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ARCHITECTURE

Museums feature promirrerrtlv irr this issue of Worltl Arclitecturc. There are
nluseums for t'ucnltltitt{ ancl sometimes the subject matter is so serious that one
rvonders rvl-rether or not the museurn and its contents can have sufficient dignity.
Think, for example, of the prc;ected r-rruseums of the'holocaust'.

Most museunrs herl'e ligl-rter subjects and the boom in building museums
reflects the boom irr the busirress of arrt itself.

We n,atch as the art market rrroves happilv ton,ards its first billion dollar
painting; and r,r,e listen to the .rrt n,orld s soft u,ords - art is 'above' commerce, art
is bevorrd price, art has no ls(', .rrt is its ow,n justification. Is a painting which sells
for $39.9 milliort Abol'e commerce? If vou read Dieter Bartetzko's article about the
motives behind the frarrtic nruseunr br,rilding business irr Frankfurt then we mav
believe the rubric'Art for Art'.s sake, but Monev for Gods sake'.

Worldlv r,t,ise observers detect irr modem art a scluaring of the circle. Art, like
medicine, appL'ars to combirre virtue ;rrrd big morley an investment opportunity
and the higher ideals ir-r one portfolio. Art looks OK. Arrd tlie museums that show
art look evL'l-r more OK fror-rr tl're poirrt of vielv of irrvestment and propaganda and
marketing.

Is the museum building no\\'more important than the art it contains? Well, ves

- and sometimes this is becar-rse the art is not r,t,orthy of the building. More art has
not rneant more cluarlitll Yet, fortunatelti there is much to show that is worthy of
the architects investrrrent. Yet thc'architect should beware of hubris.

The Mexican architect, Pedrc Rarlrirez Yazquez"', al-l expert on museums,
believes that the building should serve its contents. He arguesl

'A ntuseum of a n;rtional nature has irr itself a slrp[o1ic meaning because of the
importance of its corrte.nts. In other lvrlrds, rve might sav that the jewel case

should be appropriate to the jervel it corrtains. The buildirrg should not be more
importarrt than the objects, nor these nlore importar-rt tharr the building.

'The architectural clesign should be the consequence of a deep knor,r,ledge and
respect for the importatnce to ctrlture of the obyects exhibited.

'The rlew techrric.rl possibilities of computerisation, electronics, lasers and
holograpftl, provide rL,sources that allon,us to conl,ert museums into an
extraordinarv cultur..rl spectacle.

'Museums shor-rld be the'most advarrced and w,orthy cultural spectacles, not
just luxuriotts and ample harlls satisfving the varritv of architects, institutions or of
gr)\'entmer-lts.'

Yazcluez notes that traditionallv n-rLlseunls \vere made as ostentatiously as

p-rossible irr order to boost the inrportance of the collection. Such an approach
usuallv indicated the igr-rorance as to the true cultural value of the collection.

'Museums shoulci not be conceived as spaces that are alierr to their contents or
as monunrerrts declic;rtec1 to the formal creativitv of one architect.'

"'Pedro Ramirez Vazc'1uez is arrr Academiciarr of the IAA.

35



EN
DISCREET

- DECEIT
The English, Italians and French like to

argue; they like conferences to be
'controversial' and want participants to
become seasick on the undercurrents of
rivalry and intrigue. InterArch 89, the

architectural biennale hosted by the

Intemational Academy of Architects in
Sofia, Bulgaria, made no-one seasick. Mind
you, the frequent announcement of award
winners, competition successes and lists of
prizes did tend to make one's head spin.

Some people wear the attitude of 'being

controversial' like costume jewellery, for
them'being controversial'is their style -
the substance is immaterial. They bounce
about, gesticulate and make noisY

interventions. BrunoZevt, critic, was an

example of the genre at this conference -
he is operatic and, like opera, the sound is

good but the plot is often marginal- He

thinks perpetual disagreement is an end in
itself.

Likewise Peter Cook - an intelligent,
impish man who runs to the rostrum and

enjoys being a bit of an architectural
subversive - he claimed that to be a good
architect you had to be'a bit of a shit'. This
is often said about successful people, but is

it true? Was Ghandi'a bit of a shit'or was

Ghandi just an exception who proves the

rule? It was Cook, howeveL who made the

pertinent observation that the Conference
was over polite.

36

There was indeed too much courtesY

and too little certainty as to what would be

tolerated.
Everyone was alert to today's big issue:

ecology. But little progress was made in
showing how 'ecology' and 'architecture'

connect. Ecology is a science and if
architects are to make any contribution to

ecological issues such as energy
conservation, altemative methods of
construction, use of materials and

components made under non-exploitative
industrial conditions, then lectures are

needed from applied scientists, biologists,
material scientists and economists.

Early on in a plenary session of the
Intemational Academy of Architects, the

first issue of the magazine World

Architecture was rightly criticised for its lack

of critical edge and its failure to articulate
the voice of IAA (which is, as yet, a

fledgling institution). But one of the great
questions facing this magazine, the IAA
and any future East/West conferences, is

how far we can all go in probing the
questions that really matter - the questions
that lurk in the fissures between
architecture, economics and politics.

Uncertainty about protocol (and lack of
courage) made everyone pull their
punches. Could one have elaborated uPon

the relationship between architecture and

ecology by cross-examining friends from

the Eastern bloc about the quality of their
construction industry (they could have

counter challenged with some penetrating
questions of their own).

My own country, Britain, is far from
perfect in its quality control in conskuction
but, following several incidents and

controversies in the 1970s, quality in the

building industry has been improved as a

result of very heated public debate.

Earlier this year in Moscow the Russian

economist, Gennady Lisichkin, addressing
the new Congress of People's Deputies, in a
debate about the continuing list of disasters

- Chernobyl, Spitak, Ufa (the railway /gas
line explosion) - said,'Modem production
needs workers for whom discipline is an

innate human quality, like the feeling of
self-preservation or concem for one's

family, but these qualities are in short
supply.'And as I was accomPanied by a
Russian architect around the [nterArch
exhibition we discussed the problem of
quality in building, and how things had to

be made properly. He said Poor
construction undermined the architects
and the engineers in the USSR.

The Biennale did not talk much about
the quality of making things, one had no
sense of the truth that architects are in the
hands of their builders.

Nonetheless, good things emerged from
the conference. For example, the IAA
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revealed it has been w,orking on projects tcr

rebuild the town of Spitak, deskoved in the
Armenian earthquake (see Pierre Vagos
article).

And therr the IntemationalForum for
Young Architects unveiled a startlinglv
wonderful exhibition of Iakov
Chemikhov's drawings - this exhibition
was created by the art historian Catherine
Cooke and Chernikhov's grarrdson, Andrei.

c----d-*<=-

The West has tended to concentrate
upon his construchvist/suprematicist
phase - but Chemikhov's vein is richer and
wider than the geometries of abstraction.
And one of the lessons to be inferred from
the shoW one that I hope Westem art
schools w,ill get a chance to see, is horv
important is the discipline of good
observational drawing. Chemikhov
created fantasies but he also knew how tcl

see and interpret the w,orld of the'ser-lses:

his r,vork is a demonstration of the fact that
craft skill and conceptual skill irr art (and
architecture?) are entr,r,ined: conceptual
knolvledge is discclvered via craft
knowlege.

Architects talking about the'ir own rvork
are not often verv interesting; thev rt,ill not
tell vou about the cock-ups ar-rd the
disageements and the compromises - but
then r,vhat prclfessiorr does? Vru n'ould
have to gc-r a long lt,av to firrd a Doctor or a

Surgeon who admitted to a mistake irr
public. Arrd Kees Christiaanse, a Dutch
architect, kept his n,arts hidde'n tocl but he

gave an impressive analvsis of the prclblem
of urban planning in Holland, together
w'ith his own approach to urban housirrg
rvhich owes much to the garden citv
movemerrt of the earlv 20th Centunr I Iis

analvsis shorved horv ['lolland is gror,r'ing
into one large suburb: it is difficult to
distinguish betu,r'en ton,r1 and counkr,', arrd
The Hague, Rotterdam and Amsterdam;rre
wellon their n,a),to merging.
Christiaanse's u,ork, lvhich is in p-r.rrt about
maintairring an illusiort of a separation
betlveen the built environment and the
unbuilt, is to be discussed in a later issue.

lne'r,itablv Charles Jencks was one of the
stars of the conferL.nce; inevitablv because

Jencks alw,avs presents a thesis - he sets

dor,r,n marks, argunterrts and images w'ith
n,hich people can disaEee, He is
supremelv good at this and although his

erudition sometimes sounds fclrced, as

though he is determined to show,the r,vorld
he has done his homer,vork, he is good
value. He made a verv interestirrg
comparison betrveen
I M Peis architecture and the Westenr
phenomenon of designer-label luxury
stvle. The'u,ulgaritv of the designer-label
wares rests less in their qualitv (thev are
usuallv well made)but in their excess, their
lack of necessity Jencks seemed to think
that Peis lt,ork for the Louvre was in the
same category. He thought that Peis
pvramid was beautiful but said that beauty
on its own !r'as not enoup;h. That statement
appeared to make several people choke
with disagreement. Cood manners began
to crumble.

Peter Dormer
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Ch nritnbl e ttrgnrizntiotrs whi ch c nll
tltamselt es'ittterrt ntiut nl' ntd hold
c orf er e n c e s of te n ge n e ro te u, ttr thll
u,ttrds utitltttut gcttirtg L)e ry tnuch dttne.

The lnternntitntnl Acntlennl of
Arcltitecfs a/so suffers from n surfeit of
utords - orrd self -Ttrnise - ltut it is
haginrrirrg to estnblish n Ttrncticnl rttle
in educntiort.

Since its acquisition of the restored former
monastrv of Santo Kvriko, in the Rhodope
Mountains of Bulgaria, the IAA has been
running international workshops for
young architects. The first of these was
successfully held in Mav last vear. Led bv
Pierre Vago, the famous French architect
and IAA membeL the group of architects
spent three weeks working on-site on a real
project a few kilometres from the monastry.

The prolect consisted of studying a town
planning idea for the "Science Citv" of
Plovdiv Bulgaria's second citv to be built
orr a vast, virgin site, w,hich is fairly rough,
located beyond the farming zone and
extending to the south of the town. The
farming zone is of outstanding value and it
prevents the city from sprawling towards
the Rhodope foothills, r'r,here there is
alreadv a chain of little towns which will
eventually join up to form a linear citv
whose population could reach 60,000 or
more. This area enjovs a favourable climate
arrd ecology. What remained to be found
was the most appropriate technologcal
mearls for linking this Plovdiv extension
zone to the existing nucleus and centre, by
crossirrg the green belt, measuring between
4 and 12 km.

The creation of a Science City, in
coniunction with the existing cultural,
universitr,, industrial and commercial
amenities, should be such that it willgive a

decisive boost to the development of the
extension zone to the south.

The plan had two main elements: a
complex of scientific and technologtcal
buildings - laboratories and research
centres - and a top quality residential
development to house 5-6,000 people. The
aim w,as tcl prclvide future users with a
healthy life in an unpolluted atmosphere, a

naturalenvironment with public parks and
private gardens extending the wooded
landscape adjacent to the planned city. The
norms frlr the socio-cultural amenities and
for the housing w,ere of an above-average
level, so as to guarantee those who were to
use the scientific installations the best
possible living conditions.

Flexibilitv was an essential element of
the programme: the plans had to take
account of the possibilitv of future growth.

Plovdir,'s planners briefed the
participants several times about the town's

planning problems and described the
preliminarv research regarding the needs
of the future town. Several visits gave the
participants a picture of the historical city
and of the site. A modelenabled them to
check every aspect of the fairlv complex
layout. In addition, the research director
had a thorough knowlege of the situation
and of the problems of a town which he
had visited at least twentv times, since he
has been a member of the jury which had
judged the international competition for
the development of Plovdiv.

Of course, no-one expected a

three-week project to result in a

development project that could be used as

it was: such was not the organizers'
intention, nor the aim of those taking part.

The participants had been attracted by
the idea of collective working and friendly
confrontation with colleagues from many
different countries and backgrounds.
Brain-stor*i.g produced an astonishing
number of ideas, suggestions and solutions
for the design of the complexes as well as

for manv details, both through individual
contributrons and as a result of group
research. And from those often original
and bold ideas, the expression of actual
experience or very different sensibilities,
Plovdiv found some useful pointers for the
final plans.

Working collectively was effective but it
demands a methodology if it is to succeed.
Having introduced the programme and
explained the context of the project the
participants were formed into ten teams of
4-6 people - they more or less choose
themselves. Each team researched
individually as well as contributing to the
overall concept.

Their ideas were constantly challenged:
it was not a competition - all efforts had to
focus on a common goal and everyone had
to play fair!

At the end of the first week, the ten
teams had outlined 19 more or less

different ideas, (some groups having
developed several ideas or variants, while
others had reached a collective solution).
After each proposal had been analysed, the
number was reduced to six, and the
participants then regrouped for the second
stage, which was devoted to a more
detailed development of the ideas chosen
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as a starting point.
We werrt from a scale of 7 /2000 to a

scale of 7 /500, and from the organization
of functiclns on the site to a preliminary
study of communications, use of the
ground, three dimensional sketches,
volumetric expression, modular research
etc.

The third phase consisted of tidying up
the results, with the manv clarifications,
rectifications and modifications that this
stage entailed.

At this point, the discussion of ideas
increasinglv gave n,ay to the confrontation
(sometimes leading to conflict)of
individual views on the wav to design one
aspect or another of the individual, familv
social or cultural life of a group of people.
Nevertheless the spirit of collaboration and
adaptation to the constraints of team work
were, with verv few exceptions,
remarkable. The w,hole of the work
produced during the three weeks was
considerable - what was finally chosen
only represented a part of it, many good
ideas had to be abandoned.

A few months latel, a second Workshop
dealt specifically with the development of
the residentialsectors of the planned
Science Citv. Led by Professor Carl
Aubock, the forty-four participants more or
less follor.ved the methodological pattern
rvhich had been tned and tested at the first
Workshop. At the end of the workshop,
forty-one models of residential units were
presented, and twenty-five for grouped
accommodation.

And, as with the first Workshop, there
were several lectures which were not
necessarily related to the theme being
studied, but which enhanced the
participants theoretical and practical
knowledge in areas such as the importance
of the notion of space in architecture,

fl. Dahinden) or the possibilities of using
solar energy fl. van Loeij). Visits to a few
historical cities or new developments of
particular interest provided welcome
moments of relaxation.

A third Workshop took place in
September 7989: led by Felix Candela.
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The architect Richard Meier is

described in this review by Jonathan
Glancey as an arcadian architect.
Gtancey reminds him - and all of us

- of the words Et ln Arcadia Ego.*

* ltoo, death, am in Arcady.

To what extent is architecture a formal

game, a set of comPlex moves as

challenging as chess? To what extent might

such a high game be played only by the

privileged few? Do architects in the Third

World have the same opportunities as

those in the affluent west? What relevance

does the coolAmerican architecture of

Richard Meier, for example, have for the

poor or the oppressed? Precious little of

course. But should it have any relevance

beyond satisfying the needs, dreams and

desires of wealthy art foundations,

corporations and private individuals?

Start with the first question. When basic

social needs are met, architects and their

clients are free to indulge their imagination.

