of people who then, when 

confronted with a printed page or some other medium, see some item or an event which they can understand and 

follow. It is not like a sign that says 'the next two columns are written in Greek', it Is like a sign that uses some words 

you are familiar with, so that you then proceed to read it. Now this is the sort of media-as-an-industry view of why terms 

like that should be used. When I'm confronted by an architect who doesn't want to be defined by a cheap label, I 

wonder how he would prefer to be treated. In fact, architects really benefit from this. Now as to the power of this type 

of definition, I could take the arch categoriser, Charles Jencks himself: his book on Post-Modernism has gone through 

six editions and sold more than 140,000 copies. The impact of that book will last longer than most buildings, and its 

Influence can be illustrated by a point he made to me; he showed me 15 critical references to Sir Richard Rogers as 

a Post-Modern architect, written by social critics admired one way or another in their field. Charles Jencks' question, 

which I think is a very good one. is 'Does this raise the point that we should say, is Richard Rogers a Post-Modernist, 

or does it raise the even more ominous question that it doesn't matter what Sir Richard Rogers thinks, he is, in history, 

going to be classed as a Post-Modernist.' Architects are aware that critics in the end will decide whether Richard 

Rogers is a Post-Modernist, whether Sir Norman Foster is a Modernist and whether all the architects here are 

Pluralisls or not. It will not be decided by architects, it will be decided by critics. And I think, finally, that all the 

architects here would prefer that situation to one in which they were treated as special cases and the buildings were 

treated as special cases, where the work of the structural engineer, the service engineers, the component suppliers, 

the contract managers, the clients and the finances were discussed at equal length to that of the architect. If that 

happened, we would reach a point where architecture would cease to be a unitary phenomenon that could be written 

about, spoken about, or televised for anyone at all.

Sara Gordon

Kevin Rowbotham; I’ve had a number of difficulties listening to what's been said. I guess the first thing I wondered 

about was why everybody seems to be talking about the same kind of Pluralism, which seemed to me to be very anti- 

Pluralistic. It seemed to me that we’re discussing the Pluralism of form and not the Pluralism of content and I wonder 

how architects might react to different political contexts with respect to the form of their building, as if a Pluralism of 

content might set the agenda rather than the Pluralism of form. I think that with respect to the notion of social context, 

what we engage in is a very private conversation which is aimed at a very specific socio-metric group. I wonder 

whether it would be possible to make a kind of popular architectural language which came from critics and 

architects, which everybody could understand because it seems to me that architecture of itself is a particular kind of 

thing which has as its nature something exclusive. It talks in a particular, very detailed way about a part of the world.

What kind of popular language would it be? If we might reconstruct architecture from the beginning, if we had no 

architects at all, we might ask people to become experts in that area, and they would then develop a series of ways of 

reading the world which were very specialised. I find it paradoxical that architects lament the misinterpretation of 

critics because it seems to me that magazine and TV culture are certainly much more powerful than architecture itself. 

There may be a lot of people visiting Ihe Pompidou Centre for instance, but the general architectural culture - even of 

students - is produced by critics, magazines and television, and these are. at the centre of a kind of architectural 

understanding, infinitely more powerful than the buildings themselves In the age of information, the people who are

V'j'CM’ ofihe Pop An Exhihilion
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controlling the cultural ideas aren't architects at all. architects have ceased to be important. The only attachment we 

have to architects is fostered by a notion of sentimentality. If we were really to look at the issue before us. we would 

look at how the dissemination of architectural culture takes place because that is the source of what might be called 

Pluralism.

Geoffrey Broadbent: On the question of education, I am an unabashed Pluralist. When I first arrived in Portsmouth in 

1967. I said I have a model for this school of architecture, it's Mies van der Rohe at IIT. My school will be exactly the 

opposite of that. In Mies' case, you have to design it his way, with steel and glass. I want a course where students are 

encouraged to do their own things and then we challenge them as to whether what they do is good. We’ve been a 

Pluralist school, because literally in the same studio we have Classical and Deconstruction design going on. In the 

Biennale something like 17 schools world-wide had that kind of range, and that seems to me to be true Pluralism.

Tvmds Taveira and Suha Ozkar

Tomas Taveira: It seems to me that in fact this word Pluralism Is more a moral and political word. An architect is an 

individual and we need to be treated as such. But we cannot avoid the classifications. When I studied in the Lisbon 

School of Architecture, everybody had to be narrow, nobody could use their imagination. Today, what happens is 

rather similar. Due to the power of the School of Architecture in Porto, the media, the government officials, and the 

Portuguese Architectural Association, everybody does the same project if they want to get the first prize in a 

competition. Everybody has to do something minimal, puritan and simple if they want to be recognised by the critics 

or the media. I am living in a country where the word Pluralist doesn't apply to politics. I would say that the work of the 

critics and the media has had a good effect in spreading new ideas.

Pluralism must be included in the schools just to avoid this kind of misunderstanding or misusing of democracy. But 

using certain kinds of definitions in a political and moral way is provoking a great deal of prejudice in my country.

Lebbeus Woods: Why can't we just accept what the press does? It’s going to do what it wants to do anyway and of 

course we're not going to like it, but thank God it is free and out of our control. If architects controlled the press, they 

would produce exactly the same sort of situation you see in Portugal. I want to move to something else that I think is 

a lot more important I'm wondering why whenever there's a gathering of architects like this, they're afraid to discuss 

this political or social aspect of architecture. I think there’s a feeling perhaps, and I can speak from my own negative 

instincts about this, that somehow it’s against architecture to speak about society or about the politics that 

architecture arises from and which it in fact serves. I don't think this is the case at all, I think ail architecture is political 

by definition. From the word go, whether we want to discuss it or admit it or carry on a conversation about it, it's still 

political. For example, I see the work of James Stirling - not discussing it from an architectural critique, but from a 

social critique or a political critique - as one which serves extremely well the existing structure of authority in our 

society and that’s why you’re able to get buildings built. The practice of architecture today is protected from 

confrontation with changing political conditions in the world within a hermetically sealed capsule of professionalism, 

which ostensibly exists to protect its high standards from the corrupting influence of political expediency and merely 

topical concerns. Architects themselves are complicit with this lie to the extent that they know it is enforced by the very 

institutions and individuals who commission the buildings they design, and who have a profound economic and social 

Interest in maintaining a status quo in which they hold the highest authority. Professionalism separates architects from 

people and their need to change the conditions of their existence, which is the essence of all politics. Far from 

protecting the high standards of architecture, this separation impoverishes architectural work, reducing its 

productions to tokens of power, at best, and - al worst - to instruments of destruction.

There are other architects, Peter Cook, Zaha Hadid, Coop Himmelblau, who are struggling just to keep the few jobs

Tomds Taveira, New Building Project. 
Lisbon, drawing
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they have. They are celebrated architects, we all admire their work, but they can't get projects built. Why? Because in 

their work there are political ideas, ideas that challenge the existing structure of authority and therefore, they’re not 

going to get the commissions, they’re going to have to fight for them. This political dimension of architecture I think is 

a much more fruitful domain for discussion as to what is conveyed in terms of political or social meaning by the various 

ways of working in architecture.

One final comment on that, We live in a world that is incredibly involved with these issues. The newspapers don’t 

write about architecture or whether a certain building, a certain style, or a certain word is the burning issue of the day; 

the newspapers are filled with political events, social events on all scales. It seems to me that architects are deathly 

afraid to address the relation of their work to these issues that affect the rest of society.

Andreas Papadakis; I don't think it’s a political reason why the architecture of Lebbeus Woods doesn't get built In the 

beginning nobody thought that these buildings were possible. Slowly, through the work of people like Peter Cook and 

Lebbeus Woods, there is a growing realisation that this work has a valuable contribution to make to the world of 

thinking architects I think you are doing well, you are already achieving things that nobody, including architects 

themselves would have expected. I remember the excitement when Zaha Hadid came to my office and she showed 

me all her drawings and said. Look, they actually work in three dimensions!'

Hoh Krier. House Feilner. 
Schinkeiplalz, Berlin

Lebbeus Woods: A year ago. it seemed like Coop Himmelblau were on the verge of a major success in terms of being 

able to build. But, in point of fact, now they're struggling against the loss of many of their projects for reasons that are 

always ‘economic’. This is always the first reason given for not doing something. But the reality is that their ideas - for 

instance they’re designing hotels - are really trying to bridge that gap between some radical approach to architecture 

and society as it’s normally thought of in everyday life. It’s a tremendous struggle because what they’re telling their 

clients to do is to change their perception of how that social structure is supposed to work through the very geometry 

of space, through the way they can figure a space. If they slope a floor or open a wall in a certain way, it fundamentally 

changes what is expected from that kind of space. So their clients are saying. No. I’m sorry it’s too expensive’. It’s not 

too expensive, it simply challenges the conventions that society wants to have around it in order to feel, shall we say, 

secure fundamentally.

Roh Krier. Gateway. Rauchsirasse. 
Berlin

Francesco Dal Co; I would like to say something about this entire discussion of Pluralism because I think that there is 

a problem. I think that it is very funny that suddenly at the end of 1991 we are trying to invent a new -ism. All of the 

development of modern research in the field of history and criticism is best known for attempting to destroy the labels 

we invented. When we speak of Dadaism, of what are we speaking? If we substitute the same term Dadaism for 

Pluralism, it’s exactly the same meaning, isn’t it? We invent these labels because we are scared when we find some 

phenomenon which doesn't have a name. We want a name just to restrict inside the boundaries of our narrow 

intelligence the richness of the phenomenon. We invented the word Dadaism, which put in a prison the richness of a 

cultural phenomenon for which we couldn’t find a name. And as we now know, names are prisons.

This is the problem and this is the by-product of another typical phenomenon of our contemporary society. We 

separate a critic from history; we think that the domain of the contemporary time is the domain of the critics and the 

past is the domain of the historians. This is completely false, there is no history without critics and there are no critics 

without history.

In our contemporary age, any building is subject to Pluralist judgement. In a democratic society, this is an 

incredible and beautiful paradox: in a democratic society there is a process which will enlarge the Pluralism of the 

people or institutions which are involved in deciding the destiny of a building. As a democratic society grows up. the
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decision of building is subject to a much more Piurallstic process of decision-making.

How are architects able to communicate with this Pluralistic society in which we live? For instance, as iong as we go 

ahead in giving labels to the manifestation of architectural lecturers around the world, we are closing the doors to the 

possibility of having a real communication with this society which is expressing a growing power, conditioning the life 

of architecture. As long as we produce new labels and we remain closed inside our magazines, there wiil always be 

much more possibility that the people are not fundamentally educated in architecture.

Our society is completely uneducated for judging architecture. And my point is, don’t we have some responsibility 

- all the architects of the world I mean - to create a system which allows for the possibility of a larger audience, for the 

users to judge on the basis of real education. We are not trained to go through our city and to perceive that 

architecture Is the real history of the culture of humanity, not what is casually preserved in a museum. I think that the 

success of the Biennale demonstrates the fact that there Is a need for the public to be better trained and to perceive 

much more what a piece of architecture is - a structure built for the need and function of human life. Andreas Papadakis

Lebbeus Woods: Who will do (his job of educating the public? The architect does it with the work that he or she does.