Such needs differ of course. Traditional

societies with some degree of affluence -
European, lndian, Chinese, Latin American

- have often chosen to provide the most

basic housing for the mass of the people

and to indulge in public, religious, ritualistic,

fetishistic architecture. Others, in

, Scandinavia, for example, have spread

1 what wealth they have had more evenly; at

I least in terms of architectural provision.

Yet even in the most affluent
industrialised countries there is still a need

for a basic social architecture - housing for

the poor - although considerably more

money is spent on pandering to the egos of

the wealthy, in containing art and culture, in

celebrating high finance and low politics. ln

industrialised culture the richest buildings in

terms of resources, design and quality are

those that have the least to do with social
provision. Great architectural talent is spent

on shopping malls and on speculative

offices. The poorest buildings in terms of

spirit, craft and quality of design input are

too often those where the Public
imagination is nurtured or the body healed:

social housing, schools and hospitals.
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The divide between expensive private
architecture and poor public architecture is

too often alltoo clear. So when you find an
architect, one of the architects of affluent
corporate culture, designing a hospital
there is a sense that there is some order,
some sense in the world. For Richard Meier
is one of those architects who has dined at
the tables of some of the most affluent
clients in the world. His latest, most secret
project, is the design of the colossal
monument to the dead oilmagnate, the
J. Paul Getty Center in Los Angeles.

But, although the new Eye Center of the
Oregon Health Sciences University, is

necessarily a multivalent building, housing a
number of complex and related medical
functions, Meier is able to translate even
this building into a symbol of successful
corporate culture. As one of the world's
most sophisticated architects, Richard
Meier is also of its most ritualistic and
fetishistic.

On one level, his buildings are beautiful,
cold, rational architectural games, as

complex as a Rubik's cube. Meier's
architecture presents an ordered optimistic
view of the world. The buildings are serene.
They are classicaland nearly always
presented without people. Meier's buildings
are pedect in the sense that an athletic
American movie star or a Greek temple is
perlect. lf poor, illor ugly people inhabited
them they would be intruders, upsetting an
image of geometric and constructional
perfection. You cannot be sloppy in a Meier
building. Humans have to live up to Meier's
architecture.

To get somewhere towards the distant
heart of Richard Meier's architecture, you
need to visit his New York office. Sited in a
scruffy paft of town in a big, bland
speculative development, the Meier office
is, as you might expect, perfect. Not
expensive, just immaculate. When I arrived
and waited to talk to Richard Meier, staff
administrators were discussing what
sounded like a new cleaning programme
for the office. lt could hardly be cleaner.
Nor could those who work here, young
architects for the most part tucked tidity

behind screens working at neatly ordered
desks, lined up on a miniature Manhattan
grid.

This is an office of white walls, silver
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aluminium blinds, grey carpets, black
furniture and exquisite models of Meier
buildings lined up on heroic plinths. The
models are excellent substitutes for the real

buildings, precise and lovingly made. Yet

here they have been taken out of context
and placed on plinths: an architecture of
disassociation. Meier's studio nurtures a
feeling that the architect as heroic
form-giver is stillcapable of taming the
nasty, brutish world of ragged nature and
human folly lurking beyond the purity of
white walls.

This prompts the question. ls Meier the
contextualist Amerlcan critics say he is?

Can this pristine architecture fit in to
contexts outside the loose weave of the
American city or the lush American
countryside? Certainly a Meier building is

unmistakeable whether in Barcelona, Ulm,
Frankfurt, Edinburgh, Oregon, New Jersey
or New York. Meier's buildings are a

corporate body, a family, each one growing
out of the one that went before. But to
what extent do they ever grow out of the
site? The answer is surely that Meier
knows how to make his buildings fit no
matter what the localcontext. He does not
grovelor pay lip service to surrounding
architecture. He simply adapts his own
powerful forms in terms of scale, richness,
sociability or isolation as seems appropriate.

ln the context of mature, battered,

Plnrt oi Tht F.rtr: Cctrttt', ()rt'ttut HtLtltlt -Sr'r'i'it't's
LIrri it'rsilu Portlnrti, ( )n'trrrr, I98tr-.99.

weathered, patched, complex and
refurbished European cities, Meier's
buildings are a little like a new refrigerator
plugged into a Victorian kitchen. lt makes
the kiichen a much better place to be. But
no-one, or at least very few people would
expect the refrigerator to resemble an old
oak dresser. Meier believes that a new
buitding should not pretend to be other than
what it is, although it can be designed to
belong in its own fashion.

'One of the contexts we might work in,

for example in Europe', says Meier in a
boardroom furnished with his own furniture
and drawings, 'is the quality of existing
buildings. You might, as in Barcelona, find
yourself challenged by buildings of great
quality, yet of extreme and diverse
architectural styles. As an architect you can
respond to that quality without trying to
copy the old styles. When there are so
many styles surrounding the site you are
given, which do you choose as your
starting point? Context is what you make
of it.'

Naturally when working, as he is doing
increasingly, in Europe, Meier is
preoccupied with the height and bulk of
buildings, but not necessarily with their
colour. Although experimenting gradually
with colour and with traditionalcladding
materials, he opts to build in dazzling white
wherever possible. White buildings, he
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says, are often less aggressively visible
than those built in more substantialcolours.

Meier's European buildings of the 1980s
are different not only in scale from his
American projects, but also in terms of their
complexity: they are more jewel-like, make
a greater play with planes and geometry
and have more complex plans. Although
still translucent, still bound by strict laws of
geometry the buildings seem far more
dense in terms of plan and ideas than those
in the United States. Meier's success with
commissions in Europe, is remarkable
given the fact that Europe has come to
terms with his work in the last ten years
only. He won the commission for the
Museum fur Kunsthandwerk, Frankfurt in

1980. Before that his work was exclusively
in the United States and then largely in

expensive private housing set in expensive
rurallandscapes. These houses, such as
the seminal Smith House in Darien (1967)or
the Douglas House in Harbor Springs
(1973)had little to do with any potential
European context. Rural retreats for
wealthy American professionals, they were
a starting point for Meier, but hardly likely to
win him the spate of European museums
that has followed in the eighties.

Yet the buildings are sophisticated in a

way that appeals to Europeans and to
Germans in particular, although Meier now
has work in Holland, France, Scotland and

,i
rl h'l

A.rrrrrrrrrrt'lric rrl t/tt'
Mustturr ittr
I lnr r dktr rt stit, t rk, F ru t r ki urt
1 98 I -84.

45



jii;i 
+ar,lil*,,,''.'.ii,":l I

A Mt:itritrrttsc i,s rttt

r'icgrntt irrtrudtr, t slip p11

illc sca ttf rtttwt': t,it'iu

f rorrr tltt ultptr tlt'ck; of tltt'
Wr'stc/rcslrr Hrrtrst'.

46

o
F
U)
IJJ

F

o
I
(,z
(,
Lr
J
o
=F
I(,
E
(L
o()
U;r
(L

c(
ooF
o
I
o-
u,
U)foI
c(
Lr..lFa
LL]
T
OF
a
Lrl



i::r4--

./

iffi
ITrI
lmr'bEr
E E

--

Wcstclrcstt'r /totr-sc furttci lc-s

douln in nffal Anu:rica, d

cottantll\rary finLi

dttn rc st ic rt' in t c rpt rc t a t ott ol
tlrc Graak ten4tle .

Lcft turd far ltit:
O t tl t1 c t'tt r r t t' c t : st 17 u t t t c c of
ir t t e rc ot urc c t ing ft )(),lt.s,

lrririgcs, cul-olls, t,tci(,s

itrto artLl ttut of tlu:
Westcltastcr Hrrttsc.

Amrplu ritrrnt'slic
ge \nE t nl : el t't, a t ittrt of
Wt'stcltcstar Htnrsa

shozoirrg Meitr\
clmrac t e rist it b alattc t' of
curttt'd atd flat surfnccs,

uthite plarrcs,

c I rc q tt e r - h tta r tl u, it uilnt s,

ext e nrul st airs, tnutic al
ra il i r t gs a r ul sl ru dou,s.

I

I

I

_t
I

I

I

I.- -+- ,-
l

I

I_ -__l

l

47



Catalonia. The connection is first and
foremost the Bauhaus. Meier's houses
connect directly to the Bauhaus in spirit and

even in form despite the gulf of years
between Dessau and the Museum fur
Handkunstwerk. They also refer to the
work of Ludwig Mies van der Rohe and
they have a similar aesthetic or presence as
some of the best German consumer
products from BMW cars to Braun electric
goods: white, clean, romantic and
bourgeois. Perhaps Meier's own German
roots have something to do with this affinity.

Whatever the case, his contacts with
Europe have fed back to American
projects. The new houses, the Ackerberg
House, Malibu, California (1984-86), the
Grotta House, Harding Township, New
Jersey (1 983-88) and the Westchester
House, Westchester County, New York
(1984-86) aretar richer in terms of plan and

elevation than the earlier American houses.
ln many ways, although designed for
private lives, they have allthe hallmarks of
Meier's public, urban, European
architecture. The spaces inside and out are
concerned with public display, except there
is no public as such in remote areas of rural

America. The rooms are high and lofty,

overlooked by galleries, giving on to
balconies. Space flows, rooms connect.
Given the high quality of furniture, aft and
possessions on display in these houses
they are really private museums, family aft
foundations, intimate public spaces built for
strictly private consumption and
meditation.

They are a luxury. Yet the architecture is

restrained. There are no extraneous
details, no surface decoration, no
decorative motifs. The richness of the
domestic geometry is played out in white
forms, the artifice competing with and
complementing abundant nature. The craft
element - and Meier's buildings demand a
high levelof craftsmanship - is in the
construction of these houses and not in any
attempt to represent nature. Nature and
Meier's houses stare out at each other,
rivals and partners.

It might be argued that they compete
with each other or equally that they
complement one another. Meier's houses
do not engage directly with nature, they are
not part of the surrounding soil like a turn of
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the century Arts and Crafts villa. lnstead
they offer their inhabitants perfectly framed
views or else detached contact with their
surroundings. So each house is generously
provided with balconies, designed like the
decks of ships - the railings are decidely
nautical. Residents walk along the decks
looking out from their modernist,
materialist, beautifully built ship across the
wild sea of nature. One of the strengths of
Meier's architecture is this acute dialogue
between the world God has created and
the world man has made.

Although he has brought European
influences to play in recent American
houses, it can equally be argued that in
subtle ways Meier has taken a relationship
between nature and architecture from a
ruralAmerican context into the centre of
European cities. The Museum fur
Handkunstwerk, for example, acts as a
frame and foil for the parkland in which it

rl.rturtrnrt,lric, Citv Hnll Lutd Librirlt, I'lrc Hrrgrrr', 19tit,-

sits. Despite the enclosed nature of the site
Meier has allowed nature to breath. The
musem has a distinctly natural setting
despite its urban location.

Turning back to North America, it is

fascinating to see how Meier has learned
from the European city in the context of the
sprawling provincial American town where
there seems little context beyond the one
that the architect creates. The new
Bridgepoft Center in Connecticut, for
example, is set down in a nowhere place.

There are no surrounding buildings. Only a
freeway drives a concrete path across the
site. There is no obvious context. The
problem for the architect is to define what
sort of p/ace is to be created. What Meier
has done is to design what is essentially
hundreds of thousands of feet of lettable
office space in a guise of a city in miniature.
He has urbanised, if you like, a slice of no
man's land. Here Meier owes a debt to his
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European experience,
It is at the Bridgepoft Center that Meier

has begun to work with more traditional
materials. Aside from his hallmark white
porcelain-steelcladding, he has chosen red
tinged granite. The red is picked up from
the renovated Barum Museum which forms
a part of this commerical and cultural
scheme.

The logicalextension of this
experimenting with new materials is the
J Paul Getty Center, a building about which
Richard Meier is still loathe to talk. Perhaps
it is early days. Perhaps the building will
prove to be such a magnet for press and
publicity that the architect is trying to stave
off the day when the journalists descend on
this Californian complex in hungry droves.
Whatever the case, the Getty Center will be
composed of a number of hillside pavilions
clad in stone. These willclimb up the ridges
and contours of a wooded hilloutside Los

Angeles. The current model suggests
some affinity between this architectural
complex and Hadrian's Villa in Tivolito the
south of Rome. ln fact with its pools and
gardens, grand reception rooms, libraries,
offices and auditoria, the programme of the
Getty Center seems little different from
Hadrian's arcadian palace.

ln terms of Meier's grand architectural
scheme, this makes some sense. However
complex the forms, his buildings are always
classical in spirit. They have the same
rarified relationship to their surroundings,
the same austere grandeur, the same cool,
calm collected sense of detachment.
Perhaps this is beginning to change as
Meier works increasingly in a European
context. lt is not simply a question of
buildings having to fit into what are often
tight grids of narrow streets or otherwise
awkward spaces, but that cities like Ulm in
West Germany and The Hague in the

Netherlands demand an architecture that
reflects their civic values. These are less

bombastic, less authoritarian values than
those that held sway before the Second
World Wal although the Netherlands has
long been a modelof sane, liberal
democracy.

These two buildings are worth looking at
in some detail because they represent the
fundamentally different values that inform
the work of an architect whose background
was in building for wealthy private
individuals or institutions.

Both the City Halland Library in The
Hague and the Exhibition-Assembly
Building in Ulm are civic buildings, very
much open to public use. The building at
Ulm is one of Meier's most open in terms of
plan and elevation. lt is being built in a new
cathedralsquare, also designed by Meier.

Meier's building faces the medieval
cathedral with its sky-piercing, late
nineteenth-century spire. Meier has
designed the new building so that it offers a
considerable degree of pedestrian
movement through, up and around it. This
allows casual visitors to use the building as
a kind of public viewing platform. Not only is
it friendly in this sense, but the structure of
the building, although quite cleady the work
of the Meier office, adopts a sequence of
three pitched roofs to echo the terrace of
traditional houses behind. Naturally they
are made of glass and steel rather than the
older buildings' timber and tiles, but the
townscape value is the same.

ln terms of urban planning the Ulm
project pulls together a number of
disparate civic functions that once littered
the city centre in a number of unrelated
minor buildings and intrusions. These
include the city tourist bureau, a restaurant,
shops, an exhibition hallas wellas public
viewing platforms and galleries. So this is a
building that tidies up the city centre,
provides new public amenities and creates
a civilising barrier between the timeless
values of the great cathedral and the
commercialdemands of tourism. The
easiest decision for Ulm would have been
to build some folksy Hanseland Gretel
houses picking up directly from the old
architecture. lnstead Ulm has opted for a
demanding architecture that, in less
sensitive hands than Meier's, could have
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gone wrong. As it is this is the most
generous and connected of his buildings.

The Hague project is intriguing. On the
one hand such a building represents civic
pride, the dignity, stature and character of
the city and its employees. Yet it must also
represent openness and democracy,
essential ingredients of Dutch thinking. And
it must fit in to the grain of an established city.

Has Meier succeeded? He has made full

use of the city because, on plan, the new
City Hall slides into the centre of The Hague
like an ocean liner come to berth. The south
east elevation reveals a building with decks,
portholes and three funnels and an overall
outline which suggests a ship with pointed
prow. Unlike a ship, however, the building
opens up into the surrounding public space
guiding pedestrians into the heart of its
structure. The central hall is more
problematical. From the drawings it looks
rather terrifying, a vast internal space that
seems at odds with Dutch ideals of small

scale domestic landscape.
lnterestingly, Meier has populated the

interior perspective drawing with Dutch
characters of the seventeenth century.

Dutch burghers admire the grand hallfrom
the balconies and stair towers; a boy
chases a dog and the architect himself,
plans in hand, reveals the interior to the
onlooker. lt is a nice conceit. lf anything this

space seems overuuhelming, too lofty and

cold to reflect homely, democratic Dutch
values. On the other hand it might be

argued that the Dutch, like Meier, are also
suspicious of decorated spaces and that
this civic hall represents the virtues of
economy, restraint and decorous rather
than decorative behaviour. lts very
chasteness is a virtue.

ln generalthe European experience

appears to have insured that his distinctive,
overtly Modern style of geometric

architecture will develop further. Although,
like a good classicist, Meier plays the high

game of architecture within a set of rules,

he is obviously not in danger of quoting
himself to the point of parody. Unlike Post
Modernists, Meier is not ironic. His is not an

architecture of wit, playfulness or jokes.

Richard Meier is a serious architect. But
buildings like Ulm show that he is

developing along a trajectory that promises

to soften the focus of a hard-edged,
machine based architecture.

Nonetheless, looking at the immaculate
photographs taken by Wolfgang Hoyt of
the private houses, one senses that like

Frank Lloyd Wright, Meier would, given the
opportunity, wdk round the houses and in
front of the owners' noses hurlobjects he

disapproves of out of the window. ln a

sense each building Meier designs is a
museum, a structure that willoutlive
f ashionable styles of architecture.

His architecture is Arcadian even when
set in the city. This reminds me of two
quotes, one anonymous dating from
antiquity, the other from the lrish poet
W B Yeats. Dedicating a poem to the lone
lrish fisherman, symbol of Arcadian
innonence, Yeats writes that before he died
he would like 'to write him one poem, as

cold and as passionate as the dawn'. Cold
and passionate? lthink Richard Meier's
buildings could be described in just this
way. The other is the inscription Poussin's
shepherds discover on the hidden tomb,
the first symbolof death, of museum
culture if you like, that these Arcadians
have ever seen. They seem shocked by the
words: 'Et ln Arcadia Ego'. ltoo, death, am

in Arcady.
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medical facilities, museums and
commercial buildings. Among these, his
Twin Parks Northeast Housing, Smith
House, Westbeth Artists' Housing,
Douglas House, Bronx Developmental
Center, Haftford Seminary High Museum
of Art, Atheneum and Museum for
Decorative Arts have won National Honor
Awards from the American lnstitute of
Architects.

Meier has received many other awards
for his work, including the Arnold Brunner
Memorial Prize from the National lnstitute
of Arts and Letters in 1972 and the R.S.
Reynolds Memorial Award in 1977 .ln 1984,
he received the prestigious Pritzker
ArchitecturePrize and, most recently, in

1988 was awarded the Royal Gold Medal
by the Royal lnstitute of British Architects.
ln 1980 he won an internationalcompetition
for the Museum for Decorative Arts in

Frankfurt, Federal Republic of Germany,
which opened in 1985, The acclaimed High
Museum of Art in Atlanta, Georgia was
completed in 1983 and in 1984, he was
awarded the commission to design the
J. Paul Getty Center in Los Angeles,
California. The office recently participated
in the international competition for the new
Bibliotheque de France and is currently
working on office buildings in Paris, Munich
and the Hague.

Meier has taught at Cooper Union,
UCLA, Harvard University and Yale

University. His work has been widely
published in many internationaljournals and
books. A monograph was put out by
Rizzoli lnternational Press in 1984 entitled
Richard Meier Architect. His projects -
furniture, paintings, collages and
architectural drawings have been widely
exhibited, and he has lectured extensively
throughout the United States, Europe,
South America and Japan.

Richard Meier became a Fellow of the
American lnstitute of Architects in 1976,
and received a Medal of Honor from the
New York Chapter of that organization in

1980. ln 1983, he was elected to the
American Academy and the lnstitute of Arts
and Letters, and in 1984, the French
Government honored him as an Officer of
Arts and Letters. ln 1987 he was named an
Honorary Fellow in the Royal lnstitute of
British Architects.
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RICHARD MEIER

A BIOGRAPHY
Richard Meier received his architectural
training at Cornell University. He
established his office in New York City in
1963, and since that time, his private
practice has included residences, housing,
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Dieter Bnrtetzktt reue sls the politics and the diletnmas of Frankfwt's

uttpre ce derfte d ntuseunt prlgrfintnrc. He firgLtes thnt tlrc current
nrcga-nutseunt httttnr itt the ciry is rooted in left utitry unrest of the lnst 7960s

nnd cnTtitnlist cttnrytetititerrcss of the 1980s. Contrortersinlly he nsserts: the

stnging ad Ttrasattntiorr of exhibititttts in Frnnkftrt has renched a zenith hut
their e tlucntittnal nntl irrtellecttrctl rtalue are hended for a rtnclir.

It w,as durirrg the late 19th centunl a period
besotted bv boulevards, that the River
Main in Frankfurt n,as first discovered as

the citvs natural - and sole - axis. Here it
rvas effortlesslv possible to achieve n,hat
had never beerr able to be done in n,hat, at

that time, was stilla medievallv narrorv citv
centre: to erect large arrd magnificent
buildings r,vith arr impressive perspective,
surrounded bv opren spaces to heighten the
effect.

Thus, irr 187t1, n'as founded the
neo-renaissclrlce palace of the'Staedel', the
still irr terna tiona IIv renorvned Fr.rnkfurt art
gallerv. Horvever, the private builder-
o\,r,r1ers'grip on the sought after larrd on
the bank of the River Main preverrted
further mllseums. lrrstead spaciclus villas
were built surrounded by extensive'parks.
(Both \\,ere later to form the basis of the
Museum Bank.)

Orre of these villas, the residence of
Baron Liebig, built as a picturesquely
elegant fantast, castle, came into the citv s

possessiorr in 1909 as alr endowment.
Furnished n,ith a neo-baroclue gallert,
w,alk, the ensemble served from then on as

a museum oi sculpture (liken,ise rapidly
gaining international recognition).
The other museums managed as best thev
could with inadecluate buildings in the citv
centre.

The massive devastation of the Second
hbrld War reduced Frankfurt's museum
space to a minimum. In spite (or because)
of the so-called economic miracle no aid
was given and the museums remained
predominantlv dependent orr relief
quarters or emergencv accommodation.
Onlv the Staedel, rebuilt after w,ar damage,
and the Liebighaus were able to function
satisfactorilv.

In the earlv seventies the situation
changed overnight: the River Main was
once again discovered as an axis and the
idea of the'Museum Bank' as an
unintemrpted series of all Frankfurt's
impclrtarrt art museums was born. The
turnabout in urban development and
culture is unthinkable without the anger of
Frankfurts population which preceded it.
For years the city and its environs had been
exposed to totally unhampered
speculation. Large demolition areas, the
loss of historical buildings (already
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depleted by the war), the displacement of
the resident population arrd the desolation
of citv life were the consequence. Thev
forced the city and its architectural image
to the verge of being faceless and lacking
anv identitlr The student urrrests of
1968-69 (particularlv fierce, in Frankfurt)
were the result.

In the following morrths the number of
house occupations, house battles, (at times
violent) and demonstrations increased.
Citizen action groups, protests for the
preservation of monuments and town
planning experts joined them. Finding
itself under pressure the council ageed a

new urban development plan.
Alongside these pan-social movements

it was the in-coming Cultural Deputv
Hilmar Hoffmann (still in office) who
initiated the cultural change and, indirectlv
the change in building aesthetics, too. ln
spite of four changes of Lord Mayor and
supported by the head of the building
department, Erhard Haverkampl and the
art historian and later director of the
Frankfurt Museum of Architecture,
Heinrich Klotz, he put his programme of
'Culture for All'into action.

They had calculated correctly: today
Frankfurt is regarded as one of the most
atkactive and lively major cities in the
Federal Republic, it enjoys an international
reputation as the "David of the
metropolises" and has added the
(profitable) image of being a stronghold of
cultural life and post-modern architecture
to its long held reputation as a

hard-headed centre of finance and trade.
Its most illustrious evidence for this: the
almost completed Museum Bank.

Fourteen art museums and exhibition
halls either already at work or shortly to be
completed can be counted here. Alongside
the established museums of painting,
sculpture and arts and crafts, there are four
new establishments to be found: the
museums of film and of architecture, the
Schirn Art Gallery and the Museum of
Modern Art. In addition there has been a

re-establishment: since November 1988
"The Jewish Museum", whose predecessor
was destroyed by the Nazis, has been
housed in the former Rothschild Palace.

Architecturally, the Museum Bank is
Frankfurt's most shining contribution to

Richard Meier is another prominent
name on the roll of honour of Frankfurt's
post-modern resurgence. Meier designed
the Museum of Arts and Crafts: three
transparent, white cube constructions in
which Walter Cropius's Bauhaus severity
appears playfully broken and in addition
the classicist cube of Villa Metzler (the
origrnalbuilding of the museum), built in
1809, is quoted and respected as the fourth
cube of the ensemble.

The position of the historical collage
European post-modemism and the
preservation of monuments: seven
historical villas, previouslv threatened with
demolition, have been rescued as key
buildings for the new mriseums, two
palaces important to the city's history and a
gothic cathedral destroyed during the war
have been rebuilt, all of these surrounded
by a sparkling necklace of architecturally
post-modern jewels. A few of these
sensational new buildings will be described
in greater detail: as a representative of
European post-modem rationalism
Oswald Mathias Unger created the pioneer
building of the Museum Bank with his
German Museum of Architecture. In this
he added an unimpassionedly capricious
'house within a house'into the hollor,r'ed
out, restored facade shell of a neo-classicist,
monumental villa.

tendency, akin to Robert Venturi's'Learning
from Las Vegas'is represented by the
'Museum of Modern Art', only a few steps
away from the Main, whose creator is

Hans Hollein. He used the delicate
situation of abizarrely old-city, triangular
plot of land to produce a spectacular result.
A playful and yet monumental building
emerged which some admiringly describe
as a "wedge" and others contemptuously as

a "slice of cake". As soon as the last
scaffolding is removed we will see what
figure the shortly to be completed building
cuts,literally overflowing as its does with
quotations from ancient Cretan, gothic,
baroque and classically modem
architecture.

Architect Josef Paul Kleihues (famous as

director of the Intemational Building
Exhibition in West Berlin)is responsible for
the'Museum of Pre and Early History'
which opened a few weeks ago. He had
the exterior of a late gothic monastary
church which had been badly damaged in
the war completelv restored. In contrast,
the interior displays a fascinating
combination of restored sections with a

network of vaults, sandstone pillars and
tracery windows which are confronted by
radicallv new functionalist structures.
The new building enclosing the church is

controversial. Critics have accused
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Kleihues of being insensitive to the church's
structure and the bordering housing.

In tune with the latest tendencies of
p<-rst-modem building, so-called
'Deconstructivism', the'Post Museum' is

currently nearing completion. Peter
Behnisch designed the building which
complements a villa from the Period of
Promotion. Behnisch - who became
intemationally famous for his tent-like
structure to Munichs Olympic complex -
is now undergoing rehabilitation as a late
modem classicist with his Frankfurt Post

Museum. And at the same time Frankfurt
can add an architectural representative of
the - as mentioned earlier - latest
deconstructivist trend to its list of
attractions.

Enough of isolated examples: the total
Museum Bank project is about to be
completed and at first glance it has proved
itself on every level and has been justified:
the newly opened museums such as the
Museum of Architecture or the Museum of
Arts and Crafts have recorded re.cord

numbers of visitors and the old established
museums likewise seem to be profiting
from this boom with increasing numbers of
visitors. Frankfurt'.s tourist industry which
has been in decline fclr decades is making a
strong recovery: but it is not onlv peclple on
educational tours rvho are visiting the
Museum Bank in ever greater numbers. It
is also those hordes of people on business
t ipr, visitors to the fairs and other
employees of international companies for
whom Frankfurt previously was a citv that
was to be almost fled from once the
business deal or negotiation had been
completed. These passing travellers are
now exte,nding their stays here because of
the attractive cultu ral opportunities.

For some vears nort, Frankfurt has
allocated 72o/o of its total budget to the
Department of Culture and thus leads all
major European cities. About 724 million
DM were invested in cultural buildings up
to 1987, in 1989 circa 2.5 million visitors are
expected and there are currentlv some
34,000 sq m of exhibition space available.
Even so, this investment in culture is

causing the council headaches.
Behind the scenes of official harmonv

between all the museums residing on the
banks of the Main trouble has been
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brewing mightily; driven by fear of falling
behind compared to the ne\^,museums, the
old established galleries - the Staedeland
the Liebighaus - insisted on elaborate
extensions. These extensions are now
under construction and both are burdening
the citv's firrances w,ith additional
expenditure.

The Museum of Ethnology, planned as

the last of the spectacular ne\,\,building
projects, hit the headlines in the regional
press a few n,eeks ago. The reason: the
pnze n,inning rre,w building which is to be
built behind the already, existing Period of
Promotion villa used bv the museum
rt,ould cost 62 of the museum's magnificent
trees. Particular rveight has been lent to the
civic protests against the felling of the trees
bv the fact that a new council, formed by
Social Democrats and Greens, has replaced
the Christian Democrats. The question of
rvhether the building should go ahead or
nature be protected is turning into a test of
the nerv citv government and its red-green
pro8ramme.

Main problem number three: the
stretched financial situation of the city
makes the urgently needed creation of
additional posts in the cultural sector (from
attendants to academics) almost
impossible. The administration and new
acquisitions budgets of the individual
museums are stagnating with the result
that so-called'ltalian' conditions are setting
into the institutions. Put bluntly: exhibition
rooms are remaining closed for hours or
days at a time due to a lack of personnel,
and new acquisitions to extend current
collections are beco*i.g difficult to
arrange. The latest, much discussed,
example is the purchase of an antique
Roman statue which was bought from
Lord Feversham's collection by the
Liebighaus for an estimated 1.8 million DM
(the authorities refuse to publish the exact
sum). The purchase only went ahead as a

result of all other Frankfurt museums
making their acquisitions budgets available
at short notice. Whether and for how long
such emergency measures will last is in the
stars. The directors and Cultural Deputy at
least are putting their hope in future donors
and sponsors; a hope that is clouded by the
possibility of thus falling into a
dependency relationship.
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Competition is the catchword in the
delicate balancing act that the museums
together with their directors and the
Cultural Deputy and treasurers see

themselves forced into. For within the
Frankfurt museum scerle a competitive
atmosphere has broken clut. There is a

feeling of being forced to outdo each other
rvith sensational and attractive special and
major exhibihons. A competition that is
increasinglv at the cost of exhibition
quality. Put polemically, it can be said that
r,vhilst Frankfurt's museums' staging and
presentation of exhibihons have reached a

unique organisational zenith, their
educational and intellectual value, in
cclntrast, are headed for a nadir.

Competition also determines the
relationship with other large West German
cities who one is trying to outrun if not de

Ttrre then de f acto. The chief opposition on
the cultural scene comes from the
traditional centre of art and culture:
Cologne.