Kevin Rowbotham: It is absurd to assume either that the general populations in the Western hemisphere can be 

educated to understand architecture or that architecture can educate them. It’s sentimentality, it will not happen with 

these political conditions of democracy. How can it happen? We re talking about millions of people.

Francesco Dal Co: I think we have a gigantic production of books and magazines in the world of architecture. We 

have a gigantic number of students in (he school of architecture but we don’t have a real system of education in 

architecture. I am saying that we have to fight in order to change this mentality. I’m not speaking of political 

transformation, I am speaking of a very slow change of mentality.

Leon KrierLebbeus Woods: If you really believe what you say, I think you are talking about political revolution because that’s the 

only level on which that kind of change can happen, I don’t think it will ever happen. I think the world is moving very 

fast and there are tremendously exciting and pressing things happening to most people outside this realm of 

architecture that loom much larger and more important because architects have not made architecture important in 

that domain. We're still too protected in our little cocoon of architectural jargon and references to really engage with 

people. That’s why people aren’t interested in architecture except for a certain cognoscenti that follow these things. 

By and large the world is ignorant of it and will remain ignorant, regardless of our efforts.

(an Ritchie: I don't think it’s necessarily institutions, but exhibitions which actually engage not just the architecture, but 

those people who are involved in the building and the physical fabric of their cities. I think that there’s a way. through 

exhibitions, of bringing those two things together, dropping those sorts of barriers, but it’s the preciousness about 

architecture which is the crucial barrier to ordinary people who should actually feel comfortable and part of it and 

begin to get the tingle of what is the art of architecture. Roger de Grey

Martin Spring: The Pluralism that exists at the moment is to some extent quite a good stale of affairs. It's democratic 

and it’s a live-and-let-live situation, but in some senses it's disturbing, and I can well understand why architects are 

disturbed by it. If any style is valid, we appreciate that it has conviction. But if a student is faced with any style and has 

to choose any style to face his building with, we end up with wallpaper architecture. In some senses, this Pluralism 

has the seeds of its own destruction but how can we transcend this situation, how can we better it? Perhaps it’s not
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Jhrough debating the validity of one style over another style, perhaps there's another way out.

Paul Koralek: I agree very strongly with nearly everything that Francesco Dal Co said. I think that when it comes to the 

question of training. I'm sure there’s something to be done in the schools as you've just been saying and I don't think 

anybody would doubt the influence of some publications and so on, but surely the biggest factor is that every building 

that gets built is in one way or another forming people’s altitudes. And the sad fact is that 99.9% of what gets built is 

soul-destroying and abysmal and it hardens everybody's prejudices and attitudes. I would say every lime we build a 

building, we are trying to open people's eyes to the possibility of something new. Finally. I think people will judge on 

what’s on the ground; that is what forms their attitudes. I think we have a huge milestone, a legacy of disaster.

Rob Krier: I want to ask if anybody here, professional or not, is happy about what is happening today. The exhibition 

in Venice was absolutely magnificent, but is anybody happy about what was shown there?Rob Kner and Riia wotff

Kevin Rowbolham: How can we be happy or not? I think it’s a spurious question. I think as architects we have to 

confront the fact that we live in the world is as it is today, at the moment, and that is the problem we have before us.

Rob Krier: But I am in that same Pluralistic world and I am absolutely exasper&, I am desperate about the situation!

Andreas Papadakis: Why are you desperate?

Rob Krier: It is so confused. I have been working with students for 20 years. I have a great number of students each 

year but my work in the first year is destroyed by a Swiss fellow, the next year a German fellow destroys the other one, 

and then after five, six, seven, ten years the kids have their heads turned around in such a way that they don't 

understand anything!
Rob Krier. Figure with Mask

Andreas Papadakis: I must say I am very happy about today, I think it's one of the rare limes when architecture is free 

to take it's own direction, a direction that a wide variety of architects are taking without being afraid of either a Big Jim, 

or of me, or of the director of the Biennale. There are people like Lebbeus Woods here who is designing things you 

may not appreciate, but he is here and he is free and he is present. I can go around this room and find a variety of 

other architects who are like that, including you, Rob. You all build buildings that you want to and you may not have 

been able to do so in an earlier period when Pluralism was not around. By Pluralism I did not mean the work of a 

specific architect. I didn’t want to press Jim, Rob, Peter Cook or anybody else to be a Pluralist architect, I use the 

term as a way of explaining the present, probably transient, period where architects are free to do what they want, 

what they think is right. Forgive me for the use of an -ism, I suppose it would have been better if I had called it Plurality.

Christopher Martin: The arguments, the debates, the thoughts that are being generated by architects and 

architectural writers and architectural thinkers in this country are generated, ventilated and argued, and these 

symposia are an attempt in a modest way to bring those things together. In their way. they are shots that are heard 

around the world; they are recorded, they are printed and they are distributed. They have. I believe, an enormous 

effect. I think the architectural community owes a great deal to Andreas Papadakis for his efforts, who believes in 

bringing together what he calls the primary voices, not the secondary voices, not the people who write about what 

other people think, but he attempts to bring together the people who do the thinking - the most important players. 

Rob Krier: I would like to add one statement I forgot. I would be extremely happy to live in Gothic times, where the

Christopher Martin
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rules were clear, where the materials were clear; to build in brick, to build in stone. If a wall was badly constructed, it 

would fall down. If a church had a bad constructive section, the whole thing collapsed and with this experience, they 

built better and better and better. Construction is so simple and yet so silly! Never before could you make such big 

errors in construction as today. Without any sense of visible constructive energy, you can do everything. When I was 

young, I had an extremely good experience in the office of Frei Otto where we built models for the Olympic Games 

and when we hung some iron on it, if the model was bad, it would break so we knew we had to do it better. This is 

something comparable to what I was talking about with the Gothic times and how the experience can grow and be 

developed over years, giving a repertoire of how to build. This discussion is certainly not going on in an office of 

aeroplane builders, nobody would have the idea of making an aeroplane asymmetrical or Deconstructive!

Lebbeus Woods: Are you sure?

Botond Bognar; There is the Apollo 16 and the moon landing device, the Mighty Wolf. It's not necessarily 

asymmetrical, but it's kind of a fragmented form.

Rob Krier: Is a glass facade, a whole, oblique glass facade of a building, an intelligent solution for keeping the rain 

and the frost and the cold and the heat out of a building; is that intelligent? It's the most idiotic thing you can imagine! 

The Deconstructivist Libeskind designed a building for Berlin which was oblique for over 150 metres. BofI A complete 

oblique building, coming out of the ground as a fusil and looking at the sky.

Piers Gough: It was bloody exhilarating. The Egyptians built these things which are all made of stone, absolutely 

useless. They put people in and buried them there.

Rob Krier: The difference was that the pyramid was a symbol for something very important.

Piers Gough: Yes, but wasn't Libeskind's building a symbol?

Rob Krier: No, this is a social apartment house building.

Piers Gough: But it’s a symbol of social apartment house building. Why not? It’s going to be, whether we like it or not.

Paul Finch; Daniel Libeskind is probably a good reason why we need all that aircraft research, so that he can do his 

150-metre spans at a 30-degree angle! R(?b Krier, sculptural objects

Rob Krier: Let me make a little summary of the atmosphere in our discussion this afternoon. Pluralism is certainly une 

grande merde for an architect or an artist. Pluralism is absolutely not worth talking about when we are doing our 

architecture, or our art or our painting. Stirling said this afternoon the only architectural problem is the quality. As a 

teacher I am concerned with this problem. Pluralism must be the right of everybody to talk about what he wants, paint 

what he wants and design in architecture what he wants to design. Every year I give my students the following 

exercise: design a house as honestly as possible with your friend who is an architect and designer and make for every 

pedestrian a reasonable, readable, understandable architectural language so that a window is a window, a door is a 

door and there is no confusion. The result of this can be seen in Berlin where different architects from different 

tendencies worked together in a way that was not so bad. The only thing as an urban designer I made them take on
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Roh Krier. Gateway Rauchstrasse. 
Berlin, and House Feifner. 
Schinkelplaiz. Berlin

board was the height and size of a building. One house was done by a Modernist, and Aldo Rossi did the house on the 

end. It is a normal, urban fabric, not a monumental one.

I worked on the urban reconstruction of the city centre of Amiens for over eight years. It was to be a whole city with 

hundreds of houses creating a tissue, built by different architects in a completely Pluralistic way, but under the 

dictatorship of an architect-ln-chief. The notion of an architect*in-chief is one of leading an orchestra with hundreds of 

different violinists. We separated two days ago at Amiens because the mayor thought everybody had the freedom to 

make what he wanted to make, and I said no: without discipline, you cannot build up an urban tissue, it's absolutely 

impossible! They chose a French architect who is completely unknown in the architectural world but is famous in 

France for big operations at Amiens University, who builds in a style very close to that of the Centre Pompidou. High- 

Tech in front of a Gothic cathedral like Amiens - it turned my stomach. I had to throw the work away. This cannot be 

understood as a Pluralistic attitude, building a horde! in such a beautiful shadow!

Lebbeus Woods and Andreas Papadakis

Paul Finch Anyway, to end this hymn to the joys of Pluralism in building, I might conclude with one personal 

observation in relation to labelling, criticism and how things are recorded. The problem about architectural history and 

why there isn't a fully satisfactory single history of architecture is because, by definition, a satisfactory history of 

architecture would be a satisfactory history of everything. But that in itself of course, is one reason why I think that 

discussions like this are worth having.

Rob Krier

Rob Krier. Sculpture
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GEOFFREY BROADBENT 
5TH VENICE BIENNALE 

^ PERSONAL VIEW

Of course the Establishment may still have thrilled to 
High Tech and there is a little elsewhere in the Biennale - 
several Australians, some Czechs, one or two of the '40 
under 40' young French and some of the Germans - but 
it's by no means the flavour of this Biennale. Austria, 
rightly, won the overall prize because of its highly 
Pluralist display presented very compactly. Australia may 
have had more d/fferenf kinds of buildings (Glen Murcott 
to Russell Hall) and so, certainly, does Italy with its 
‘stun'em by numbers' range from Aulenti and Narpozzi to 
Ricci and Sotlsass. But Austria presented almost as big a 
range with only eight buildings, from the Late-Modern of 
Wilhelm Holtzbauer, the Slick Tech of Raimund Abraham, 
Hans Hollein and Helmut Richter to the bent-Rationalism 
of Gustav Peichl, the Classical 
Revival of Rob Krier and the protean Deconstructions of 
Coop Himmelblau and Gunther Domenig.