Currently the two big cities are at
stalemate: Cologne has replied to
Frankfurt's Museum Bank with the gigantic

- and no less successful - new building of
the Wallraf-Richartz Museum/Ludwig
Museum whose art collections, spanning
the earlv Middle Ages right up to
contemporarv art, have much of high
calibre to offer. This spring, Frankfurt
began its successful attempt to establish
itself alongside Colognes Art Fair as a

centre of modern art with its 'Art Frankfurt'.
It remains to note that ever increasing

building costs and supplementarv
demands from long finished projects are
not only occasionally making the city
treasurers' hair stand on end in horror but
also that of a section of the population and
that in the wake of the change in city
politrcs so-called alternative culture and its
representatives are formulating urgent
demands. Suntnra sumntarunr: the Museum
Bank stands and the problems are piling up.

Nonetheless, scarcely anyone (even
vvithin the new council) doubts the sense
and glowing future prospects of the
project. What these are based on and what
the new city administration strll hopes for
today was formulated publicly and in all
clarity in 1986. The then leader of the
building department (voted off after

Scltint Art Cnllcttl

internal party wrangles), Herr
Haverkampl pronounced the following
intentions and reasoning in a series of
articles in the'Frankfurter Allgemeine
Zeitung': according to Haverkampf
'Frankfurt is experiencing the ups and
downs of the world economy in the very
capillaries of its consciousness, the fever of
expectation of new economic and social
projects'.

There are demands and competition in
terms of Europe's domestic economy -
competition with Paris, London,
Amsterdam or Luxembourg to be the
headquarters of the future European
Central Bank or other pan-European
offices and organisations. Haverkampf has

written on the inescapable necessity to
preserve the Main-metropolis as an
attractive headquarters of international
(world) trading concems and as a centre of
worldwide economic and administrative
integration. He also describes the vision of
a metropolis of post industrial societyr And
Haverkampf went further, he said'Culture
industry has now attained the upper ranks
of significance in the sector . . . promotion
of culture industry in Frankfurt therefore
primarily means the linkage of growth in
this branch of the economy to Frankfurt as

its centre'.
Seen in this light the Museum Bank and

the projected megalomanic office and
services centre, 'City West' (O M Unger is
planning about 16 multi-storeys as centres
of a mega-adminisfrative city)are two sides

of the same coin. Or altemately,'City West'

and the Museum Bank are the two
architectural and functional fixed points of
a Frankfurt that, if it wishes to survive as a

metropolis, must become'the seat of a
European Central Bank, a place with
significantly greater handling volume of
credit granting in the Eurodollar market, a

headquarters of the highest centrality for
culture industry as well as other trading
centres of transatlantic threshold
countries'. This at least is Haverkampf's
perspective - and also that of the new
red-green council.

One can see that there is a yawning
expanse between the societal and social
utopias of a 'culture for all'and the'urban
management'of a culture industry that
promotes competition. There are chasms
between the Olympian architectural
aesthetic heights of post-modern museum
palaces and their intended exploitation in
ruthless economic competition. Whether
culture will act as an executive assistant of
ice-cold management or as a basis for a neut

urbur cortditio humqnuru (Haverkampf) has

yet to be seen. One thing, howeveg, can be
seen in Frankfurt: a city regenerated in
terms of its architectural aesthetics and
social programme with a diverse cultural
offering which in terms of quantity (if not
always quality) has yet to find its equal.

The race, however, is still on: plans have
already been announced for an enorrnous
museum of industry, there are already
ground plans for Frankfurt's first large
screen cinema which is to outstrip the film
theatre in Paris'parc de la Vilette and be

the biggest in Europe, and the new Lord
Mayor, Volker Hauff - with an eye to
London and the building renaissance in the
Docklands - is advocating the renewal of
Frankfurt's slum-land dock area as a

residential and cultural district.
'Mainhattan', a term of abuse only a few
years ago, could soon be taken as a

compliment for the'David of the
metropolises'. David's diadem - whether
one detests or adores it - is spread out on
the left and right of the Main. Its name: the
Museum Bank.
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Can anvone have failed to notice that the
Louvre museum has a new main entrance,
in the form of a large glass pvramid, plumb
in the middle of the Cour Napoleon? The
pvramid has attracted saturation media
coverage since I. M. Peis designs were first
unveiled in Jarruarv 1984.It contains such
facilities as the modern museum-going
public is deemed to need; opened for
business last spring and cost nearlv L200
million to build.

Yet the pyramid represents only the first
phase in plans to make the Louvre into the
world's largest museum. The second phase
of the works, lvhich are expected to cost
almost twice as much again, are scheduled
for completion in1995 /6. They entailthe
complete reorganisation of the museum,

lvhich is to be increased in floor area to a
staggering 180,500 m: - nearlv 45 acres -
of which just over half is to be devoted to
back-up services (conservation workshops,
administration, staff rest rooms and the
like). Even so, public exhibition and
reception spaces are to be more than
doubled in area, from 36,400 mr to
88,000 mr, so that many exhibits
pre\,'iously tucked awa\/ in the reserves can
be shown, and an anticipated 5-6 million
visitors a vear can be accommodated.

When President Mitterrand first
announced the "Crand Louvre" pro;ect in
September 7981, only a few months after
being elected to office, he made plain State
promotion of cultural projects in general
and museums in particular was not to be
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corrfirrccl to Paris. Muscums are notv a

national golvth industnl Visitor trumbers
ha'"'e increasecl on a\/L'rage br, 36% over the
past five vears and cotrsiderable sums of
public nlonev are being spent, natiotrrt'ide,
on nerv buildirrg trtrd "rejur,,r'naticltt"

programmes intenclecl to m.rke museums
into user-friendlv convivial prlaces likely tcr

attract a vastly increased public comprised
of locals and tourists alike.

The Culture Ministrv has spent
f 90 millic)n or1 444 such projects since. 1982

and now has an itrcreaseci budget, to help
"prcvincial museums plat,a naticlnal or
international role". The corrtemporarv art
muscurrl content of Nclrman Foster's Nimes
Mediatheque'proiect, for example, is ttl
receive 45% State subsidv. Central
government is also bearing 40% of the cost

of relocating the Clermont-Ferrand Firre

Art Museum to specialh'converted
prenrises in Montferrand old tort,n; 24o/o of
the costs of building a ne\v archaeologv
musellm, to desigrrs bv Hc'nri Ciriar-ri, at
Arles; 40o/o of the cost of rehabilitating the
Rouen Finc'Art Museum to designs by
Andree Putman; and nearlv h.rlf the cost of
building a nerv fine art museum at

Grenoble, among manv other projects.

Virtuallv every nluseum in the country
rt,ill have been "rL'vived" over the next ten

vears, according to Cermain Viatte, who is
in overallcharge of major rr.rtional and

state-funded museums. The current
interest in museums has been stimulated
bv the prospect of post- 7992Europe, he
savs, r,r,hich has n-rade French ton,ns and
cities ever more anxious to assert their orvn
identities. To that end, rnuseufirs crr€ no\v
being encouraged to seek private funding
and sponsorship, for new, accl-risitions,
special exhibitions and the like. Bv

becoming open to the present arrd
attracting private patrons, savs Viatte,
museums are becoming "places clf civic
confluence".

Although highly political, the growth of
museums in France is no simple party
political matter. The process was already in
train before President Mitterrand was first
elected to office in Mav 1981. Indeed, an
entire suite of permanent displavs had
been inaugurated onlv two months
beforehand, at the National Museum of
the Renaissance - itself created in 7977 in
the 16th centurv chateau at Ecouen,
19 kilometres north of Paris, with the
principal purpose of putting on public
show; in an appropriate setting, important
national collections of Renaissance
tapestries, ceramics, furniture and olTefs

d'art previouslv hidden away in the
reserves of the Cluny museum.

Among other results of mid-1970s
initiatives are three rlew museums
designed by architect Roland Simounet.
Two are entirely new buildings: a regional
museum of pre-history at Nemours
(Simounet won the commission in
competition in 7974 and the nen,museum
w,as inaugurated in 1981) and the new
museum of modern art at Villeneuve
d'Ascq, near Lille. This museum was
designed and built to house a family art
collection donated to the Nord region by
Mr and Mrs Jean Masurel. Simclunet won
the commissir-rn in competition in 7978 and
the new museum opened in 1983.

The third of Simounet's new museums is
the Picasso museum, in Paris, created by
converting a fine 17th century lttttel

particulier to house works from Picasso's

personal collections, acquired by the State
in lieu of death duties. Simounet's
conversion plans won a limited
competition in 7976. The exterior of the
building was restored by the Monuments
Historiques department, but the

58



conversion proiect was beset by
bureaucratic problems which Mitterrand's
incoming govemment managed to resolve.
Works were begun in 1983 and the new
museum opened in 1985, at an estimated
cost of about€5 million (at 1985 prices).

A still more expensive inheritance from
the previous regime were two brand new
national mega-museums planned in Paris
by President Giscard d'Estaing. Both were
to be created by converting immense
disused buildings which had long been a

source of political embarrassment.
A science and industry museum four

times the volume of the Centre Pompidou
was to be made by converting a truly
gargantuan 1960s concrete structure at La
Villette, on the north-eastern fringes of
Paris. Conceived as the world's biggest and
most modern meat market, on a scale

intended to rival Chicago, this building had
been rendered redundant even before it

was completed, because the introduction of
refrigerated lorries meant it became far
cheaper to transport frozen carcasses to
Paris than live animals for slaughter. Meat
trading dwindled at La Villette and the
abattoirs were closed down in7970,
leaving this spectacular monument to
political misjudgement and mis-spent
millions.

Competition-winning designs by
Adrien Fainsilber, approved a few months
before the May 1981 election, envisaged
the conversion of the main existing
building and the use of the surrounding 55
hectare site for a public park, laid out with
lakes and avenues of trees , " ala franqaise".
President Mitterrand made the design of
the public park the subject of an
intemational competition (won in 1983 by
Bemard Tschumi) but decided that, after
some modification, Fainsilber's conversion
plans for the museum should go ahead.
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Although incomplete, the lre\,\'Cite des

Sciences et de l'lnduslrie opened to the
public irr March 1986 (to coincide rvith the
space probe of Hallevs comet). The t450
million budget ran out, leavirrg 25% of the
available exhibition space emptv and
unused. Nevertheless, the facilities that
have been provided - n hich include
libraries, special attractiorrs for chidlren, a
planetarium, full-size models of spacecraft,
interactive computer games and manv
other aids to understanding "man and
societr,'s scientific, techrrological and
industrial explorations", in a choice of four
larrguages - attract some 3 million visitors
a )/ear.

The other major museum project
inherited from President Giscard d'Estaing
lvas the conversion of the former Orsav
railn,ay terminus and station hotel, for use

as a museum of 19th century art. Designed
bv Victor Laloux and completed in 1900,

the existing station buildings had long been
considered to be in the worst possible taste.

Numerous redvelopment projects had
been considered o",er the vears, including
one bv Le Corbusier. But after the public
furore surrounding the demolition of Les
Halles in7977-4, there was a sudden vogue
for retaining arrd converting redundant
buildings for nen,purposes. After a limited
competition rn 7979 , Colboc, Bardon and
Philippon were appointed architects for the
neu, Orsav museum. Thev r,\,,ere asked to
redesign their scheme several times and
Gae Aulerrti was brought in, a vear later; as

irrterior desipTrer. A fifth redesign was in
progress at the time of the Mav 1981

election, and a sixth was to follortr The
finished museum, which is now,devoted to
"French art of the 70 vears following the
1848 Revolution", contains a totalof
47,000 mr (about an acre) and cost an
estirrrated L132 million (at 1984 prices). It
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was inaugurated on 1 December 1986 and
has attracted arr average of 3t/z million
visitors a vear since, apparentlv lvithout
any adverse effects on visitor numbers at
the r-rearbv Louvre museum.

The motto underlving French museum
policies lvould seem to be, w'hen in doubt,
expand. Even if that sometimes means
sacrificing subtletv to vastness of scale,
such an approach makes a refreshing
charrge from Thatcherite dogma on the
parasitical e'u,ils of public irrstitutions. Faced
r,t,ith drt,irrdling'v,isitor numbers at the
Louvre irr the earlv 1980s (less than
3 million a vear, as against the Centre
Pompidou s 8 million), the latter school of
thought w,ouldcertainlv have led to
retrenchmerrt and some kind of public
appeal, to sar,'e the Mona Lisa from being
sold abrclad, possibl\/ even to plans for
selling the, Louvre and its 22-acre site to the
highest bidder; for conrrersior-r to prestige
office space.

Instead, the Lou'r,re museum is being
doubled in size; tn,o major new national art
museums ha'u,e been created n,ithin eas),
w,alkirrg distance (Orsat,and Picasso); and
for good measlrre, the National Museum of
Modem Art at the Cerrtre l'ompidou has
been revamped (in 1985, to designs bv
Cae Auler-rti).

Nor is that the end of the storti bv an1,

nleans. The Citl'of Paris-nw,ned
Carnavalet museum was doubled in size
this summeL arrd museum extension
projects are increasinglv being used as an
advertisement for French architectural
talent. Following a series of limited
architectural competitiorrs, the
State-on,ned Rodin museum irr Paris is
being extended to designs bv Henn
Gaudin; the Citv of Paris-owned Bourdelle
museum is being extended to designs bv
Christian de Portzamparc; and the long
disused State-on,ned Zoologl, building, in
the Paris Jardin des Plantes, is to be
transformed as a new Gallerv of Evcllution,
to designs bv Chemetov and Huidobro.
This last is confidently expected to restore
to the Museum national de l'histoire
nahrrelle its "premier position among the
w,orld's leading nahrral history museums"
(its reputation suffered a minor set-back
when the animals frclm the Menagene
were all eaten, bv hungrv Parisians, during

the Seige of 1870).

With the possible exception of tourists
struggling tcl get their monev's-w,orth from
"carte blanche" tickets offering free
admission to 60 museums in or near Paris
(f 5 for or-re da1,, f 10 for 3 consecutive davs,
f 15 for 5 consecutive days), nobodv vet
seems to be talking about saturation. In
addition to the rash of new, museums and
extensions shorving treasures hitherto
hiclden away in reserve collections, new
specialist museums are popping up all over
France, on subjects as diverse as The
Resistance and the Deportation (Besanqon),
Wallpaper (Rixheim), Beer making
(Stenav), Coal mining
(Frevming-Merlebach, Lewarde) or simplv
the various gifts presented to President
Mitterrand durirrg his first term in office
(C l-r a teau - Cl'rirron).

As Culture N,linister Jack Lang puts it,
"Museums are not a discourse on art. Thev
have becclme magnets in countries
throughout the world arrd the largest
attract milliorrs". In other \,r,,ords, France is

no\\'very rt,ell PrePared to keep a

post- 799 2 European mass market informed
and impressed. And that is not all. Mavor
Chirac is busilv promoting Paris as the
cultural capital of the w,orld arrii the
European capital of tomorrclr,n
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Earlier this year an intertrational
grlup of architects, co-ordinated by
the IAA at St Kiriko, its centre for
ar chite ctural ut orkshops, c fime

together to utork on prlposals for a

nel"Lt city at Spitak, Armenia - the old

one u)as greaiously destroyed in the
earthquake of 1988. Here PierreVago
describes the tears and the joys of this
imp o r t attt collab ora ti on.
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There were problems to begin with.
The first, and perhaps the greatest, was a
misunderstanding which became apparent
at the beginning. The Armenian
participants, in fact, thought that the
overall plan worked out at Erevan and
virtually approved by the local authorities
was to be considered as definitely decided
upon, and that the task of participants in
the Workshop was limited to work on
certain parts, particularly on the Centre
and on the open spaces. This disappointed
other participants who had come from all
over the world to work, without reward, on
the development of an overall structural
plan (and then perhaps doing more
detailed work on construction). Thus the
town would have a double significance:
as the fruit of wide intemational
collaboration, and as an example of an
entirely new city created in this last part of
the 20th century. This misunderstanding
threw a shadow over the beginnings of the
Workshop, but thanks to goodwill on all
sides, it was cleared up.