Of course there are aspects of the Biennale's Pluralism 
that even this wide-ranging selection leaves out; such as 
the amazing timber-crafted neo-vernacular of Imre 
Makovecz in the Hungarian Pavilion, somewhere be
tween neo-Gaudi and neo-Disney! Or. in the hands of his 
many creative colleagues, neo-Steiner. Czech Cubist. 
Dutch Expressionist and so on, yet all integrated into a 
seemless, uniquely Hungarian synthesis. This warm, 
welcoming and amazingly humane work from Hungary 
was perhaps the most inventive in the Show. No wonder 
they'd sold out all the books. And next to it in the 
catalogue is the most sterile work by far: the barely 
reconstructed horizontal Swiss Moderne of Herzog and 
de Meuron. Distinct, indeed, from Peixolo and Ohtake’s 
towers for Sao Paolo: Vasarely sculptures writ huge in 
their stunning colours.

Some of our journalists, at least, caught Egypt's splendid 
tribute to that most humane of vernacularists, Hassan 
Fathy, but they missed the equivalent Greek tribute to 
Dimitris Pikionis, whose Acropolis paving, for instance, 
looks as if it's been there for 2000 years. But what, more 
importantly, they missed was the use of architecture as 
political statement, especiatly from the former Eastern 
bloc. But what, for instance, does the architecture of 
g/asnosf actually look like? The Union of whatever kinds 
of Republic they are these days present an intriguing 
three-part show: grandiose statements of Socialist Real
ism from the 20s and 30s by lofan, Schusev and 
Voltsovsky; attempts at the reinstatement of human values 
by city refurbishment such as Vainstein’s amazing (student) 
restoration scheme for Pskov. And, as if to declare the 
need to start again from where freedom and adventure 
were suppressed. Constructivist schemes, by Nekrasov, 
Sokhasti, Ivanchikov, Sotkinov and so on. Which, this

The Venice Biennale is an amazing, truly international 
jamboree of highly creative architects and students, 
national selectors deciding who shall be chosen to 
represent each country, international juries awarding the 
various prizes, the architectural Establishment arriving 
for the launch including critics who will then press their 
national causes with more or less chauvinism. After this 
it’s open to the public including the gilded youth of Italy 
who attend in very large numbers and nol-so-gilded 
students from other places including the UK. There are 
even one or two over 30s, architects and art-lovers, who 
actually come not so much to chatter as actually to see 
and think about the work.

You’d have been hard put to glean from the British 
Press, or some of it anyway, much about the vibrant 
Pluralism that permeates the Show. Some were over- 
chauvinistic: our Pavilion and not the Austrian should 
have won the international Prize. But we got our due 
recognition since Stirling and Wilford's new Shop for 
Electa, in the Biennale Gardens, is the very centre-piece 
not just of the Giardini di Gastello but of the Biennale as a 
whole It’s a long, cool, light, immensely elegant shed; 
not just for browsing but for buying. No architectural 
book-a-holic could possibly emerge unscathed. It was 
splendid news too that from over 300 entries, Jeremy 
Dixon and Ed Jones had won the competition, for 
reconstructing the Piazzale Roma, that dismal bus sta- 
tion/car park which is as far as road vehicles penetrate 
onto the islands of Venice.

But the British Pavilion itself? Incredibly partisan and 
quite missing the point of the Biennale as a whole which 
was Pluralism writ very large indeed. For Britain it seems 
still that High Tech rules, scoring four out of six (Hopkins, 
Foster, Grimshaw and Rogers) against two for the Rest: 
(Outram and Stirling). The Rest include Stirling’s career 
from his thesis design onwards, a touching homage but 
with nothing like the impact of his display, say at the Royal 
Academy’s Foster, Rogers, Stirling Show. But to argue as 
did Building Design and the Sunday Times that we de
served the prize for best pavilion was just a little insular. 
To go on to suggest that Nick Grimshaw’s literal greenhouse 
of an Airport - two parallel Waterloo Tunnel Terminals 
with a conservatory between was sweeping all before it 
was. well, parochial. The test in such a show as always is 
how long it takes to frame up your views for unimpeded 
photographs? In this case no more than a second. 
Whereas with John Outram's drawings next door, of 
Blackfriars, Bracken House, Consumer Research and so 
on. the answer was ‘nearer ten minutes’. Which is hardly 
surprising for what are. in terms of sheer virtuosity in 
presentation, quite the most stunning in the Biennale.

Greek Student Pavilion

even Biedermeier

Sheng-Yuan Hi\ang. project for the 
fiansformaiion of Culver City. Los Angeles

Greek .Uudenls. F Avdis dt M Kournuiti. 
Urban Project
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which spirit, the collected student work, from the 40-odd 
schools of architecture on show is a commentary on what 
more senior, published architects have been doing. This 
provides a far more deeply-rooted assessment of current 
architecture than any single critic could have written, 
which is encouraging because the Pluralism here is even 
richer than it is in the grown-ups’ show. There's a little 
Late-Modern abstraction from Beijing, Buenos Aires, 
Madrid, Prague, and the ETH Zurich: some neo-High 
Tech from Prague and one or two hints of it from Dublin 
and Budapest; in the latter case a High-Tech roof over a 
Classical mall. As for Post-Modernism; there are hints of 
Mississauga from Toronto, of OMA from Delft, Helsinki 
and Prague; of Post-Modern Classicism from Budapest, 
Hanover, Ljubljana. Paris-Belleville, Prague and Venice,

There's rather more full blown, fully rendered and 
coloured Classicism from Barcelona. Beijing, Cracow. 
Hanover and Oporto. Barcelona’s is accompanied by 
gorgeous measured drawings of Gaudi. students’ reac
tions, no doubt, to that Minimalism which for several 
years now has been the ‘official’ language for new 
buildings and urban squares in Barcelona.

But of course Deconstruction that rules in the student 
work with hardly anything else from Auckland, Delft, 
Dusseldorf, the Haifa Technion, Hanover, the Mackin
tosh, Melbourne, Moscow, Strasbourg, the Vienna 
Hochschule, Weimar, the Tokyo Shibaura and ’Tale. And 
in the catalogue from Southern California although their 
actual display is a series of misty transparent columns! 
There’s Deconstruction juxtaposed with other things from 
commendably Pluralist schools such as Budapest, Co
penhagen, Dublin, Helsinki, Ljubljana, Madrid, Palermo. 
Santiago, Stockholm, Thessaloniki, Toronto and Venice.

Not much Deconstruction, strangely, from its birth
place, the AA, who present a stunning display of 1960-ish 
art. much of it conceptual but with Egashira’s Tinguely- 
like ‘Man and woman in bed' machine. But for sheer 
professional display though, the AA, the Mackintosh and 
Strasbourg undoubtedly steal the show. Here we have a 
right to chauvinism!

So there's very little doubt that the students, as they 
trudge around the huge Biennale sites, vote with their 
feet for Deconstruction. Which is hardly surprising since 
many were voting for it over their drawing boards already 
before they even came to Venice. Which for one thing 
shatters that persistent myth that students don't like 
drawing anymore. On the contrary they exult in drawing 
whether their subject matter be a single, exquisite. Ionic 
capital {Oporto) or a whole Deconstructed city (Vienna 
Hochschule).

But why this student vote for Deconstruction?
Well clearly it symbolises something; an ending of 

some kind. So what is it that is Deconstructed? Civilisa
tion as we know it? Hardly, since most Deconstruction 
built so far has consisted of monuments to highly civilised 
values: Tschumi’s Park, a lawyer's office by Coop 
Himmelblau, museums by Eisenman and Gehry, night 
clubs by Coates and Hadid. Night clubs? Civilised? Well, 
yes; even gilded youth need their occasional relaxation! 
As for the Deconstructed briefs of Eisenman, Tschumi 
and Libeskind, they don’t exactly threaten civilised values

being the 1990s. veered towards Deconstruction in a 
vertiginous display literally cascading towards the future.

The Czechs seem to have grasped more Western Slick 
Tech, the Poles something rather more Post-Modern, but 
the most touching political statements of all are the work 
of brave Rumanians such as Marcu. How would you 
declare the end of Ceaucescu’s repressive regime, his 
planned destruction of those marvellous villages, his 
imposition of a Hitler/Speer-like axis on Bucharest and 
gross monuments such as the House of the People? By 
Deconstruclionist collage of course; Ceaucescu's Classi
cism crumbling in homage to Lorenzetti, Vignola and so 
on. What better to express a country’s release from such 
raging political and architectural despair. Elsewhere much 
planned destruction still seems to be going on, or so BD 
suggested in the Docklands-isation of Barcelona. How
ever there are intriguing things within it and Bofill's 
remodelling of the airport, with its great triangular blocks 
of gates, offers far better access to the planes than 
Stansted’s lumbering train-to-satellite.

BD also complained about ‘deconstructed rubbish’ in 
the Venice Prize student competition. But if any manner 
dominates even the adults’ Biennale, it has to be 
Deconstruction, as one sees from Austria (Coop 
Himmelblau. Domenig), Czechoslovakia (Cigler, Linek 
and others). France (Roche), Germany (Kramm), Israel 
(Meker), Poland (Dorn i Miasto), Rumania (Marcu and 
Gavris). Spain (Domenech and Tapies), Russia (Velitchkin, 
Nekrasov, Vikhodstev, Ivanchikov) and above all the 
United States.

Where the ends of the Deconstructionist spectrum 
meet is with Eisenman as the most extreme of the 
intellectual theorists and Gehry as the most pragmatic of 
architectural realists. They steal the show, or so it seems, 
for most of the under 30s. Eisenman’s Architecture 
School Extension in Cincinatti is popular enough but the 
crush of people around the many drawings, photographs 
and models of Gehry’s Walt Disney Concert Hall made 
this, on the picture-taking scale, a building for at least 
half an hour. Here was richness indeed of three-dimen
sional thinking. One was reminded of Foster's BBC at the 
Royal Academy Show where there were some 80 models 
showing minute variations of the same basic theme. 
Gehry had sets of 30, 60 or so for various aspects of his 
building; overall form, auditorium and so on but with 
many more creative variations for each. The result, as it 
seems to be emerging, will be a veritable explosion of 
highly functional forms and spaces making Scharoun’s 
Philharmonie look positively chaste, almost closer in spirit 
to its neighbour in Berlin, Mies’ National Gallery, than to 
Frank Gehry's amazing tour de deconstruction.

So Gehry is the hero of the young, and of course it's the 
under-30s who will decide, internationally, not so much 
the going manner(s) of today as the going manners of 
tomorrow. It is they, rather than the national selectors, the 
international juries, the jet-set, critics with their various 
axes to grind, who’ll ensure which directions architecture 
will take. Just as they do in dress. Pop music and so on.