A less serious misunderstanding became
apparent: Armenian colleagues had come
with the intention of taking part in a

competition, while the spirit of IAA
Workshops, and of this one most of all,
is collaborative, not competitive: a dialogue
between individuals and teams looking
together for the best solutions, Work in
teams is never easy (linguistic problems, for
example, are not always easy to overcome,
and these are not amongst the most
serious)- and here, perfection was not
always attained. But on the whole, and
despite the problems at the beginning, the
spirit of collaboration soon prevailed. With
constmctive debate and with creative work
at the drawing-board, enthusiasm replaced
the scepticism of the early days.

The lack of a single leader for the
Workshop did not help. Differences of
personalitv and ideas sometimes made for
difficulties and put a brake on progress. It
would be useful to take these experiences
into account and to draw lessons from them
for the organisation of future Workshops.

In the end all participants were won by
the atmosphere of creativit,v, the often
lively clashes of personality, of ideas and of
methods being one of the positive
elements. And what had appeared

impossible at the end of the first week, one
third of the way in, nevertheless came to
pass: on the appointed day, six teams
presented the results of their researches in
the form of plans (which were sometimes
very detailed) and models to a Group
entrusted with the making of the decision,
choosing which fundamental solution
should be further developed.

This Croup was made up of Armenian
officials, Presidents of the Armenian and
Soviet architects organisations, and the
leaders of the Workshop. Each team
explained its proposals and then the
members of the Croup discussed the
projects at length before arriving at a
unanimous decision. This was
communicated to all the participants, who
showed a fine spirit of fellowship in
greeting it with universal applause. Will
this decision be respected and put into
effect? Let us hope so.

Let me analyse the six proposals.
We begin with the project which was
developed from that which had been
worked out at Erevan, whose authors had
considerably refined it during the course of
the Workshop. It was a good project,
capable of further development, well
worked out in many respects but not fully
convincing.

Another proposal placed all the
different parts of the town on the gentle
slopes of the hilly amphitheatre which
opens towards the South, connecting them
by roads which follow the contour lines.
This solution had the double advantage of
conserving as agricultural land (so rare and
so precious in Armenia) the fertile soils of
the valley, and making unnecessary the
construction of a new trunk road, the
existing road being far enough away from
the urban agglomeration. It was certainly
the most audacious proposal, and very
seductive, but its very novelty and diversity
posed many questions and raised many
points of doubt, both practically and
economically. But time was pressing.

The four other proposals were different
variations on a theme. The town would be
built to the north of the road which
connects with the industrial zone to be
reconstructed on the site of the old Spitak;
the Centre would be clearly situated in the
middle of the amphitheatre, surrounded by

Left: The u,ittttittg sclrcnrc utith its circular fornr
synrltolising the fraternal co-operatiotr of all the people
utlrc lnd expressed their sympathy and contributed to the
rebirth of the marttlred tozttn.



Att ttutlncittus rirrrl scri trcllT)L' proposal tt,lticll /caz,t's itttrlci
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residential sectors, glouping public
buildings together with dwellings of
various types, craft activities and
non-polluting small -scale industry, around
' Neighbourhood Centres'. The
implantation, principal axrs and spatial
organisation of the Centre showed notable
differences, as did the treatment of the
residential areas, varying between a great
suppleness and an arid schematism.

The diversity of conceptions for the
'Centre' was considerable. Fairly poorly
treated by some, in other plans it showed a

great richness of forms, volumes, spaces

and characters. The treatment of open
spaces, verv important in this low and
horizontally organized city surrounded bv
a countryside from which masses of
greenery are absolutely absent, was
neglected by some teams, while others paid
it the closest attention. Some participants
had thought deeply about the type of
construction necessary in this earthquake
zone, though these preoccupations were a
little premature in this phase of the
research.

Most participants had looked for a plan
for a good town which would answer to
the (supposed) aspirations and the
(presumed or hoped for) conditions of life
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flris is tt'pr()r()catiut' sclu'nr. Irr tlrc fltslt tlis nroLltl
t'u'rrkr,s a tL,nl strLttg imytrt:ssiort of a grntre ltLtrd, a
nrctaplrttr rllticll i.s utrtlarlincd br1 tlrc crucifir f ornrs of
511n11' of tltt largcr ltuildings. Tllis lxrk-s /ikc a cortcept for
tlte ttnt,rt ns /it,irrS nrcntorial.
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Enclr of tlrcse tltca sclrcnrcs fight shy of erpiloitirtg the
p()ssilrii ilirs ltrttt,ided lty tlrc lills. Top, this cutributiott
Ircs stulc srtpTtlencss arttl llte Ttlart sltoit,s a nice 1tlar1 off
bttit,cctt ltard tuul sot't gettntetnl - at least u,lrn seen t'rttnr
tlrc air. But ntotrtttttrty stalks on the ground. Middle, this
sclternc st't'nrs rttltlly 'gurcraliseLl', especialh1 urith regard
to tlrt, duelling 0rcas. Bottom, of these three pe rha1ts this
is flre rrosi srrcce.ss/l/ althttuglt trrc u,rmders abttut the
rrrrzssizrcrrcss of tlrc cit,ic huildings.

of men and women of the 20th (and 2lst)
century. Spitak had to be a model, almost a

prototype - adapted, it goes without
saying, to the place, the climate and to the
social structures expected for the more or
less near future.

But some looked, in addition, for a
certain symbolism, in the creation, for
example, of a'visual link'between the city
destroyed and the city rebuilt. Others
introduced plastic elements,'monuments',
in certain important city locations. One
team wanted to make of Spitak a 'different'
town: it gave a circular form to the central
part, symbolising the fratemal
co-operation of all the peoples who had
expressed their sympathy and made their
contribution to the rebirth of the martyred
town. To avoid that well known problem of
circular plans, the difficulty of orientation,
the real'Centre'was concentrated within a

broad band, a strongly marked diagonal.
From this heart there departed supple

radial roads connecting with the residential
sectors, while, following the nafural
features of the landscape, the neighbouring
realm of Nature was allowed to penetrate
to the heart of the city.

This concept was unanimously chosen
as the starting point for further study and
development. The weakness of this project
was the Centre. One could see, in
following their progress from day to day,
that the little team which had opted for this
overall plan from the beginning had had
great difficulty in finding an equally
valuable solution when it came to planning
the masses of lhe central axis. The Group
asked that the authors of that project in
which, precisely, the Centre had been very
happily worked out, should be involved in
the final development of the plan chosen.
The two teams declared themselves happy
to work together.

\Alhat now? After such a good start, after
the enthusiasm with which ended this first
phase of a unique experiment, will we fall
back into routine? Will we be able to create
the structures and the methods which will
allow us to continue what has been so well
begun? Will the grey certitudes of
bureaucracy be overcome by the spirit of
creativity, of mutually-enriching
co-operation and of realistic
imagination? I
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The International Forum of Young
Architects is a world-wide organisation
of young architects for ioint professional
activities aiming at the stimulation and
promotion of avant-garde trends,
conceptions and proiects in the field of
Architecture. The IFYA was founded in
Sofia in L983 as structurally a unit of the
World Biennale of Architecture-
INTERARCH. As of L985 it functions in
coniunction with the UIA Programme
"Professional Development of Young
Architects". Since 1987 the IFYA has
come under the auspices of the
International Academy of Architecture
(IAA). Since L989 the IFYA is a member
of the Coordination Group of
Non-Governmental Organizations in the
Field of Man-Made Environment (COG).

FORlrlS OF ACTIVITIES

lnt ernational "blitz" - competitions and
on-site workshops, initiated and
commissioned by local authorities,
municipal or private organisations, or by
UIA national sections.
lnt ernational conceptu al c omp e titions under
the auspices of international, regional and
national professional or other organisations
and bodies.
I nt e rn ational c onf e r ences, seminars,

discussions on subjects of architectural
theory history and criticism.
I nt e rn a t ion al, r e gional and nat ion al

exhibitions of the works of young architects
revealing the avant-garde tendencies in
architectural culture.

I oint seminars with the lnternational
Academy of Architecture f or post-graduate
qualification in the Santo Kiriko Centre for
advanced studies in architecfure.
lnternational design studios for young
architects working on projects contracted
for and commissioned by national or
intemational bodies and organizations.
Permanent lruA slot in the programrne of the

Wo rld Bienn al e o f Ar chit e cf ure- INTERARC H
in Sofia.

FUTURE EYENTS

" Ar chi t e c t ural I nt e nt e n t i on in th e Tia di t i on al

Structure of the Village of Skyros" -
competition to be held on the island of
Skyros, Greece, August 29 - September 9,

7989.
" Ar chit e c t ural F ant asie s of I ako a Ch e rn ikhoa "

- intemational touring exhibition to be

shown in Europe, America and Asia,
1989-Tgg1- Establishment, jointly with the
Intemational Academy of Architecture, of
the Intemational lakov Chemikhov
Foundation for stimulating and promoting
the conceptual tradition in architectural
culture. To begin functioning in 1990.
"Heritage and Auant-GArde" - competition
and seminar in Quebec, Canada on
May 18-2 6, 1990 for the XVII UIA
Congress in Montreal.
"soaiet Aaant-Garde: Architecture and Art" -
festival-exhibition to be held in Moscow

July 1990, organised jointly with the
Intemational Academy of Architecture and
the Union of Architects of the USSR.
" Ar t if i ci al Ena ironment : T h e Kob e W a t e rf ron t "

- seminar and competition to be held in
Kobe, Japan in May 7991, under the Chair ADDRESS
of Prof. Kiyonori I(kytake.
"A Museum of American Culture" - The Intemational Forum of Young Architects

competition-cruisethroughtheCaribbean GeorgistanishevsecretaryGeneral

celebrating the 500th unriu.rrury of the looborishte st'

discovery of America; to be held sometime Butgaria
n 1992. Phone: 444 558,Fax: 442 845, Telex: 23569 ARCH BG

ARGHITECTURAL GONGEPT

It was Georgi Stoilov President of the IAA
Academic Council, who kindly offered to
establish a special regular feature inside the
magazine of the IAA, World Architecture,
to present the conceptual tradition in
today's architectural culture. This is to be

done on the basis of the professional
ideology of the Intemational Forum of
Young Architects - which, in a word,
consists of the intention to speed up the
process of architectural history today.
What is ARCHITECTURAL CONCEPT
about? It aims to deal with its
subject-matter in various ways:
Manifestos - promising young architects
formulate their positions on the
architectural process of today.
Catalogue - projects and realisations by
young architects, presenting today's
"new waves".
Conversations - interviews with key
young figures in the field of architectural
practice, theory and criticism.
Articles - by young creators in the
same fields.
Outside Architecture - reflections on the
most successful works of young architects
in the bordering professional fields of
artistic endeavour: music, theatre,
Iiterature, cinema, scenography, fine art.
Reports - on the most important IFYA
activities.
Others - as and when such arise.

FUTURE ISSUES OF ..CONGEPT"

ZAHA HADID - presenting her works in
conversation.
KEES CHRISTIANSE of OMA, Rotterdam,
unveils his manifesto.
"ARCHITECTURAL FANTASIES OF
IAKOV CHERNIKHOV" - the
Intemational Exhibition in report.
EXPERIMENTAL CHILDREN'S
ARCHITECTURAL STUDIO in Moscow -
the concept behind it.
ARCHITECTURAL THEATRE in Munich
- Barbara Kreis outside architecture.
AND MUCH MORE BESIDES

You may contribute to CONCEPT with
your own concepts by writing to the editors.
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Winners in the

competition-cru ise for
young architects held

on board the liner

"Lev Tolstoy" on its way
around the cradles of the
Mediterranean civilization,

June 4- I 9, I 9BB

TOWN PI-L1G SOCKETS -
LIVE METAI, CLNS -
-Spr'ci,r/ Pri:r'- it,lrr r t il tS

ytrolcc t bt1

\uriv Kotr:itt (L/SSR)

"TtlF.I:SSENCE:
'I n'elr tietir -cen turr, sp.rce
u,.rs cle fined ["rt'

electricitr' .rrrcl petrol
rvhich gave liit-'to
the machines, before
rvhicli preople first bou,ecl
in w'orship
.rrrd tl.rcrr ieamcd
to control.
The next st(,p, in thc
21st cerrturr'-
rnachines ri'ill
thenrselves conre to people
THE NARRATIVE:
Five n-retal clrvs
w'ent off irrttr
the rlistarnce .

C)ne lecl all,
.rrrother thought for al[,
the third carrir.d fuel
for .rll,
the fourth could spe.rk,
the fifth just
n'.rtrclered along.
THE CAUSE:
Because thev .trc
steel, searching
for preople on e.rrth
gn ing them their
PClrt'er and
remembering the lvav back
to the beginning."
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ASPACE

FORTHE 27St CENTT]RY

CTWLINION
A competition-cruise for young architects.

This journey was not a direct reference to, nor a repetition of, the
glorious cruise of PATRIS II in 1932, on which about thirty young
architects established the fundamentals of CIAM as a new
international architectural movement. This particular
competition-cruise was planned as an artistic experiment designed
to bring together both sides of the architectural process: artistic
reflection and conceptual design.

Three hundred and fifty young architects from 25 countries
were aboard the chartered liner Lea Tolstoy, from the 4th to the
19th of June 1988, working on competition projects for'A Space

for the 21st Century Civilization', all the while being stimulated by
the immediate contact with the real masterpieces of the
Mediterranean civilizations. The route took them from Varna to
Athens, Siracusa, Split, Venice, Irakleon, Rhodes, and back to
Varna.

In this way the whole project was experienced by the
participants as a time machine, linking together the spatial models
of past cultures: from ancient Minoan and classical Greek to
Byzantine and Renaissance, and then into the architecfural
Utopias for tomorrow's world.

An accompanying event aboard the ship was the lnternational
Interdisciplinary Discussion on the same topics, with contributions
by experts in philosophy, history sociology, journalism, medicine,
art criticism - and even representatives of the Russian Orthodox
Church. These were complemented by outstanding architects and
architectural critics of the calibre of Pierre Vago (France),

Jean-Louis Robillard (Canada), Walter Mayer (FRG)and
Vyacheslav Glazychev (USSR).

With regard to the civilization of the next century, there was
almost complete agreement that the emphasis would be upon an
humanitarian culture as against a technocratic one. Morevef, it was
agreed that there would be a growing syncretism of scientific and

artistic knowledge, with a tendency towards individualisation and
multiformity in the ways of life. And there would be the necessity

of preserving an ecological balance between man-made and
natural environments.

The mid-point of the cruise was marked by the holding of an

event, a'happening'on San Marco square, Venice. During the one
hour open-air exhibition of half-finished competition entries, a
60-metre long cardboard footpath was laid diagonally across the
square, and was filled by the participants with a series of
architectural fantasies on the subject of Venice in the 21st century.

Facing them were the bemused residents, tourists and ioumalists,
who got involved in a debate with the young architects on the
future of mankind. The results of the competition - a total of 130

entries - surprised the participants themselves no less than the
intemational Jury chaired by Georgi Stoilov President of the
International Academy of Architecture. The entries - some

immersed in nostalgia for a mythical Arcadia, Platonic Atlantis, or
Renaissance ideal cities, others pulled by technocratic futurology -
presented an array of unprecedentedly innovative conceptions.
Overall, howevel, the works reflected present-day architectural
culture, rather than predicting its future.

Seventeen projects were awarded the top five prizes (including
a Grand Prix) - first editions, dating from the 1920s and 30s,

written, designed and illustrated by the eminent Soviet architect
and artist Iakov Chernikhov. Here we publish some of the
awarded projects, complete with the authors' texts, or with short
commentaries by the Jury summarised here by Konstantin Peev.

The competition-cruise tuas organised by the lntemational Forum of
Young Architects wtder the aegis of the lntemational Acadenry of
Architecture.
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"Our century of global
dictatorships in archi-
tecture must be
succeeded by an age of
regional integration
and free choice. The
coming artistic method
can be compared with a

breakfast around a

"Swedish table",
whqre everyone that
keeps to the agreed
rules of behaviour is
free to compose his
own menu on the plate,
using the whole range
of available food and
spices. Freedom of

Below - left and right:
SWEDISHTABLE-
Gmnd Prix-winning
project by Mikhail
Lobazoa 0SS&,
MikhailKoloboa (USS&,

Se rge i Skura tou (1SSR),

Alexei Meshcheryakoa
(JSSR), Dimiter
Chr ist o zoa (Bul gari a),

Adriaan Geuze
(N e therlands), Maart j e

*ta1

,k

choice and individuality
will each time be
unique to each author;
each site and space
will be that much more
interesting, the more
ideas and characters
it can encompass within
itself.

Lamme rs (N e therlands),
Martin Aarts
(Il e the rla nds), S ea ine
Zesimou lCyprus).

Bottom:
THEAIRCMFT
CARRIERINTHE
21sf CENTURY-
Special Prize-winning
project by
Ulan laparoa (USS&)

To our table
we invited nine
architects from the
opposite comers of
Europe, and each of them,
an equal among equals,
introduced original
ideas into the landscape.
The harmony of symbols

outlined the harmony of
individualities
in the future:
EARTH;
RIVER OF CONSTANT
CHANGES;
TREE;
HOME;
SUN;

:
' :-
,'.. <'t:.-.-, 

, i'r'/,' ;1*.'

CI,OUD;
BALI,OON;
BIRD.
You are also invited
to our table. The food
on it is abundant, and
the opportunities of
expressing oneself for
the fufure are boundless."
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A project for the
metamolphosis of the
Aircraft Carrier
into a

centre of joy,leisure
and amusements,
moored in the centre
of the big city.
The airplanes
have gone, all missiles
have been taken off,
and the floating giant
pledged to Ares has
been tumed by Dionysos
into a garden of joy.
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Ilc/tra,- ltft tuttl ridrt:
AN IA4AGiNARY SPACE

FOR THE 21.sI CENTUI{Y _

Sp t: c i ttl P r ize -iu it tr rirt g

Ttroje ct lty Ricttrdo

Agrttz (Mttico), lorge
Ig/csin.s (Cltilt),
AI t' t tu ul e r Ml o tl u t ttt,
(B u I gtt r i a), B r: t it t tt

Ncde/lkot,(FRC),
Arrgtrsltr Qui i a t t o (Mt' ri c o)

Bottonr:
ASPACE FOR
THE 21st CENi'UI()'
CIVILIZATION: fll1S
15 NO7'A PAR15 _

S1t e c i nl P rizt -it, itu tirtg
prolect by Tbsliliko
Suzuki (lnTrnrl
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The author's aim is tcl

reformulate the citY

.- :i; : . ' " centur\': ,1-," r1gvv plain
; ..1 :'

.._. . : I '- . :, of the citv formed bv
" ::.' .,':."''1' the tops of the skv-

. - ,tl' ',' scrape'rs, is taken as
' : '' ' " zero-le'u'el for the
"i ",,' "i.1' 

' 
de'el,pment of the citvl :; ' 

of the'21si century
Where people work and

trade, technologies
reign;

rvhere people live

GNITit=NF?Y/ @\4I\JPAffiJ E
I,T

"New technokrgies
w,illmake
superfluous a great
number of buildings.
We rvitness the
appearance of telebanks,
teleshops, telecinema,
teleconcert, teletheatre
that are capable of
establishing a

connection lvith
er,'erybodtl Sp.rces are
berng iiberated in the
cities. The structure
of "Chassis" fills these
spaces rvith a new
content, unihng societ\i
nature .rnd culture intcr
one. This is.r place
of traditiorr."

AVEtrIlCAI ZOtIII\re
k sFr kcdluDll-litlL_._-_-.r L _l
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and pursue their
leisure, tradition

dominates. We find the
histonc image of Paris

reproduced on the neu,
artificial citv terrain.



Belou,:

27sl CENTURY:
THE STONE THROWN
INTOTHEWATER
MAKES SQLIARES -
Hot t ourab I e Me tt t i ttr t -

tt,irrrrittg ltroject by Vera

Clrukbua artd Serge i
Clrukktt, (JSS&)

Bttttttnt:
THE PILCRIMS -
Sp t c i ttl P r ize -ut i r u r in I
project ltv Cltota
Bostanaslntil, ruSSR)

"Water reflects the
beautiful, doubling it.
Today we managed to see

onlv the reflection of
the space of the future
City in the water.
What does the
reflection hold? The
rvhole of the city, or
a small part? Decide
for yourself.
In Creece the word
"catharsis" means
purification by tragedy.
Let our project be a

small rragedy.
"Entering ever deeper
into Nature, we leave
behind us a geometric
landscape.
Twentv-first century:
a stone throw,n into
the water makes squares."

"Travelling islands serve
as asylums for those who
suffer and are in doubt.
Chairs symbolise a

personal communication.
Chairs bring with them
mystery and beautv.
Chairs provide a

dialogue with the aid
of their backs.
Every chair bears
symbolic features of a

specific culture.
Chairs serve as

dwellings and
places of repose.
Chairs float together
or as single unitr
changing the world into
a kind of interiol
our mutual home.
Chairs. . .

A chair is the svmbol
for the 21st century."

THE PILGRIMS
rrrvgtlir.rc isLANts sERVE ASyLUMS FaR THasE wHa

SUFFER ANa raE [N rauer
cH^iis syMBLizE A pEisaN^L crMMUNic^riaN. cHAtRs BRiNG wiTH THEM MysrERy aNa BEAUryo

cH^lis tiaviaEA ]araGUE wiTH THE HEL? aF THEii B^CKS. EvEry cHAir BEARS syMBaLic
FEATUiEs aF a sr€ciFic cuLTutE o cnrias sFrvE 

^s 
awELLiNGS ^Nt 

pLAcEs aF irtasE. cH^|RS

FLa^T Tt6ETHER aR As siH6le uHirs. cxerciHG txE wtiLt rNTa r xiNl ll inrErial-aui MUTUAL

H'ME.CHEiTS r" ACIIAii iS A SYMB'L F'i THE XXI CENTI.]RY'
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Btltttt, - lt'ft:
RL,CREATIOI'/ SPACE

FORTHE 21st

CENTUR}'CITY -
Hlt t lura b I (' M e r t t i on -

iL,ittttirtg, yrroj e c t by
Ar c tt d it1 5 lgacft cz, (USS/<)

Beloit, - right:
SPACEAND
SOCIETY _THE
WAY TOWARDS A
BALANCE BE7-WEEN
M,4N AND NATURE _

Httt t ttura b I e Me r t t i ttt t -
it,nrlirrg pro1tct bt1

ManrL't Pessotrail Nrd
P t' r t i L) s t t' r n t tt r r G i n Ia n tl)

After analvsing some
of the crucial problems
of todav's urbanisation,
the authors arrive at the
conclusion that
the future w,ill have to
battle w,ith crime, the
erosion of materials,
the confrontahon with
nature. Efforts for
improving the
envirclnme.nt rvill be
concentrated along the
follow,ing directions:

*-t'i,

"The cities of the 21st
cenfury lvill remain
the same. Inside them.
thedisease of o'u'er-

saturalion rvill
progess. Cities are
clver-dense, over-
populated, over-
polluted and there is

a danger that people
will up and leave them,
will tum to nerv lands
whilc leaving behind -
what? Museums of a past

ci','ilization, or slag
heaps? Before the
abandoned cities become
neu,mountain ranges,
not a ferv centuries
wrll have passed.
In the meanrvhile we
have before us a sick
organism needing
treatment.
Recreation and amusement
spaces evolving
emotionallv (in hrne
with absfract painting),

once introduced intcr
todays cities will
take their mind off the
disease of over-
saturalion . . The
results of this
injection will be seen
at the end of the
21st centurv."

Ecologv and Energr,,
Housing, Telecommuni-
cations, Tiansport.
The neu,societv will
consist of small self-
sustaining units
communicating on a

world-wide scale w,ithout
a centralised polifrcal
infrastructure.
The basic
characteristics of that
societv willbe the
Human Scale, the

i: rNLlh'iD

Absence of Heroic
Buildings, Eco-Humanism
and Biologrcal Balance.

,)*- <-

Lt:ft, right, t'nr right:
SPACE FOR ART 1N

THE 20tlt CENTURY Vs.

THE ART OF SPACE

IN fHE 21sl -
Htnr ourn lt I e Me t r t i ttr r -

tt' i tr rr i t r g p ro j e c t lt 11

Attt ottia St t,f mtot, a,

Lac lr t, zar Kn ra d j ort, Pc t ar
P I ac h k ott a n tl Te tt do ra

G t' o r gie t, a (B u I ga r i tt)

, tl i\i
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Below:
DREAMS ABOUT
THEBIRTHOF
UNSINKABLEATLANTIS

OF THE 21sf CENIURY
- Honourable Mention-
winningproject by
Mikhail Khazanoa USSR)

The project looks rather
like a colourful
intelpretation of the
mythologised heritage
of philosophers
of antiquity. The dream
of an "Atlantis",
nostalgia for an island
culture impervious to
pernicious extemal
influences. Within the
frame of the canvas,
in the manner of an
ikonostasis frieze we
find architectural
cross-sections of the
enchanting isles. These
sections evince not
only the mastery of the
artist, but also the
ironic smiles of an
aesthete with a sense
of humour. The island
civilizations are
autonomous, mobile,
isolated, self-
sustaining - but they,
like people,like to
gather for a chat in
the Agora of the ocean.

"Sometimes he thought
sadly to himsell
"tNhy?", and sometimes
he thought,
"Wherefore?" and
sometimes he thought,
"Inasmuch as
which?" - and
sometimes he didn't
quite know what he
was thinking about."

Thoughts of Eeyore,
the Donkey
Winnie-the-Pooh,
A. A. Milne
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ARCHITECTT]RE

Itr this essay the artist and designer Marc Camille Chaimowicz explores
the distittctions beftueen sculpture and architecture and art and design.

Part L: On not dismissing Ronchamp
as'sculpture'.

A common response, still, to Le Corbusier's
Chapel at Ronchamp is to refer to it as

sculpturaL Thirty-five vears on it is as

though the shock and the loss of
adequately descriptive words that this
remarkable building still promotes is such
that the only possible defence is to relegate

it to that easy area for all that which is

controversial or ungraspable - the visual
arts.

This reflex - if we cannot immediately
describe a thing, it must be art - is

misleading. Moreover it is false criticism.
Even more important, the confusion
between 'art' and 'architecture' and
'architectural decoration' can lead even
master architects astray. Consider: the one
detail at Ronchamp to have poorly suffered
time's test is the decorative enamel work on
the main entrance doors. Here Corbusier
was trying to assert himself as an 'artist'
and it is here that the master falls into
pastiche. The wish to present himself as

artist resulted in work which now looks
arbitrary, minor and dated.

Calling Ronchamp'a sculpture'is a

misunderstanding because the chapel
surely asks to be confronted, not as an ikon
but as a working building - one in which
the issue of function is central. A church is

complex and cross layered in its function
and meaning. With Ronchamp even the
use of the radical 'free style'cast and
sprayed concrete raises questions about
which authority Corbusier felt himself
responsible - God perhaps or was it to
himself as architect? The'free style'use of
the concrete meant it was subservient to
Corbusier's will but leaves us undecided as

to whose glory the result is intended to
celebrate. And today are the pilgrims
primarily religious or culhrral?

To relegate Ronchamp to the merely
formally inventive (that of abstract
sculpture) is to deny the issues of service

and function. In a secular age it is too easy
to dismiss what and who a church serves.
Does Ronchamp serve God, and serve the
congregation and the spiritual pilgrim?

The chapel and its attendant
outbuildings were commissioned not as a

parish church but as a site of pilgrimage
and study, therefore to function beyond the
vemacular and to be used by the faithful,
by those devout enough to have tackled
inner scepticism.

There is no dead space within the
building, the whole space is alive but to
even differenciate between inner and outer
space is perhaps academic because with its
masterly siting and its external pulpit used
for the many outdoor celebrations of mass
the plasticity of the building is confirmed.

IS



Chaptel at Rtttrchantp shozt,irt8 the ttutdttor altar in front ol
the east uall. Tlrc rttttf ertcourages a range of associatilns:
a bottt, a craltb slrcll, a lnt. Suclr art architecture of 'frec

assrtciatiort' encutrages tht' eastl cate gorisatittn of this
buildirtg as'sculpture' Ltut Marc Chainrott'icz argues that
to call this'sculTttura' is ttt nisrand the buildirtg.
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Tlrc chttpel at RortclnntTt,
7rigi1, front tlte rtLtrtlt-east.

The chnpel at RortchantTt,

knking iuest tlong the
soutlt it,all.
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Desk on Decline 1982-84

Chest, 1983

Table de Conversation ,1986

Unlike architecture, art is speculative,
and the artist deliberatelt, necessarilv
courts failure. The architect, being
responsible to other people, has no right to
court failure. He or she must seek

resolution. The chapel at Ronchamp is

utterlv resolved and, like all successful
buildings, Ronchamp's success is largeh,
the consequence of intelligent nep;otiations
and real, w,orldlv problem solving of a kind
that do not often impinge upon the artist.
These 'negotiations' include vital if banal
matters such as drainage as n,ell as the
geologv of the site, the structural
possibilities of the materials and the
constraints of safetv and cost and the
limitatiorrs of the engine'ers and builders.
So much is, in the literal sense, out of the
architect's hands and vet the architect is
responsible.

Unlike a sculpture, a building, tcr

succeed, must be well made - if not, it lets
people down. Whereas n ith art there is

much that is successful which is yet'poorly
nrade'.

Artists have no desire for arr actual
client, thev are in this seltse not of the
rvorld, but detached. The designer works in
the constant desire for a client or according
to an external brief. The architect exists
onlv fulll'by ctlurtest'of the client.
Architects beirrg worldv should therefore
have conceptual modestv. Whatever the
siz-e of their ego, practise or status thev after
all produce results rt,hich will be used,
rnodified, tampered rvith, re-painted and
sometimes demolished . . . and for which
thev are rvell ren,arded. In cclntrast, artists
need conceptual arrogance (it is after all
often all thev have).