John Summerson once said that he gave up being a 
critic because in his view the best way to comment on 
someone else’s building was to design an alternative. In

Student work from the Institute of Archi
tecture. Moscow

Japanese student work from Waseda 
University and Shihuara Institute of 
Technolofty. Tokyo
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Model prodiit cd hy students narking 
under Huns Hollein

the form. Classicism has such problems too, though to a 
much lesser extent; you can put one bay, two bay, three 
or more bay rooms behind identically spaced, sensibly 
sized windows, and, as Scruton argues, Classicism itself 
is a language that allows for a good deal of bending and 
distortion. Vernacular and Post-Modern both /hwtefar more 
in the way of irregularity, fit of facade form to climate and 
so on. They allow different bits of the building to satisfy 
very different needs. Deconstruction does that too and 
even more so; especially such pragmatic Deconstruction 
as Gehry practices: if the forms don’t fit the functions very 
well then simply bend the forms a little more 

You can see the difference at the Biennale by compar
ing auditoria. There are major competitions for such 
buildings including one for Kyoto in Japan. This has 
Modern to Post-Modern entries from Ishii, Isozaki, Maki, 
Takamatsu and Sakata all more or less constrained within 
elegant, blandly 'expressive' external forms. The other is 
a Palace for the Venice Film Festival with entries by 
Aymonimo, Botla, Fehn, Hentrup-Heyers-Stirling, Maki. 
Moneo. Nouvet and Rossi. Holl begins to break out, 
compromises his forms and so. somewhat rigidly, does 
Ungers. Their forms fit the functions a little more closely, 
but nothing like so closely as Gehry’s. For each of 
Gehry’s apparently wilful forms matches some aspect of 
function very exactly. That is Deconstruction working 
well; no wonder it excites the gilded young.

either; on the contrary they enrich them.
Deconstruction symbolises, of course, the collapse of 

Modernist certainties; the ‘one true way' from which any 
architect deviated at his or her peril. But other aspects of 
Pluralism symbolise that collapse too; indeed by its very 
nature. Pluralism itself does that Including Post-Modern 
in its many guises, Classicism, that haunting Hungarian 
vernacular and so on. Each in itself is a potent way of 
moving beyond the Modern. Classicism and vernacular 
ignore Modernism; pretend that it never existed. Post- 
Modernism accepts that it did. still does, takes Modern 
forms and double-codes them; adds human references of 
some kind, usually from history and culture. Deconstruction 
too starts in the Modern but then subverts it; anticipates, 
as it were, the actual pragmatics of building. Simple 
abstract surfaces will deteriorate, so use crumbly sur
faces to start with. Sleek, glossy structures will twist and 
bend so start with them twisted anyway.

The fundamental problem of Modernism as built - very 
different from Modernist dogma - was as Venturi insisted 
that its pristine forms were simply too pure for the messy 
realities of human use; human comfort and convenience 
were ignored for the sake of formal expression; for pure, 
simple geometry or complex and elegant structure. Such 
things as climate were ignored: you must have pure glass 
walls, perhaps turning up and into roofs (Grimshaw's 
airport) because any form of shading would compromise

Painting hy a Romanian student

British student. Ross Peedie. project for 
Institute of Information Technology. Ed
inburgh
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LEBBEUS WOODS
HETERARCHY OE URBAN EORM AND ARCHITECTURE

and cognition studies and in cybernetics, a transdisciplinary 
field considering relationships between mental proc
esses and machines.

Precedents for heterarchies in architectural history are 
limited to certain aspects of Medieval town configurations 
and other vernacular town forms and architecture. How
ever. these examples are products of hierarchial socie
ties that lacked modern technologies. A modern example 
exists in the ultra-Cartesian concept of ‘universal space’ 
(Mies van der Rohe). Any other, less neutralising concept 
of heterarchy as applied to the design of architecture and 
urban form remains to be invented. Useful in this task will 
be reference to models of social grouping of autono
mous. highly-skilled individuals, which are formed and 
sustained by free-choice and co-operation, such as 
utopian communities.

A number of my former proje' 
conceptually to the present one with the regard to the 
idea of heterarchy. Environmental Theater (1972-74) pro
poses a cacophonous city of disparate parts, unified (if at 
all) only by fleeting individual experiences. The Cyber
netic Circus {^973) similarly deals with circular systems of 
meaning within apparently disorderly urban landscapes; 
the idea of circus referred both to these systems and their 
genesis, and to a model for autonomous individuals 
joining together from free-choices under conditions of 
transient equality. Architeclure-Sculpture-Painting{^97S• 
79) extends the ideas of Environmental Theater in terms 
of a juxtaposition of the three traditional plastic arts. Four 
Cities (1981) derives a diversity of urban form and space 
from cycles in nature and primordial states of matter and 
energy. A City, Sector 1576N (1985-86) developed com
plex urban form and architecture from a network of 
interconnected, yet independent centres. Centricity 0987) 
is a city (network of cities) of interconnected, autonomous 
centres, disturbed by non-Euclidian, indeterminate forces, 
spaces and forms, the composite becoming ambiguous 
and complex. Underground Berlin (1988), proposes a 
community of free individuals beneath the divided city, 
creating an urban network based on fleeting personal 
experience of subtle physical forces active in the earth’s 
planetary mass. Terra Wova (1988) develops the idea of a 
‘new nature - a second nature,' in the form of a new layer 
of earth reconstituted and re-formed by its inhabitants in 
the Korean DMZs. Aer/a/Par/s (1989) extends the Under
ground Berlin project and its concepts, by assembling 
the fragments of its existential culture into kinetic struc
tures in the sky over Paris, becoming a community of 
aerial performers, an aerial circus, a heterarchy of gypsy 
experimenters in experience. The Berlin and Zagreb-Free- 
Zone projects take this former project to the surface of

For the past three years I have studied a new type of 
urban pattern and form - the heterarchy - and the 
architectural elements that are its tissue and content. My 
purpose has been to envision an urban way of living that 
frees individuals within a community from restricting 
conventions of thought and action, in order to realise 
more fully than is presently possible to answer the 
question, ‘What is human?' This is an answer individuals 
must devise for themselves, because individuals - not 
communities or societies are the highest and most 
complete embodiment of the human. So tong as the 
individual is conditioned or controlled by conventions 
invented as the ethical and physical structure of society, 
he or she will only be able to give a partial or distorted 
answer in terms of the social apparatus itself and not from 
a deeper level of personal experience. As to why this 
answer is important at all, it can only be said here that 
based upon it (distorted or not) the entire shape and 
substance of human communal and private life is and 
always has been determined.

The projects of these past three years are Underground 
Berlin (1988), Terra Nova (1988), Aerial Paris (1989), 
Berlin-Free-Zone and Zagreb-Free-Zone {^99^). The lat
ter two projects are presented here, but should be seen 
as the outcome of these former projects and the develop
ment of ideas common to all. The ideas and factors 
influencing the development of these projects can be 
briefly summarised as follows:

The electronic revolution is breaking down the tradi
tional boundaries between global, national, regional and 
even local social groups, by the indiscriminate prolifera
tion and dissemination of information. As a result, new 
social groupings and new types of social groupings are 
now forming. These tend to be loosely-knit, continually 
shifting networks (heterarchies), governed by the present 
and changing needs of its constituents, rather than by 
rigid attitudes determined by traditions and enforced by 
fixed structures of authority (hierarchies).

Political liberalisation is growing in advanced techno
logical societies, resulting (in its most advanced stages) 
in the relative autonomy of individuals within their social 
groups, requiring of these individuals ethical self-suffi
ciency and highly developed living and working skills in 
an ever more competitive and present-oriented economic, 
political and social milieu.

The revolution in science in this century has not only 
greatly expanded what is known, but have changed 
fundamentally ideas of knowledge itself. The most pro
found change has been in the introduction of self- 
referentiality into the philosophy (epistemology), physics 
(quantum theory), related fields such as neurophysiology

hiave contributed
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two cities now undergoing profound changes and repre
sents my first attempt in 18 years to place my ideas and 
work directly into contemporary urban conditions.

Architectural dynamics in the context of the preceding 
ideas and conditions refers to fiuidity and indeterminacy 
in programmes for architectural design and building, as 
well as for habitation. Architecture and the urban field are 
animated in a conceptual or physical sense, achieving 
dynamic (rather than traditionally static) equilibrium.

Speaking for myself, the answer to 'What is human?’ is 
a quality of becoming that is highly paradoxical if stated 
in terms of any existing mode of expression. This is 
because the human transcends limits, schemes, boundaries 
of every kind. Even this statement is a kind of boundary 
that, at the least, must be contradicted: the human can 
exist only within precise limits formed and reformed by 
the uniquely human critical intelligence. It is, in my 
opinion, only in the fieid of sensate, sensuai experience - 
the field embraced by the idea architecture and city - 
that these and other-self contradictory attempts to under
stand and state the human can find their common, 
exalted basis. I have written of a new, still dreamt-of 
poetic science - a universcience - that will establish in 
the fleeting moment of the present, the architecture of a 
landscape suffused with the cool light of self-conscious 
intelligence and the radiance of transcendent love. It is 
this ideal alone that lures me on.

of exhibitions for the Society of Architects, had seen an 
exhibition of my Centricity project in Stuttgart a year be
fore and was interested in showing my work at the 
Museum of Applied Arts in Zagreb I was very interested 
myself in doing this, and not simply because my 'prac
tice' has, for the past ten years consisted largely of 
exhibitions, lectures and publications of my experimental 
projects. Central Europe has fascinated me since the 
early Sixties, when I first became familiar with the writings 
of Kafka, with the Czechoslovakian and Polish films of 
that era and with the peculiar, powerful East-West sensi
bility of this region of Europe, with its aura of harsh 
ideological repression and equally strong instinct for 
individuality. In 1977,1 heard on the radio Solzhenitsyn's 
commencement address at Harvard in which he said that 
if there is to be a renaissance in Western Culture it will 
come from Central Europe. His vision has yet to be 
confirmed but it stirred my interest in that, to me. 
unknown and exotic part of the Western world. When the 
invitation came from Zagreb, a capital of the 'Southern 
Slavs,' at the Mediterranean end of Central Europe. I was 
both excited and apprehensive. The excitement was 
understandable, given my twenty-odd years of interest, 
but what was the apprehensiveness, other than that over 
the possible loss of my illusions?

I accepted the invitation from Zagreb but no date was 
fixed. In December of 1989, I was in Paris for the opening 
of the exhibition organised by Kristin Feireiss, Paris - 
Architecture et Utopie,' in which my Aerial Project was 
included. I travelled to and lectured at the Stadelschule 
in Frankfurt and the School of Architecture in Innsbruck. 
Zagreb, only a few hundred kilometres from there, still 
seemed a far-away place.

The following year was, for me, peculiar. I had finished 
four strong projects (in drawing and models); Underground 
Berlin, DMZ, the Solo House and Aerial Paris. What would 
- or could - come next? I worked, as usual, but without 
my usual focus. I made a series of drawings called 
Stations. I began a project called Island. I began a 
project called Falling House (for RlEA's Second Confer
ence in August of 1990 on ‘Anti-Gravity and Architec
ture'). Meanwhile, my conversations with Rusan in Zagreb 
continued. It was fixed that I would make an exhibition of 
my work in the Museum in Zagreb in late October 1990, 
Yet, still, I felt ambivalent about it. I became involved in 
making designs for a Hollywood sci-fi/horror epic. Early 
Fall came and went. The exhibition in Zagreb was 
postponed until sometime in the following Spring.