What art can have is a sense of the
'enigmatic'- the artist has a licence to find
the ungraspable, the irrespclnsible, the
non-accountable and the non-unitarian.
The enigmatic has no place in the
department store or in the design of a
telephone. In architecture and design we
expect - indeed relv upon - the familiar.
This need for the recognisable applies as

much to a railn,av station, a cafe or a chapel
or one's home. Of course, this criterion of
familiaritv need not preclude the new -
indeed the. worth of anv radical re-<trdering
or re-definition is that, in anv given culture,
it intrclduces innclvation in such a wav that
the unknclw,n, the not-before-seen can
somehon,seem tvpical or familiar . . . in
good new design one is startled bv
recognition.

Part 2: On the dialectic between the fine
arts and design.

I have adapted the following from a letter
I wrote to H. Besacier r,vhich I revised in
1989.1 have kept the spirit of the letter
because it is in conversation that one often
resolves contradictions.

"Tlrc croftsrrtort is resptnrsihle to ltis materinl,
tlrc nrcltitcct ttt ltis cliurt . . ., the artist is

resporrsible simplq to God" Adolf Lttos.

I am intrigued by your argument that there
is no essential difference between my fine
art and design activities . . . Because

whereby this applies to the level of
commitment to each activity, in that I make
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11o hierarchical distincticln betrveen
r,r,orking, sa\/, orl a pairrting, a book, a silk
scarf or a piece of furniture, I nevertheless
ir-rstinctir,'elv feel tl-rat there are differences
u,hich arc nlore than qualitative and
perhaps to do u,ith motivation . . . or is this
merelv a cultural resporrse?

Whenever engaged in various design
projects - vvhatever the possible aesthetic
clclserress - mv relationship to this lt,ork
feels somehcxv different. It is as though it
comes from a different prart of me . . . that I

am callirrg LIF)or1 other faculties and that
although I mav be yust as eng.-rged I

nonetheless feel more objective arrd
detached.

This variance is probablv in part due to
the slolt, time. base of such prcljects, w,ith
their frecluent delavs . . . and the greater
objectivitv resuItant of those. technicaI
discussions n,ith such intermediaries as

producers arrd marrufacturers . . . w,hich in
turn can lead to design charrges . . . and
therefore to a shift in the relations of
responsibilities. . .

But I think the furrdamerrtaldiffererrce
to be roughlv this:

Th;rt as artists rve w,ork and produce
primarilv for clurselves . . . that I do so for
mvself and, the Other . . . r,r,hr), real or
imagined, is the object of mv desire, the
one I ltrant to sr.duce, to clfftr mt,self to . . .

be seduced bv. That n,hen making.rrt I am
th erefore, n-reta phorica I h; both pri viI t.ged
and handicaprpe.d bv a desirous condition
. . . a sort of state clf grace, lvithin n,hich I

am bevor-rd anv sense of obligation,
resprlrrsibilitv or of conscience . . . other
than from those terms that are specific tct

that intimate complicity - ar-rd thus
exclusive.

Design w'ork tl-rerefrlre differs irr th.rt it is
not so much for mvself ar-rd the othe1, not
so much 'Pour ttti, dt' ril|i'. . . as 'tl(, nrlus,

plut'uous', that given it ir-rcludes the skills of
others'.

A shift of emphasis is thus established
from the singular to the plural and logicallv
so, in that one is dealing rvith multiplicity
r.t,ith the 'cditiortirtg'of objects, rvith the
'ptrotlttctiotr'of rt,allpaper or fabric . . .

If mv mainstream r,l'ork is rutoted in
matters of iderrtitv . . . in the quest of the
self (and its ideal) ar-rd therefore in ;-r

problematic, therr n,ithin the poetics of

Zed Stool,

1934-E7

Telephone Couch,

1 983

desigr-r it is as though there is also a shift
tlitltt1 from the self trlr,r,ards the selfless , . .

(that w,hich is free of anv problematic) the
nameless, the anonvm, and perhaps tl-re

platonic . . . Ar-rd on this path leading awav
from the uniclue there also lies a shift . . .

from the intimate and ton,ards the
arlonvmous.

One acti'v'itv lt,ill naturallv inform the
clther but thev remain irr tarrgerrt and
opposite . . . It is this contact vvhich
stimulates me . . . and rvithin rt,hich, rather
than extend mv fine art aesthetic, I can
ctttttltlantrrf it r,t,ith design. I enjoy the
dialectic.

A fire extinguisher, a coffee pot, an
armchair or a jug are each inbued w,ith
instant meaning. . . Thev tell us what thev
are, and r,r,hat they do . . . in a \\,ay that the
mute, enigmatic painting does not. Design
gir,,es us answers, Fine Art poses questiclns.
We fnkc mearring from Design . . . and giz,t,

meaning to Fine Art.

Sc ree n s,

1 986-88

Lo.<o> Crrstal Va>e,

1989
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I.trr(,t',rrr.tr/ /ig/rf irrg ttonltlitit'd bv tlte tcclurit'tl ccrttrt' of
EllC() 7-lrt'll8()() rrtr l,trilr/rrrS, rl'sr.qnr'ri brt tlrt Murticlr
tt'tltitt't't t/it,r' Klt'ss/t'r; ('(),r/rtirts tlrt' tool ('(utslrlr(-ir(),t,

a{)lslnrali(),r, ligltt lcchttolottt, trrtttu'itl r'trurr)rrit'S. Trririr'ci
c oo r d i t t Lt t i ot t a r t tl r t t n r k t t i r t I i t p a r t t r n' r rt.s. 1 I is,l ti, i tl c d

i ll{) crlsl rt,l{/ ir,('Sl ili rrgs, it,/ticll iu1'a{)ll,l('afu'd uitlt tltt
rrffll 1, i1ri1,1'f illnrrrs/r rt !/rls.s-lrtrrrst,. A 15.5 ril /rrrig lrridtr, is

t ltc corrrrtrttrtit' atiort littk l,r'lilt'cl tltc tdntitrist rutiotr
I,rri /r/irr,g ittd tltL' toi.t,L'r ntrtl, /()t('llrr',' ilil/r l/rt't/rl.ss-/rrrrsr',

l,('il,rils rl ('()rtiirIlr()irs trtttIic ilttit, tltId t'ontttttttticrtIitrtt
1)('li{'('r'r tltt nLltrrirtistrotiort rtttLl tht' ltcltttit'tl (ottrL'. ll
titt's /ltt' itttI11'551,111 rrl rrrtr'sirt{/t' /ril'gc (,rrt'A's/r 0I1 itt ittlliL'll
/iqht is d t' tr t or t>t rt t t' d.

Mtdinrr spt't'iljc .()ln('.1 lotd of illunrirrtttiLtrt irt tltt'
iulrttlt buildirr,q is 20 W f rrt:. Li glrt l,rrllrs r?n{1 /rrrl()t('l
l,ulbs nrt lsr'./ irr tlrt rt11!tli; rlr'('rr, 17r()11's('r'rrt /lqllls rlrrrl
t ontlrLtt't fJrrirrt'sct'rti /lq/tls nrt' rrst'r/ ln tltt ttclttrit'nl
n d t t t i t t i s t rn t i tu r, i'r rr rs l rrrr-/i ot t tl n Ll d ('i)dol n tc t r t tl t' (' 11 5.

,\ltrctutt /ttq/l Prg.s5111't' /rrrrt,ps ttttd otlt(r riischrlt'gt' /rlrrr,trs

rlll' ItS('r/ itt tltt tOOl ('(),lSll t/(-ii(r,l ri,i't1, r'.1'l('l l(),': ttttd itt tltt'
trl,1lt('.

Dr Hnrnld Hofnrfinn, {t lantlirtg spccillist in lightirtg, argues

thnt elintirtntirtg utasta is ttttt itrcttnt1tatihle tLtitlt inrprortirrg

stnrrdnrtls of lighting. SintTtlq xuitchirry off is trot thc atrsttter.
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Tim Hur-rter, an astronomer at the Kittpt'ak
observatorv ir-r Arizona, has calculated that
the USA lr'astes 3% of its electrical er-rergtl

ecluir,'alerrt irr value to 1,000 million clollars
per \/eaL irr'illumin.rting'the skv at night.
Astrcnomers thrurughout the w'orld are

concerned about this observ.rtion and the
pollutior-r of the atmosphere through strav
light, which increasinglv impedes their
research w,clrk. The stars are literallv
dron,ning in a sea of lights frcm our cities;
astrclnomers complairr that'they do not
stand a chance against streL.t lighting,
floodlights and adr,,ertising lights'.

I am surprised that astronclmers need to
drarv atterrtion to the case of light w,astage.

We should expect tow.r1 pltrnners, energv
advisers and architects to complairr about
the w,asteful usage. of expensive' electrical
energv and w'arn us of tht. need to rethink
the deployment of illumination energy

Does our generous usage of light perhaps
stem from our dependence on standards
c-lnd recommetrdations? Do tve not see that,
for the'sc-lrl1€ reason, the uncorttrolled use

of light is oprticallv destnrvitrg the
architecture of buildings and cities?
Is it ior irtst.rnce necessarv to'illuminate'
landmarks of cities as if thev rvere

Disnevlarrd.
'Lt'ss is more'! More attentiou should be

paid to this classical statement of Mies van
der Rohe in respect of the lighting of our
living and n'orking environment, without
c.ndangering our safett, or ha'u'ing a

deleterious effect on ollr visiot-t. An ethic in
rc,spect of a cost conscious arrd at the same
time aesthetic use of light is wanting. This
holds true ecluallv for exterior as well as

inte,rior lighting.
Where does the catch phrase'low

energv lighting' fit ir-r to all this?



Erttrnrtct: ttrctt ou!sidt': ztttrsl illuntirtrttittrt it,ith r/oa,rti L{ltls
f o r n u: r c un1 lt i.gi t -prrcs.sur c I tu n 

7t 
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off iultitt'.
1{g1r1r/1ri119 t: t tt rltt tc (, r/otrr; riott,n/it lt t s for /ozt, t'o/lagr
lraltr.gcrr ltullts tlt'rt' nrt' I x 20 W.

'Low energy lighting'is taken to mean
the use of lamps which require little
energy; these are lamps, discharge lamps
and compact fluorescent lamps with high
light yields; they are distinguished by their
ability to transform electricalenergy into
light energy with high efficiency. A general
purpose lamp (100 W) has a light yield of
14 lumens/W; a fluorescent lamp of
comparable wattage (18-W) has a light
yield of 50lumens/W. With respect to the
energy consumption there is no doubt
about which of the lamps has a threefold
greater light yield for the same energy
consumption as the familiar bulb.

In calculating the cost, energy
consumption alone is not the deciding
factor. The costs of the lamps must also be

taken into account. Since these are
relatively high, the economics of their use

depends on hclw and where they are used.
The concept of 'low energy lighting'

does nclt embrace the energy consumption
of a light source alone. The question of the
economically justifiable amount and type
of light and its wastage has a much greater
importance in the planning of lighting.
Without doubt the previously mentioned
1,000 million dollars per year which is

wasted in the USA alone for'illumination'
of the sky at night, cannot be justified.

The quantitative planning of
lighting and its consequences
for energy consumption

The discovery of the electric light bulb
approximately 100 years ago led to light
suddenly being available in the desired
quantities. Therefore, even then, scientists
sought a criterion to enable them to
determine a person's light requirement in
his environment and to lay down such
requirements. Physiologists such as

Helmholtz, who devoted themselves to
this question were generally of the opinion
that the optical performance of the eye was
such a criterion. In laboratory experiments
they found that the optical resolution of the
eye increased with increasing light levels.
The consequence of this purely
physiological observation was that, in
work areas especially, ever increasing light
levels were recommended. In the offices

and workshops of the 7920b,100 lux was
sufficient. With the advent of the more
efficient fluorescent lamps, the
recommendation rose rapidly to over 500
lux. As the first open plan offices were
designed in the 7960b, one expert
considered that 2000lux was an optimal
value. In general people were of the
opinion that the increased energy costs for
greater lighting would be compensated for
to a large extent by the increased
productivity of the employees.

In my opinion these considerations were
one sided and wrong. The intensity of the
lighting is insufficient as a quantitative
measure of the needs of an individual with
respect to the lighting of his environment.

Qualitative aspects such as visual comfort,
information content and relevance to
architecfure are not taken into
consideration in quantitative light
planning, when this is based solely on the
light intensity.

A comprehensive planning of lighting
must include the psychological side of
vision and perception. These aspects were
recognised at the beginning of the century
by perceptual psychologists and were used,
for example, in theatre lighting in a
convincing fashion. Modern lighting
planning, especially of interiors, has been
strongly influenced by stage lighting.

The first professional lighting planners
were primarily from the stage lighting
profession. In the middle of the 1950's,

Ludwig Mies van der Rohe commissioned
Richard Kelly, a stage lighting specialist
well known in architecfural circles, to assist

in the construction of the'Seagram'
building.

Richard Kelly was a pioneer of light
planning. He merged the already present
impulses of perceptual psychology and
stage lighting to form a unitary concept.
Kelly dissociated himself from the standard
of a uniform light intensity as the cenkal
criterion of light planning. He replaced the
question of the quantity of light with that
of the quality of the light in individual
instances, according to a list of functions of
the light, guided by the perceiving
observer. Kelly differentiates between 3

basic functions; ambient light (for seeing),
focal glow (light for examination) and play
of brillance (light to be seen by).
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The new professional status of the
lighting planner was overshadowed for
over 20 years by the technical planning of
the lighting, which concentrated solely on
the intensitv of the light. During the 1950 s

when a surplus of energy was available, a

reform of architecture illumination was not
called for. That was to change in the 7970's.

A rethinking was necessitated by the
energy crisis of the 7970's. Then lighting in
general became a symbol for the w,aste of
energy The consequences were radical and
(for the most part) false economv
measures. These involved parhal switching
off of exterior lighting, the inlroduction of
u,orkplace lighting instead of room
lighting, a reduction in general lighting, the
common use of discharge lamps instead of
light bulbs and so on. Often these economy
measures left a bleaklv lit landscape behind
them.

The energy crisis as the start of
a qualitative planning of lighting

Was it possible to reduce the specific
lighting load of a building from 40[t| /m)
to 20 \N /*t without 'turning light off'?
Indeed it was architects who adopted the
new lighting philosophy - one w,hich was
not based solely on quantitative aspects of
lighting. Then light planning emerged
from the shadows of the one-sided light
intensity planning and the challenge of
'low energy lighting' could be tackled anew.

This new approach was based on 5
underlving principles :

use of more economic lighting elements
use of more efficient lighting technology
with a high visual comfort
incorporation of daylight in the concept
of illumination
a new illumination architecture
temporal adaption of illumination
according to the type and use of the
building

The use of more economic
lighting elements

Until the 1970's the choice of lamps
followed a simple formula; fluorescent
lamps for office and workplace; mercury

.-

Ltt lt o ra t ct n 1 tt t t d n t o t t u f L1 (' t u r i t t g 0 r e i : V i s i ot t t1 i r d t r k I i gh I

lLlntps ior fIu()rcscr'nl /iglrl.s 58 \\,1, rtt'rttrnl it,ltitt coltwr;

rrrcdiatt iIIurrtilratittrt ilrtcrrsilr7 750 Iux; s|ttcific cotutt'cl
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vapour lamps and sodium vapour lamps
for exterior use and interiors where no
demands were placed on the quality of
light; light bulbs for a range of applications
from hotel to salesrooms and the home.
Howeve4 during the 1970's and 1980's

there were many technical developments:
light bulbs were superceded by halogen
bulbs, mercury discharge lamps by
metal-halogen vapour lamps, sodium
vapour lamps to sodium high pressure
lamps and fluorescent lamps to compact
fluorescent lamps.