In October 1990, the impetus for a new project came.
The Frankfurt newspaper Algemeine Zeitung and the 

DAM were inspired by the political developments in 
Central Europe and. particularly, by the fall of the Wail 
between East and West Berlin. It was decided to organ
ise an exhibition of ‘the best architects in the world, 
prescribing new concepts for the architectural reformation 
of ‘The New Berlin,' the centre of city reunited in the 
summer of 1990. The exhibition was an invitation only and 
included the names of those architects familiar to any 
reader of architectural magazines. The list of invited 
architects included four from New York. Mine was not 
among them. Nevertheless. I was determined to make a

The Zagreb-Free-Zone
In order to encourage the networking of autonomous 
individuals, free of monumentalised institutions of culture 
and in the name of revitalising the true, unseen culture of 
Zagreb, the centre of the city is declared a Free-Zone 
and a network of Freespaces is established. The criteria 
of Freespace is as follows;
1 No a priori determination of use: use must be invented 
by those who dare to claim Freespace as their own.
2 Difficulty of occupation; the faint need not apply.
3 Absence of discernible order: hierarchy is frustrated; 
heterarchy is unavoidable.

Each Freespace is equipped with electronic instru
mentation - nodes of energy about which the City collect. 
This project represents both a summation and a begin
ning in my work The summation comes as a synthesis in 
this project of crucial ideas introduced and developed in 
former projects, especially those concerning the devel
opment of a new urban order - the heterarchy - and the 
mobile/kinetic architecture it requires. The beginning 
comes as a commission from the Museum of Applied 
Arts to realise a piece of this architecture in Zagreb, a 
‘freespace structure’ that is a new type of building for a 
new way of urban living. This is the first commission I 
have received to build work both conceptually and 
tectonically entirely of my own invention, testing the 
strength and validity of much preceding work occurring 
in the form of drawings and models.

All of this has come about in a rather unexpected, even 
fateful way. In late 1989, word came to me through my 
colleague and collaborator in this project. Leo Modrein, 
that there was some interest in showing my work in 
Zagreb. The Zagreb architect Andrija Rusan, organiser
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Notes on THE CYBERNETIC CIRCUS

Freedom's just another word for nothin' left to lose. Janis Joplin

In a consumer society, the only recourse is to make one 's work indigestible. Otherwise it will become the inevitable 
end-product of all processes of consumption: excrenwnt.

Nothing is more indigestible than the concept of reality of freedom. Even the word is hard to swallow. It has been 
abused - we don't trust it. We talk around it because it is too easy to say. too difficult to achieve and sustain. In 
that way. it is like love, truth and beauty - they are ov'er-used, gratuitous, drained of meaning. But if we are honest 
we must admit that nearly everything today suffers this same fate. Consumer society' repetitions, exploitations, 
careless collaging and transpositions of images ideas, events, places, people and history, through the electronic 
media of mass consurrvylion have reduced them to a common level of relative emptiness. Everything touched by 
these media is emptied to a greater or lesser degree of meaning and value. In other words, it is free of meaning 
and value, and this freedom of the material of culture from content is a most terrifying condition - utterly indigestible.

But the circus performers have always been free. They perfect their performances, their arts, sciences and skills, 
for no purpose, for no meaning, for no value other than the perfecting of them. What could be more meaningless 

than a circus act? The pointless somersault in space, the useless juggling of fantastically-shaped objects, the 
valueless balar}cing on a high wire - all hopelessly absurd.

But than freedom is absurd. Surely Camus chose his words well. His Stranger, his Sisyphus did not choose their 
freedom - it was their fate. Nobody in their right mind chooses freedom - it is forced upon them by greater events 

than their own. Nobody chooses freedom and absurdity but the circus performers. And now a whole civilisation is 
becoming a circus, and alt its people performers in the absurd. We didn't choose it. but it happened. An entire 
epoch of human development - social, psychological, technological - culminates in our freedom and emptiness 
Now we will know that the circus performers have always known. Now we can perform for the sake of performance. 
We can know for the sake of knowing. We can be human for the sake of being human. Schi^enhauer celled it 
‘knowledge without interest', experience that serves no purpose other than itself - neither god nor state nor society 
nor even self. Now we will find out what 'human' realty means.

I cannot help thinking of Kafka’s Hunger Artist, whispering his final words, his raison d'etre, 7 could not find the 
food I liked to eat.' He was empty, his freedom unconsumed, undigested, lodged still within him. but in truth, he did 
not look very hard for the food he might have liked to eat - he didn't need to. He was already full with his empti

ness. He was free He was paradoxical, absurd, comic and tragic alt at once. But then he was a circus performer.

And so Nietzsche comes to mind now. with his 'revaluation of all values.' The problem was. there was no revalua
tion at all. He who 'philosophises with a hammer. ‘ a smasher of idols, he who must first destroy in order to create 

conducts a devaluation of all values. Do not expect 'good' news from his quarters. There will be no new values to 
replace the old, worn-out values. No new system will be introduced to confirm and restrict as much as the old 
system, even though under the banner of 'improvement. ’ There will be no revolution turning into the sarrte old 
tyranny. There will be only emptiness and freedom. Only the empty rebellion of ‘we free spirits.' This is truly the 
death of all gods.

Neitzsche's Zarathustra was a clown par excellence. From his mouth came the words, 'You higher men. learn how 
to laugh. Better yet. learn to stand on your heads!'An invitatior) to the circus - to be in the circus - if there was one. 
Somewhere near the end Neitzsche wrote. '. . . better that I be a buffoon. In fact. I am a buffoon.' Free at last, he 
had joined the circus. The modern age was begun 
Lebbeus Woods 
New York. 7 March 1991



danger. The clarity and power of the electronic instru
mentation housed in the Freespace Structures presents 
at the same time potential for a new elitism or new 
populism - all depends on the character of the individu
als who occupy them, who choose to take the responsi
bility of the power they offer. The idiosyncratic form, space 
and light of each Freespace Structure provokes both 
seriousness and play, an ambiguity that speaks first of all 
of a freedom from rigid dogma, but also of an existential 
emptiness that makes each of us today a stranger in our 
own city and homeland.

Secondly, the Free-Zone itself is nothing more or less 
than a series of shifting centres that disturb in a human 
way the great pool of electromagnetic energies compris
ing a global field of human and natural interactions. Each 
Freespace structure is an element in the Free-Zone 
network, a point in a global matrix of communication and 
the exchange of personal experience and is a world- 
centre existing in one place and time indeterminately. 
The Freespace Structures are mobile. They are moved 
from place to place in Zagreb, from street to street, from 
courtyard to square, by transport helicopter; they are 
gypsy houses for individuals rooted only in themselves, 
only in the strangely social isolation of their modernity.

The drawings of the Zagreb-Free-Zone project were 
presented in the Museum of Arts and Crafts in Zagreb 
from April 22 to May 19, 1991. I attended the opening, 
gave a lecture and met many individuals vitally involved 
in the intellectual and cultural life of Zagreb today. I also 
began to know this city - it is cosmopolitan, complex and 
unpredictable, global in its sophistication. Northern in its 
inlelleclualily, yet Southern in its self-ironical joie d'vive.

Now the commission to build in Zagreb has come I 
have returned and presented a model and drawings for a 
Freespace structure to be built and placed in the court
yard of the Museum, the first structure of its kind in a 
network - local, continental, global - that will come into 
being if the idea if embodies is strong enough to inspire 
the dedication and talents of many others.

project for the new Berlin centre because of my love for 
this city and my former exhibitions and projects for it 
while it was politically divided.

The result of my efforts, in late November of 1991, was 
the Berlin-Free-Zone project, which was rejected by the 
DAM for its exhibition called by then, 'Berlin Morgen' and 
shown in Berlin at the Aedes Galerie in February. In this 
project I introduced two concepts - the 'Free-Zone,' and 
the ‘Freespace’ - that were later to prove significant for 
my project in Zagreb. In Berlin, the Freespaces - spaces 
free of pre-determined purpose and meaning - were 
imbedded within existing buildings, the seeds of an as 
yet unknown culture of individual invention that might 
revitalise Berlin in ways the highly predictable corporate 
strategies and government sponsored appeals to tourism 
by restoration and conservation could not. The Free- 
Zone is the electronically woven network of such spaces, 
amounting to a new urban pattern, a new way of living 
founded on the free-exchange of self-knowledge and the 
inhabitation of an entirely human Nature.

In November of last year when I went off to lecture in 
Denmark, Germany and finally to Vienna. Zagreb was 
drawing closer in my thoughts. As I had made the 
commitment to make an exhibition in Zagreb, sometime 
in the Spring of this year, I began to consider what that 
might be. In the beginning, I knew only one thing: I did 
not want to bring my former projects, made for other 
places and times, to this City being reborn, politically and 
spiritually.

In the year since my conversations with Rusan had 
begun, great political and social changes were underway 
in Yugoslavia. Communism had fallen, as it had earlier in 
Poland, East Germany. Czechoslovakia and Hungary. A 
new day was dawning - but what sort of day was it? 
Would this country, which I had not yet visited, simply 
begin its race to catch-up with the West, becoming a 
second-rate, or at best, nouveau consumer culture, or 
would something else - unknown and exotic - emerge 
from the conclusion Or politics and private aspirations? 
One thing was sure: if I, as an American, simply pre
sented the products of my previous work for Berlin, Paris, 
for Centricity and other places already imagined. I would 
be encouraging the former alternative, by offering some
thing pre-digested for easy cultural consumption.

This was anathema to the feelings I harboured for this 
Central European, Slavic realm. With all my unspoken 
perhaps, but persistently drawn and modelled ideals for 
architecture and society, it was simply unacceptable that 
I should come to the Museum of Applied Arts in Zagreb 
with anything less than a project for participation in that 
city's transformation.

In March and early April of 1991, I prepared drawings 
for the Zagreb-Free-Zone project. They embody the Free- 
Zone and Freespace concepts developed In Berlin, but 
with significant differences.

First, the Freespace Structures in Zagreb are the 
streets, highly visible and aggressive. They proclaim 
and, in fact, contribute directly to the creation of a new 
state of affairs, a new set of political, social and personal 
conditions, at once physical and psychological a new 
condition of strength, but aiso a new vulnerability and

Zagreb«Free>Zone
It is proposed that the city of Zagreb be constructed as a 
Free-Zone, comprised of a communications network 
between a series of Freespaces. This network is invested 
with the authority inherent in the distinctiveness of the 
individuals whose thoughts and actions animate and 
maintain it.

Each Freespace is constructed as a mobile-kinetic 
structure and is located and re-located in the streets, 
courtyards and squares of the city by transport helicop
ter. Each structure creates a highly particular yet am
biguous organisation of space individual invention of 
usefulness.

Freespace is not invested with pre-determined mean
ing. Strictly speaking, it is 'useless' and meaningless’ 
space. The physical difficulties of occupation resulting 
from the eccentricity and complexity of its spatiai con
figuration (the opposite of an easily assumed neutrality) 
requires occupation to be of a forceful, even adversarial 
kind, Freespace provokes extreme conditions, within 
which living and working are energetically engaged with
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bearing them without illusion.
The emergence of heterarchiai urban forms comes at 

this time in Western history as a result of the growing 
emphasis on individual existence from ancient Greek 
culture to the consumer culture of the present, coupled 
with recent technological developments such as the 
personal digital computer and instruments of telecommu
nication that simultaneously weaken the old hierarchies 
of authority by disseminating widely the information 
formerly held exclusively by them, and now make possi
ble the relative autonomy of individual and small, flexible 
and dynamic special interest groups. These technologi
cal developments have been, in turn, based on revisions 
in fundamental understandings of nature expressed first 
in Relativity and Quantum Theories, then in Systems and 
information theories and Constructivist Cognition Theory, 
and most recently in Chaos Theory, whose mathematics 
feeds directly back into the operation of free and non- 
deterministic systems of the sciences and arts based on 
a working understanding of uncertainty, ambiguity and 
unpredictability in the complex heterarchies within the 
natural and human worlds.

The manifestation of heterarchies in the contemporary 
city is largely hidden, because it emerges from within 
spaces of individual living and working and works invis
ibly from there outward. These heterarchies cannot be 
monumentalised in the traditional sense of permanent 
patterns of movement, exchange and interaction even 
though the individual habitations part remain fixed. In
stead, the heterarchies of contemporary community exist 
as elusive, ephemeral, continually changing patterns of 
free communication emanating from and received within 
isolated, yet distinct spaces of habitation.

a broad range of physical and mental phenomena.
Within each Freespace are located instrument stations. 

These are electronic nodes containing computers and 
telecommunications devices for interaction with other 
Freespaces and locations in the world, and with other 
inhabitants. These stations also include instrumentation 
for deepening the experience by individuals of the extra
human world, the forces of wider nature at every scale, 
from atoms to the cosmos. In this way, individual human 
existence is extended into a dynamic form of human 
community and into nature as a whole.

In the past, it was the principal task of architecture to 
monumentalise the most important institutions of culture 
by the creation of an urban hierarchy of forms and 
spaces that corresponded in a physical way to embod
ied in the institutions themselves. Today, however, even 
though hierarchies of authority necessarily remain in 
society, a new type of order, a new system of authority 
has taken root in global urban culture: the heterarchy.

The heterarchy, or network, is a system of organising 
space, time and society comprised of autonomous, self
inventing and self-sustaining individuals and groups, the 
structure of which changes continually according to 
changing needs and conditions. Representative forms of 
government and free political system strongly tend to
wards heterarchy; free-market economies also though in 
both cases, these remain compromised by vestigial 
hierarchies of authority. Freedom of thought and action 
are basis for any heterarchiai system, guaranteeing the 
autonomy of the individual and the mobility and change
ability of the network Itself. The individual living within a 
heterarchiai system is characterised by the existential 
burdens of freedom, but also by the singular rewards of
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BERLIN-FREE-ZONE

The definition of purposes for the freespaces and the 
free-zone Itself can only be done at present by saying 
what they are not. in terms of the highly deterministic 
language now serving the institutions seeking future 
prediction and the control of human activities within 
Berlin and the other cities. The freespaces are useless 
arid meaningless spaces. The free-zone is dangerous, 
subversive, an anarchic event occurring at the very heart 
of the new Berlin and the new Germany. II undermines all 
carefully laid plans and carefully preserved values.Jhe free- 
zone isantZ-contfol. ant/-deterministic, anfHnstitutional.

Yet the free-zone in Berlin also presents a new matrix of 
potentialities and possibilities. Built on the free dialogue 
of seif-inventing individuals (not all of whom will be 
criminals), nurtured by their continual spontaneity and 
play, the free-zone is a parallel culture by definition 
challenging one of conformity and predictability. But it 
will be tolerated only so long as it can remain hidden. It 
will survive in the new. commercialised centre of Berlin 
only as long as its inhabitanis maintain their wit and 
quickness, so long as they are free performers in a self- 
sustaining and secret circus, a cybernetic circus.

This project proposes the construction of a hidden city 
within the one now being shaped at the centre of a 
reunited Berlin. The hidden city is composed of a series 
of interior landscapes, called freespaces. joined only by 
the electronic instrumentation of speed-of-light commu
nications. in ever-changing interactions with one another 
and the community of inhabitants created through the 
indeterminacies of dialogue. This hidden city is called a 
free-zone because it provides unlimited free access to 
communications and other, more esoteric networks at 
present reserved for the major institutions of government 
and business - but also because interaction and dialogue 
are unrestricted by conventions of use and behaviour 
enforced by these institutions, The spatial forms of free 
spaces render them unsuitable for conventional types of 
occupation, and demand instead the invention of new 
ways of living, even new types of activities; hence they 
are free in a deeper sense as well: free of pre-determined 
meaning and purpose. A subtle and dynamic relation
ship between the material realm of architecture and the 
dematerialised realm of electronic instrumentation is in 
this way established. This relationship becomes cybernetic 
in the continuous act of inventing reality.
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ZAHAHADID 
V!TRA F/RE STATION 

Weil am Rheim

on the other side, these elements now defining the space 
will become objects within a more solidly built space, like 
furniture in a large room. Thus the scheme sets up a 
scenario for forthcoming transformations of the site.

The point of departure for the fire station is a series of 
layered screening walls. The programme of the fire 
station inhabits the spaces in-between the walls which in 
turn are punctured and break according to the functional 
requirements.

The main puncture is constituted by the movement of 
the fire engines, perpendicular to the linear flow of the 
walls and the whole landscape. Sliding open the doors in 
one of the walls would reveal the fire trucks behind, 
parked under a large roof.

Captured in-between further walls, a series of linear 
spaces intersect, each relating to different parts of the 
programme.

At ground level, one beam contains the shower and 
changing area, interlocking with a second beam contain
ing the fitness area, which again is linked to the outdoor 
fitness and barbecue garden. A stair in the intersection of 
the beams at ground level leads to a third which stretches 
between two raised terraces.

As one passes across the spaces one catches glimpses 
of the large red fire engines, the main focus of this 
landscape.

The project started as a commission to build a fire station 
in the northeast section of the vast Vitra factory complex. 
The brief extended to design boundary walls, a bicycle 
shed and other small elements.

The factory site is made of enormous sheds, with no 
coherent structure tying the site together. It we followed 
the programme strictly and put a fire station here and a 
bicycle shed there, it would be difficult to make sense of 
the whole place.

We therefore did a study of the site as a landscape as it 
was imperative to really understand how to make a space 
out of this non-space and, by that, directing the future 
expansion of the factory.

We concentrated on one zone, stretching from the 
main gate with the chair museum to the other end of the 
factory site where the fire station was to be located.

The fire station is designed as the edge of this 500m 
long zone. The zone itself becomes an artificial land
scape, potentially containing more public facilities like a 
workers' club and sports field. Part of this landscape 
would be choreographic notations inscribing Into the 
ground the ritualised fire exercises.

The proposal for the overall scheme is not the definitive 
delineation of the final project but proposes a dynamic 
pattern to allow the spaces to gradually develop.The 
zone is at first only defined at the one side by factory 
sheds while the other side is demarked provisionally by 
the landscape elements. Later, when sheds are erected OPPOSITE it BELOW: Conceptual sketches, approach to complex
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OPPOSITE. ABOVE A OVERLEAF Model
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ABOVE: Site plan
OPPOSITE: Sketch of overall scheme and perspective study
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MEDIA PARK, ZOLLHOF 3 

Dusseldorf

The development of the site is intended to be the impetus 
to the transformation of the old Dusseldorf Harbour into a 
new enterprise zone. Redevelopments of this kind take 
place in many cities. So far, the potential of a new and 
generous urbanity relating to the scale of these former 
dockland areas has not been taken on.

The programme for the site, as well as for the whole 
area, focuses on the accommodation of tho communica
tion business and creative professions. These are to be 
interspersed with shops, culture and leisure facilities, A 
strategy had to be devised that would be exemplary for 
the whole harbour area.

solid, while on the waterside the surface is open, partly 
articulated in relief, to allow for different floor depths 
according to needs. Where there is the need to separate 
a greater unit and express a certain corporate identity, 
then a section of the wall breaks free. The advertising 
agency, which breaks into a whole series of slabs, also is 
read as part of the wall. This cluster of slabs generates a 
variety of different spatial conditions inside. Where the 
slabs intersect a big space is carved out for conferences. 
Individually, the slabs provide well-lit and well-ventilated 
spaces for each department. The entrance lobby is at the 
point of intersection. The executive offices are double 
height spaces on the side facing the water. They have 
interesting visual relationships from slab to slab.

The ground behind the wall accommodates most of the 
public facilities (shops, restaurants, cinema) and under
neath the advertising agency are deep spaces for techni
cal studios. A big triangular plane cuts the site; it slopes 
against the wall and pierces through it to form another 
entrance to the street. From here most of the shops are 
accessible. For these, a system of interlocking free forms 
is devised underneath the slightly raised ground.

The distinctive quality of the area is, of course, its
relationship to the river. The water edge - and not the 
street is looked at as the active part of the site, 
animated with sport and other leisure activities. For these 
we propose an artificial modulated landscape which is 
protected from the street traffic by a building which 
functions as a wall. Special activities are highlighted 
against the continuous datum of the wall.

The wall structure accommodates all the studios and
offices. On its ground level are the more public related 
businesses (galleries and showrooms) and above, those 
which require more quietness. Its street side is plain and OPPOSITE it BELOW: Conceptual illustrations of overall scheme
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OPPOSITE. ABOVE A OVERLEAF Model showing internal levels
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OPPOSITE Model detail 
ABOVE: Full scheme model
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OPPOSITE: Model detail
ABOVE: Concept sketch and model
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BOTOND BOGNAR
CRITICAL INTENTIONS IN PLURALISTIC JAPANESE ARCHITECTURE

For the broad spectrum of 
recent developments and 
achievements of Japanese 
architecture, several con
crete, although interrelated 
and complex, reasons can be 
identified: the particular 
features and strength of the 
economy, the advanced 
systems of information and 
technology, the qualities of 
urbanism, and even the 
seemingly uncontrollable 
tendencies of contemporary 
consumer society.

After an age of negativity 
in the 1970s which was 
sharply critical of, and 
rejected the city, the 1980s, 
bolstered by a new economic 
boom affluence, and opti
mism, signalled the begin
ning of a new urban culture 
and with it, a rediscovery of 
the city by the architects.

This rediscovery also 
meant that Japanese archi
tects were prompted to 
recognise the fact that the 
city as a complicated circuit 
of information and human 
desire, plus a locus of 
signification with floods of 
signs and images, was 
increasingly impossible to 
not only control, but also 
escape.

Japan, or rather Japan the 
city’ today, more than ever, 
as Roland Barthes correctly 
observed, is an Empire of 
S/gns which can only provide 
a context of ephemerality 
and volatility, and what 
Hajime Yatsuka called: An 
architecture floating on the 
sea of signs.'

One manifest symptom of 
this volatility is the growing 
number of buildings, includ
ing many well known ones,

lected the notion of an 
‘urban’ space, complete with 
an open-air stairway and 
bridge in-between the two 
sections of the residence.

The Galeria Akka and 
Collezione are more recent, 
larger scale and excellent 
representatives of Ando’s 
urban architecture. In these 
new buildings, Ando, like a 
Calvinoesque carver, or teller 
of urban tales, continues to 
deploy elements, and even 
fragments, of his own imagi
nary city within the context 
of urban ephemeral- 
ity. Although most of Ando’s 
buildings remain within 
urban settings, several of 
them, like the Rokko Chapel 
and Church on Water, are 
now also found in rural or 
natural environments.

The critical edge of Ando’s 
architecture, nevertheless, is 
by and large retained, insofar 
as he, in the best of his 
growing number of projects, 
continues to transform in a 
substantial way the sur
rounding landscape be it 
urban or natural. In other 
words, by way of layered 
walls and their interstices, 
carefully focused openings, 
and sequences of spaces 
Ando continues to 
architecturalise nature rather 
than vice-versa.

Yet, in Japan today there is 
another direction in which 
association with nature is 
predominant. This alternative 
mode of design relies on 
lightweight structures and 
thin, semi-permeable, ferrous 
and other materials to evoke 
flexible, scattered and 
ambiguous spaces, compara
ble to those experienced

which, after a few short years 
of use, like Tange's old 
Tokyo City Hall, or no use at 
all, like Takasaki’s Crystal 
Light Building, have been 
demolished and replaced 
with something new, or are 
already earmarked for such 
destiny. Among the latter 
ones are, for example, 
Yatsuka’s Tarlazzi Building 
and Hasegawa’s Bizan Hall.

In the overall context of 
such an accelerated environ
ment, a growing number of 
architects including 
Shinohara and Maki now 
recognise, although not 
necessarily endorse, the all- 
encompassing processes of 
commercialisation and the 
onslaught of information or 
media technology in contem
porary Japanese society, by 
acknowledging their contri
bution to urban renewal.

As a consequence, the new 
architecture in Japan, more 
than before, is paradoxical. It 
is both continuous and 
discontinuous with the city 
and society, and could be 
characterised by a sense for 
both realism or more so 
fiction, or can it also be 
vision? The underlying 
strategies and qualities, 
however, are generated and 
conveyed in a plurality of 
ways and with different 
emphases. The more impor
tant ones are:
1 The reinterpretations of 
nature in relation to the city.
2 Understanding the city as 
topography.
3 The tendency toward a new 
primitivism.
4 Rediscovering the ‘light
ness of insubstantiality’ or 
the city of urban nomads.

5 The application of new 
urban technologies, and the 
evolution of a new industrial 
vernacular.
6 Acknowledging the urban 
theatre or the city as fiction.
7 An increased reliance on 
fragmentation as modus 
operand!.
8 A pervasive spirit of 
experimentation.

Some of these directions 
are mutually exclusive, while 
some find themselves in 
close company with others, 
that is to say, they reveal 
continuities.

As for interpreting archi
tecture in relation to nature, 
no architect has done more 
than Tadao Ando. He has, 
from the beginning of his 
career, set the irreducible 
phenomena of nature against 
the too often banal and 
frivolous contemporary mass 
culture and the megalopolis.

Yet as he does this in his 
recent larger projects, such 
as the Collezione in Tokyo 
and the Literature Museum in 
Himeji, the spatial design is 
more open, more layered, 
and perhaps more frag
mented, than in the earlier, 
private residences, and so, 
these new works fitter the 
outside world more willingly 
than before.

This new departure of 
Ando is often coupled with 
his long-standing although 
implicit interest in recreating 
miniature models of, should I 
say, ‘ideal’ cities within his 
buildings.

The courtyard arrangement 
of his early Sumiyoshi Row 
House had not only already 
introduced nature into 
architecture but also recol
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in nature.
The open spaces and 

particularly the belvedere 
with its moon viewing plat
form in Hasegawa's House in 
Nerima are activated by the 
penetration of nature. 
Moreover, Hasegawa also 
intends to redefine architec
ture as another nature’. 
Therefore, she shapes her 
works as complex assem
blages analogous to nature. 
The recently completed 
Shonandai Cultural Centre is 
a case in point; it seeks to 
elicit images of rolling hills, 
trees and even woods.

Hiroshi Hara s new 'archi
tecture of modality' is some
what similar. Turning his 
previously inward-oriented 
architectural model inside 
out, his aim is to make the 
boundaries between nature, 
architecture and the city as 
ambiguous as possible. 
Undulating forms, designed 
with highly polished alu
minium plates, remind us of 
such natural formations as 
clouds, mist and foliage both 
outside and inside. The 
overlapping patterns appear 
as illusory scenes where the 
image of nature, topos, 
climate, and architecture is 
at once amorphous and 
ambiguous.

Yet, both Hasegawa and 
Hara s variations imply the 
process of naturalising 
architecture,' wherein archi
tectural forms stand in proxy 
of nature; that Is to say, 
•architecture as another 
nature' runs the risk of 
turning architecture into a 
simulacrum of nature, and so 
has some inherent limita
tions as a critical device.

What counterbalances this 
process in their works is the 
extensive and unsentimental 
application of ordinary 
industrial materials and 
structures, which can render 
these complexes as poetic 
machines’ or futuristic, man
made constructs.

On the other hand, these

PREVIOUS PAGE: Yaisuka. Tarlazzi Building, exterior detail
OPPOSITE: TadaoAndo. CoHezione Building. Tokyo and Museum of Literature. Himesi 
ABOVE: Usuko Hasegaua. Shonondai Cultural Centre. Fujisawa
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constructs often allude to the 
Images of vernacular settle
ments, like hilltowns, as In 
the cases of both the Yamato 
International and the 
Shonandai Cultural Centre 
which is also shaped as a 
cluster of tiny buildings; or a 
small, fictive urban enclave. 
Toyo Ito’s architecture 
implies a similar vision that 
is the quality of small, 
clustered villages, yet 
without the aspect of simu
lating nature. But more about 
Ito later. The various ways of 
reinterpreting nature and the 
city includes an understand
ing of them as topos. In this 
regard we can identify two 
interrelated yet eventually 
different directions. The first 
regards the existing city as a 
layered substratum, like a 
metaphorical archaeological 
site, and builds out of it, as 
well as over it. The Yamato 
International has a solid base 
that fills the discontinuity of 
the city-as-land, and builds 
the new city' over it.

In a like manner, Minoru 
Takeyama designed the 
Tokyo Port Terminal not only 
on reclaimed land or new 
topos, but also as an artifi
cial hill with a house-like 
structure on it.

Riken Yamamoto, calls the 
'city as topography.' Accord
ingly his Rotunda is de
signed so as to, on the one 
hand, comply with the rather 
nondescript suburban 
setting of Yokohama; on the 
other, to give birth and 
sustain a new kind of archi
tecture over and above the 
lower base' section. The airy 
and cavernous space, with 
the owner's residence under 
the Teflon fibre tent struc
ture, could find itself in close 
company with Ito’s own 
Silver Hut.

Interpreting the city as an 
archaeological site gains 
special relevance in the lida 
City Museum by Hiroshi Hara 
which occupies the site of 
the previous feudal castle.

OPPOSITE: Ifsuko Hasegawu. House in Nerima 
ABOVE: Toyo Ito. Historic Museum. Yotsushiro
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Hara’s new urban fabric, 
replete with wide stairways, 
rooftop public promenades 
and various scattered ga
zebo-like structures, is both 
futuristic and archaic; it is a 
paradoxical high-tech ruin. 
Two further important exam
ples: one by Maki, who refers 
to a ruinous acropolis when 
imaging the uppermost part 
of his Spiral building; and 
Shinohara, whose TIT Cen
tennial Hall with Its flying 
lube concludes this line of 
urban topography In a 
curious way. It appears to 
reinterpret, on one level at 
least, Isozaki’s previous 
vision or utopic gesture in 
the early 60s; the ‘City in the 
Air’, conceived as an imagi
nary future city over the old 
and ruinous one below.

If this line of understand
ing, the city as topography, 
sees the possibility of an 
architectural and urban 
renewal over and above the 
existing urban landscape, 
the other line, exemplified 
here by Matsunaga’s Inscrip
tion House, relies on the 
topography of actual land
scaping by embedding 
architecture in it. The seg
mented earthwork of the 
Inscription cultivates a 
fractal landscape’ as part of 
Matsunaga's intention to 
imitate or reinterpret nature.

The use of earthwork as 
topos is also apparent in 
Ito’s new works in a spec
tacular way, particularly in 
his Yatsushiro Museum, 
where the two interpretations 
of topos are equally 
utilised. While the lower 
section of the building is 
covered by an artificial 
mound, the egg-shaped 
upper section floats above 
the site and the rest of the 
structure. The renewed 
interest in topography and 
the return to nature, on the 
other hand, often implies a 
return to the Primitive, which 
Is a strategy to counter the 
overly flamboyant and
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hedonistic tendencies of 
contemporary lifestyles and 
architecture.

in 1974 Shinohara used the 
earthen surface of the 
sloping site as the floor 
inside his Tanikawa resi* 
dence in a manner akin to 
the pounded earth floor 
areas or doma in traditional 
residences. In this wooden 
house there is a continuation 
yet also a powerfully abstract 
refiguratlon of land, forest 
and nature within, and by 
way of architecture, with a 
primitive simplicity.

Toyo Ito designed his own 
house In Tokyo as a Silver 
Hut. Like Abb6 Laugier’s, it is 
a ‘primitive hut’, but now 
conceived in the modern 
urban environment (or 
jungle) of Tokyo. Instead of 
wood and logs, it is built of 
lightweight, easily available 
and cheap metallic materials 
of today. Moreover, the Silver 
Hut best exemplifies the new 
sensibilities, along which Ito 
now deciphers the city. He 
observes the fast changing 
urban realm as a locus where 
the life of people is in flux 
and where the physical, 
spatial, and formal perma
nence of the environment 
tends to lose its meaning. 
Accordingly Ito, similar to 
the philosophers Gilles 
Deleuze and F^llx Guattari, 
understands contemporary 
city life as something ap
proximating the lifestyles of 
nomads.' His Nomad pub 

was designed in two weeks 
as a temporary structure in 
1986, and has already been 
demolished.

In his recent architecture 
Ito prefigures a potential 
future condition wherein the 
Japanese city Is but a series 
of high-tech camps of urban 
nomads. Nomadic space or 
architecture is unwritten and 
undesigned, it can be tra
versed freely. Ito's architec
ture makes almost no formal 
statement. Comprised of thin 
metallic frames, aluminium

OPrOSITE: Kazunari Sakamolo. noshimada City, Osaka
ABOVE: Toyo Ito, Silver Hut, Tokyo

81





screens and other ferrous 
plates, plus tent structures of 
various configuration, the 
Silver Hut is penetrated and 
animated by natural elements 
such as light and wind, and 
in effect, actually shaped, or 
more precisely, formed and/ 
or deformed by them. It is a 
kind of anamorphlc architec
ture or an architecture of 
wind. The idea is further 
developed in two summer 
houses, the Platform #1 and 
#2, by one of Ito’s previous 
associates, Kazuo 
Sejima. Here again fascinat
ingly fluid or scattered 
spaces are evoked by per
formance and come about as 
if by pantomime; they are 
almost non-existent. Sejima's 
works thus allude to a fluid 
topos, an architecture as site 
or locale which is generated 
by actions, but where action 
is episodic rather than 
sequential. As the Platform 
Houses demonstrate, too 
often this no-form, ‘nomadic 
architecture’ is comprised of 
little more than thin, protec
tive roofs, like tents floating 
above airy, cavernous, and 
amorphous spaces, washed 
in light and shadows.

Yamamoto's ‘Hamlet’, a 
residential building with four 
apartments for an extended 
family in Tokyo, also exem
plifies this well. As in many 
of his previous projects, he 
employs Teflon fibre fabric, 
perhaps even more exten
sively than before, to define 
an ambiguous realm of 
habitat in the surrounding 
city. Such airy, and ephem
eral realms are designed in 
an increasing number of 
large public buildings. The 
upper structure with obser
vation decks on top of 
Takeyama's neo
constructivist Tokyo Port 
Terminal is open to nature; 
wind, sunshine, and also to 
both the sea and the city, in 
between which the building 
intends to mediate.

One aspect is important to

OPPOSITE: Riken Yamamolo.'Hamiet'. Tokyo and Kazuo Sejima. Platform ffl. Katsura
ABOVE: Kazuo Sejima. Platform tt2. Kilagoma-Gun. yamunashi
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point out here, particularly in 
regard to Ito. He works 
toward the notion of urban 
nomad not so much as to 
posit literally an uprooted 
city. As he recognises that 
today no one is really with
out a fixed residence, he 
rather intends to depict an 
image of liberation, liberation 
from the marketplace and 
authoritarian constraint. In 
this respect, although their 
architectures represent two 
different modes of design, 
Ito’s intention may coincide, 
even if momentarily, with 
Ando’s goal. In Ito's and 
many others’ designs, we 
witness the evolution of 
another new paradigm of 
Japanese architecture which, 
as opposed to Ando’s works 
of substantiality, is charac
terised by lightness, perme
ability, fluidity of space, a 
feeling for temporality and an 
almost ‘immaterial evocation 
of building'. This paradigm Is 
often closely related to a new 
interpretation and applica
tion of technology, different 
from the idealised one, upon 
which modernism was built.

The reliance on new 
technologies in a widening 
specirum of contemporary 
Japanese archifecture, has 
begun to impart a new 
technological landscape. It 
has led to both a new indus
trial vernacular, as exempli- 
fied here by Hasegawa's 
House in Oyamadai, and has 
yielded to increasingly 
difficult, highly elaborated 
and heavy personal styles 
and frustrated monuments in 
search of meaning as in the 
case of Shin Takamatsu.

The new urban technology 
Is primarily an architectural 
software technology, that 
ranges between a straightfor
ward simplicity, and a highly 
sophisticated craftsmanship, 
often with manneristic 
overdetailing, but in both 
cases with a strong appeal to 
the senses or sensuality.
This technology with its

OPPOSITE A AHOVE: Mioru Takevama. Port Terminal. Tokyo

85





fu2iy logic, is both derived 
from and responds to the 
existing urban conditions 
that are predicated on the 
Japanese feel for not only 
reality, but also fiction.

The new technological 
landscape therefore is the 
outcome of contradictory 
conditions and partial 
interventions, while produc
ing heterogeneities rather 
than the homogeneity of an a 
priori order.

The new ‘architectural 
machine' and the landscape 
its technology produces is 
thus non>structural, or more 
precisely, post-structuralist 
and as such, non-hierarchi- 
cal. It results In an architec
ture of and by ‘autonomous’ 
parts, and further, in a 
fragmented landscape,' as in 

the case of Ito’s Yatsushiro 
Museum for instance.

In many recent Japanese 
works there appears to be no 
formal statement; yet they 
reveal an implicit Intention to 
break the unity of form. In 
respect to fragmenting form 
by way of a new technology, 
Kazuo Shinohara, Fumihiko 
Maki, and Arata Isozaki 
should be also mentioned.

Shinohara’s House in 
Yokohama is, more than any 
time before in his architec
ture, an agglomeration of 
parts, like parts in a peculiar 
‘zero degree machine' as he 
calls it. Shinohara’s inspira
tion comes from the latest 
technological advancements 
of our times such as the 
moon-landing module or F-14 
fighter plane which exhibit 
forms of extreme complexity, 
yet are devoid of the stream
lined formal synthesis the 
pioneers of the Modern 
Movement were striving for.

The various individual 
forms and volumes of the 
house, all corresponding to 
different functions, are 
joined abruptly. By way of 
this abrupt, by no means 
unconditional, mode of 
assembling, Shinohara, like
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many of his contemporaries, 
has achieved a new sachlich 
or objectivity in design, as 
well as a formal integration 
without synthesis.

Fragmentation however 
does not mean that there are 
no structural or tectonic 
considerations in shaping 
the new architecture and 
technological landscape. 
Maki’s architecture is a case 
in point. The Municipal 
Gymnasium In Fujisawa has 
been designed with an 
engineering bravura. Yet 
Maki seems to have done 
everything to break the 
continuity and unity of form. 
This is particutarly evident 
when the building is com
pared to another masterpiece 
of 20 years earlier, that is 
Tange’s Tokyo Olympic 
Gymnasia. The unique 
articulation of structural and 
formal elements and treat
ment of surfaces In Maki's 
project assure that every 
new vantage point reveals a 
new silhouette, a new facade, 
(or face even) and a new 
hallucinatory image. These 
Images continuously fluctu
ate between a wide range of 
traditional and futuristic or 
high-tech references.

Another example of such 
engineering and structural 
considerations is 
Shinohara’s TIT Centennial 
Hall. Shinohara has, for quite 
some time, been pursuing 
the concept of ‘progressive 
anarchy’ as the focus of his 
design, in parallel with his 
intention to assemble 'zero- 
degree machines.’ The TIT 
Centennial Hall admittedly 
draws from the chaotic 
energy, ways and means of 
perception, as well as the a- 
loglc of its urban nexus; but 
by way of its appeal to a new 
machine aesthetics or new- 
tech, it also opposes the 
uncontrolled accesses of the 
existing city, especially the 
all too often trlvialising 
modes of signification and 
representation of the con-
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sumerist city. Therefore, the 
new urban technology, as a 
mode of dissimilation, can 
also manifest an effective 
criticism of bourgeois 
representation and represen
tational architecture.

Rather than reusing a 
formal tradition, Maki often 
responds to the layered, 
collage-like quality of the 
heterogeneous Japanese city 
by articulating his buildings, 
like the Spiral, with 
sequentially layered spaces 
that, similar to traditional 
architecture, involves the 
intricate arrangement of 
surfaces and, as in the Tepia 
Science Pavilion, the use of 
various screens, and in so 
doing, the conjuring up of a 
phenomenological 
depth. Accordingly, building 
envelopes of Maki's works 
have become gradually 
‘detached’ from the tectonic 
body and, acquiring a certain 
sign quality, freely manipu
lated. In this process we may 
discover the traces of 
scenography forwarded by 
an increasingly sophisticated 
technology, so that we are at 
a point of intersection at 
which the interpretation and 
use of technology moves in a 
different direction.

This intersection has 
already been foreshadowed 
in one of Isozaki's early 
visionary urban projects in 
which both new technology 
and an old, ruinous urban 
landscape play important 
roles. It is the sign of an 
urban theatre - or is it a 
fiction created by technol
ogy? But it is the Tsukuba 
Centre Building where 
isozaki first actually realised 
such a stage set for the 
urban theatre. The line of 
theatricality continues to 
dominate much of his 
present architecture as well, 
although without the witty 
irony that imbued his previ
ous work until the early 
80s. Isozaki's new Interna
tional Convention Centre at

OPPOSITE: KazuoShinohara. TIT Ceniennial Hall. Tokyo
ABOVE: Fumihiko Maki. Tepia Science Pavilion. Tokyo
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the port of KItakyushu has 
been conceived as a meta
phor of a ship, perhaps a 
wrecked ship, whose frag
ments seem to float on 
the sea - both real and 
metaphoric.

One of Isozaki’s disciples, 
Hajime Yatsuka, investigates 
simitar issues. His Tariazzi 
Building is a playful collec
tion of architectural frag
ments engaged in an elegant 
dance in front of the black 
surface of the large rear wall 
or facade. In this play the 
protagonists are the frag
mented signs or the ruins of 
technological modernity. 
Although not yet fully 
independent of its mode of 
building or construction, it is 
an architecture that floats on 
a sea of signs’, revealing a 
curious co-vibration with 
both modernism and the 
urban theatre of Tokyo 
which, indeed, appears to be 
nothing but signs.

Eventually, technology too 
can be rendered as merely a 
sign. In Shin Takamatsu's 
Week Building it Is hardly 
more than a sign of itself: 
technology rendered as 
decorum. It is what may be 
called dead-tech’. In the 
case of his Kirin Plaza in 
Osaka, technology is both an 
appf/que on the facade and a 
computer controlled system 
of electric signs. The build
ing is both everyone's 
daydream and nightmare at 
the same time; it is a cyber
netic vision, an urban desir
ing machine,’ a fiction by 
technology; and as such, and 
like the Japanese city at 
large, it is also superficial. It 
is a delirious urban theatre, a 
stage set, wherein, as in 
Takamatsu’s many other 
works, the Solaris, for 
example, the ephemeral and 
the concrete; the metaphysi
cal and the banal; progress 
and decadence; and further, 
both reality and fiction are 
equally signified in a state of 
despair. Aithough

OrPOSHr. * AB()\ h: Shm lakamatsu. Synia.x BuilJinfi. Kvolo
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Takamatsu’s case is unique 
in its singuiar extremity, for 
many Japanese architects, 
reality and fiction appear to 
be one and the same thing. 
This understanding however 
is not entirely new. The 
qualities of a floating world’ 
did imbue Japanese life and 
architecture almost as much 
in the past as they do at 
present.

The Japanese have always 
preferred to apprehend 
things as events rather than 
substance. Nevertheless, 
this is an aspect of Japanese 
architecture and urbanism 
which is the most vulnerable 
to the exploitation of the 
marketplace. Today, the 
Oriental Japanese attitude of 
all things must pass’ can 

easily be Interpreted as ‘all 
things must sell'. And with 
this, the circle of events 
seems to be completed and 
the paradoxical circuits 
closed. In critical and af
firmative architectures the 
borderline is rendered 
infinitely thin and almost 
invisible. And it is the pre
dicament of this borderline 
condition wherein any 
resistive or critical practice 
can hope to operate today, 
by way of an extraordinary 
act of balancing on - what 
Yatsuka called - a tightrope 
over the abyss.’

OPPOSITE A ABOVE: Shtn Takamatsu, Solaris Building. Nishinomiya
OVERLEAF: Shin Takamatsu, Kirin Plaza Building. Osaka
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