The wide spectrum of lamps available
today offers the possibility of optimising
the lighting from the point of view of
lamps and perforrnance, brilliance and
shade, Iight colour and colour rendering;
but above all in respect of energv costs,
lamp and maintenance costs.

Lighting has to be suited to the type and
function of a particular room and it must be

remembered that rooms are seldom used
for one purpose. I have often found that
lighting has been planned without
sufficient regard for the function to which
the room is placed. For example, it is not
sufficient to light a conference room just by
the use of dimmable fluorescent lamps -
even though this seems to be the ob'u,ious

economic solutiorr. A conference room is

not onlv for conferences - it is a meeting
place where receptions are held and
discussions take place. Moreovel a
conference may be convened during the
day or the evening, with a slide
presentation or without. Each of these
special roles requires an optimum form of
lighting.

Lighting must, therefore, be planned
properly - lights of different quality and
quantity must be diskibuted via a number
of circuits. Each single circuit should be
optimised with respect to the light intensity

and switching and be dependent on the
functiorr of the room. Simple,
programmable light modulation can couple
the circuits to form the required lighting
effects.

Darklight practice and
visua! comfort

We expect more and more sophistication
from light plannings. Different tasks
demand different lamps - the
characteristics of which are finely tuned to
the tasks for which they are designed. The
illumination of a complete wall, for
example, demands quite different lamps to
those required to light a single object. The
use of a current collecting rail enables the
lighting to be laid out in a variable manner
and the individual requirements of
differing uses to be met. With proper
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planning, onl\/ as much light energ\ras is
necessarv to fulfil its function in the design
of the room need br. deploved.

In view,of this, the application of mirror
reflectors has increased cclnsiderablv since
the energv crisis. The effects of this are a

much improved visual comfort and a
higher efficienct,of the lamps. Furthermore
mirror reflectors en.rble anv light
distribution on horizontal or vertical
surfaces from any p-roint in the room. These

properties are the basis of the realisation of
good architectural illumination. Terms such

as rvvall, ceiling arrd floor floodlights, and
directional beams etc., derive from the
prrinciples of mirror reflector technologv.

Mirror reflector technolgov or'dark
light' technology is of particular
importance. At the beginning of the 1980's,

headlines in Nen,York caused a stir bv
announcing the achievement of connect
load of less than 21,^'l /m: for nominal
illuminatiorr intensitv of 100 lux. Since

then the demand for visual comfort has

increased. The development of so-called
secondary lamps and low reflection
indirect lamps stems from this need.

Daylight and the concept of
ground illumination

Daylight technology is having a
renaissance. In the earlv days of
illumination technology, daylight was
superior to any source of artificial light and
was therefore the customary type of light at

the workplace. The use of davlight in
interiors declined in the 1950's and 1960's at
the time of the energy surplus, and
replaced bv the flood of light from
fluorescent lamps.

HoweveL modem forms of architecture,
are open and more transmissive of light.
Moreovet a'natural' light yield of almost
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N tlrv rr Ll nrcr( )u s pl.1 r1n€rs .t trrl engi tr ccrs
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Itorv to steer tl.rr-light into it'ttr'riors tvitl't
ntct\inlLlnr cificir'trc\' ,ttrcl encrgv saviltg bv
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Summary

L.rck of krrou'letlge oI tl'rc principles oi
lighting rlesign calrscs lrght to L-re rr'.'rstcrl.

I ) a rk,,r Lr s o rb i rr g c,i rc cl S .r rc r I I tr nr i u.r t t' cl .r n t1

u'hitc rvt'll ret'let-ting are.rs in the sanle
r()( ) nr u r-r rl e r - i I I tt nr i rt a t t' c-l . i{ oo t-t-t s w, h i c h .r rc
occtrf-rit'c-l ior orrlr' .r short time are lit as

strorrglv as if thcr' .rrc tr) Lre n'orked in ior 8

hours. Btrt, .rt thc prrcssing oi.r Lrtrttort,

rleprencling on the use tli the roonr, the
optimal, r-ttost a prprcprriate .rnc1 most
ccononric.rI rIIun-rir-ratiorr c.'rn be Lrrolrght
into prlav

R.rtion.rl light p[.rnrring is an cxccllent
tool for contnrlling .rncl nrit-rinrtsit'tg thc
crlergv .'trttl cost erpt'rrcliturc of
illun-rrnatiort ir-t the cotrtert of lorv energ\'
Iighting: Iiglit prl.rnning.rlso fuliils thc t.rsk
oi r:sir-rg light to incrc.tse the u,e ll-Lrcirrg of
tl-re peoprle n'ho n'ork ar-rtl live thcre. Not
l.rst, light is the instmnrer-rt to enrph.rsise
thc itlrnr ancl ch.rracter oi arcllitecture:
light, the iourth climerrsiotr oi
architecttrrt,.
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er the
Darkness
Architecturc ard Ttolitics irt post-rttar Easteru Europe. Andras Ferkai
examirrcs tlrc cot$equences of the long enrhrace betttreen centralised planning
artd nrclritecture. He expresses sotne hope f or creatiuity, choice and hunranity
nfter the periotl of stngnatitttt.

\,Vhat does architecture har,e to do rvith politics?
It n,as never asserted even bv Marxist theorists
tha t .rrchitectu re depends directlv on politics.
Architecture has alrvavs been determined bv
several factors, including economic and social
ones, but the political n,ill hardlv ever interfere
irr this dclmain. The onll'exception is the
totalitarian dictatorship irr which the pou,erful
realm of politics attempts to subjugate the
w'hole of civil societv lvith its culture and
architecture.

Eastern Eurclpean courrtries absorbed intcr
the Soviet sphere of interest, were compelled to
follow the Stalinist model. Many similar
dictatorships gre\\' from the ground of this
region. The esserrce of the last fortv vears'
historv in the given region is how these
countries could take off the uncomfortable
uniform of Stalinism and hor.t,thev found their
own i\:av. There are stillsome states where Partv
leaders give architecture directives. Elsewhere
the situation is quite different. Politicalchanges
are going on and the civil societv and the
cultural sphere are regaining their
independence. If somebodv w,ants to deal w,ith
contemporarv Eastern European architecture he
cannot do his job w,ell without taking the impact
of politics into consider.rtion.

Diverse Tiaditions
The region exterrding from Western Europe to
the Soviet Union and from the Adriatic to the
Baltic Sea, rvhich some call Eastern Europe and
others Central Eastern Europe, has various
trar.litions. Despite common characteristics such
as a relative backwardness dating from the

Middle Ages and mixed nationalities, this is a

region of rather different parts. Looking back to
the end of the Great War, when states w,ere

established more or less in their present form,
we can see the differences betn een these
countries. Some of them lvere
bourgeois-democra tic republics r.r,ith advanced
industrv (Cermany Czechoslovakia), while
clthers were under-developed agrarian clnes,

living nearlv on the Nomad level (Albania,
Macedonia). The German-Austrian social
model, the Polish and [{ungarian aristocratic
societv and the Balkan societies led by a
bureaucratic-militarv elite, each represented a

characteristic wav of social progress.
The architectural trends of these countries

were also diverse. Cermanv and
Czechoslovakia plaved an important role in the
creation of 20th centurv modern architecture.
Only thev financed social housing on a large
scale in this part of Europe. Other avantgarde
centres existed in Poland, Hungarv and
Yugoslavia. ln all five countries there existed
nationalsections of CIAM. Architects in the
Balkans kept stronger historical traditions. The
problem of NationalStvle was not limited to the
Balkan countries - this question w,as important
for all nations which had struggled for political
independence for a long time. On the eve of the
Second World War everv country had
developed its own modern architecture
corresponding to climate, needs and taste,

Tiends in the years 1944-48

At the end of the war the Yalta Conference
acknowledged Eastem Europe as a zone of
Soviet interest. Many kinds of countries of



varving status got into the same camp: the Baltic
republics n,ere incorporated in the Soviet
Union; Bulgaria, I{ungarv and the Eastem zone
of Cermanv were occupied as losers bv Soviet
trorlps, as was Rumania whose government
went over to the side of the Allies rn 7944;
Poland and Czechoslovakia which were
liberated from German occupation, Albania
from Italian occupation, and Yugoslavia after
having liberated itself. The Yalta agreement
imposed free elections in these countries (except
for the Baltic republics of course), and
consequently coalition governments were to be
established. At the first elections the workers'
parties did not get the majoritv of the votes.
Private ownership remained for some vears the
basis of the economv and measures of the new
governments served the cause of democratic
transformations.

The changes favoured left-lt ing architects
and follow,ers of functionalist architecture,
including former CIAM-members. Most of
them had drafted their standpoint in
declarations during the war or just after it.r The
main point of their statements rn,as that
although modern architecture had been the
product of capitalism, its origrnal social
programme could be realised onlv w,ithin the
framework of a new more progressive society.
And they were convinced that their dreams
which had proved to be a Utopia in the 1930s
could now come true.

The post-n ar period gave architects the
opportunitv for extensive work. A lot of
buildings were in ruins, there lt,as a housing
shortage, and industrial plants had to be rebuilt.
For the first time in the historv of mankind
architects met the need of systematic settlement
regulation. The great question of the period w,as

whether to restore or to reconstruct towns.
Specialists usuallv overestimated the loss and
rvanted to rebuild not only the rvhole of Berlin
or Warsaw but other towns that had suffered
much less in the war.

Masterplans \^/ere made in the spirit of the
Athens Charter and their authors did not even
care about the remaining parts of inner cities.
For example the "Socialist Warsar.r," project by
former CIAM delegate Szymon Syrkus or a
masterplan proposalbv Maciej Nowicki, a

leading architect of BOS (Capital Reconstruction
Office), both suggested the construction of an
absolutely new town on the spot of the former
historical Warsau,downtown.l From 1945 the
reconstruction of Berlin was directed by Hans
Scharoun and the first ideas such as the Forum
in Berlin's core by Richard Paulick continued
urban planning methods of the 1920s with the
"Stadtkrone" conception.I The competition
project by Alad6r Munnich, made in 1945 for

Budapests regulation, built castles in the air.a

Czech architects r.vorked out ideal prcljects:
Karel Honzik a "Pedestrian Town" conception in
1945 arrd Jiri Vozenilek a linear industnal tow,n
prcrject in 1947, showing the influence of the
Soviet avantgarde architect Miliutin.'
Regulation plans w,ere n,orked out for everv
important Bulgarian, Rumanian and
Yugoslavian town.

Bu t most radical architectu ral interr,'en tions
once again remained on paper. In Warsavr,i for
example, public opinion claimed the restoration
of the historical city core instead of the nerv
plans. Generally, the urgent need for habitable
housing was in favour of restoration. From
avantgarde dreams a few state or cooperative
housing estates were realised in Czechoslovakia
(Brno-Tabor 1946-48 J. Kroha, V Kuba,

J. Pola5ek; Labskd Kotlina 1945-50 J. Har,,li-ek,
E Barto5; Prague-Solidarita 1947-49 E Jech,
H. Maver, K. Storch etc), in Poland
(Warsaw-Zoliborz 1948-50 B. and S. Malicki;
Warsaw-Kolo 7947-56 H. and S. Svrkus)and
two collective houses in Czechoslovakia (Zlin
1947-50 J. Vo2errilek; Litvinov 1946-58
E. Linhart and V Hilskv).

Architecture of those vears was linked bv
several threads to the former pericld. Pri',,ate
firms and cooperatives survived, architects
could continue private practice and previous
groups and associations of professionals
renewed their activity. Polish, Czech and
Hungarian CIAM sections were re-established
and got connected to the CIAM leadership.
Their delegations took part in conferences until
the 1947 Bridgwater meeting. Most of the
pre-war tendencies went on and the optimistic
atmosphere of the reconstruction period
stimulated creative fancrr

From Diversity to Uniformity
Coalition years proved to be onlv a short pericld
in the historv of Eastem Europe. The struggle
for political power led sooner or later to the
break-up of the coalition and a one-partv
dictatorship was built up everyn,here. The
process in diffferent countries was carried out
according to a choreogaphy of ghostly
similaritv. Workers' parties acquired most
important pclrtfolios first, then started to oust
bourgeois and peasant parties from power. The
so-called "salami-tactics" cutting up parties one
after the other, from the right to the left, used all
but honest means. The last act of the play r,vas

the union of the Social-Democratic and
Communist parties, the latter incorporating the
former. Where several parties survived (e.g. in
Poland), the others beside the communist partv
existed onlv pro forma.

The political turning putting an end to

coalition went on in nrost places in 1948, except
for Yugoslal'ia and East Cermanv w,here the
union of w'orkers' parties and nationalisatiorr
had alreadv taken place in 1946. At the same

time there lvas a process of centralisaticln of the
economic, financial and administrative domains
going on.

The Cold War made its irrfluence stronglv
felt: the psvchosis of fear forced the Soviet block
to organise a common defence. National
economies hacl been turned into a Stalinist
'\^/ar-communism' svstem, the essence of r,r,hich

r,r'as the forced march industrialisation, the
complete nationalisation and the establishmerrt
of centrallv planned economv.

In this svstem the Cerrtral Planning Office
watches all parts of national economv,

centralizes all means and redestributes them
according to long-term plans. The Soviet-like
economic system cannot r,r,ork lvithout a

centralized investment and building policll The
nationalisation of these domains was inevitable.
It successivelv iormed a new netr.vork of state
project and investment irrstitutes. Architects had
to enter these offices after ha'u,ing given up their
private practice. The process of becoming state
emplovees r,,,,ent on in 1948-49 (in Yugosla'u,ia

frctm 7946, in East Germany from about 1917).
The organisation of a new ministrv for
construction r.irs good for screening the staff
from a political angle. Political po\,\,,er liquidated
independerrt professional organisations,
trade-uniorrs, previous groups and even
magazines. FIighr.r education and the Academv
of Sciences vl'ere transformed, research
institutes for elaborahng standards and
stirndard projects n,ere established and the
network of project institutes became even more
intricate. The model for all this was the Soviet
sYStem.

The p.rth le.tclirrg u1'r to uniformitl, lvas full oi
conflicts. Ap.rrt fnrm existence prcblems, the
geate'st conflict rvas c-l cultur.rl one. For Eastern
European architects it w'ent vvithout saving that
their modern architecture n'as the most
.rppropriate to the aims of the new,social clrder.

By th.rt time the Soviet Uniorr had alre.-rdv

t,limina ted i ts .r va n tga rde a rchitectu re for more
than 15 vears. The clash betn'een architects
de-r'eloping their.-rrchitecture in an org.'rrric vvaV

.'rnd the Soviet patterns follou,ing official
culturalpolicv rvas neccssanr The Cominform
(Communist Inforrnation Board) founded in
19 47 to co-ordinate the peoples' democr.lcies'
p'rolicv had bv Julr, 1948, categoricallv denied
the possibilitt, oI septrrate rvavs both in politics
and culture. Yugoslavia was ostracized exactlv
at that time. In the same vear a paper of
Cominform, The Central European Observer,
published an .rrticle whose author under the



pseudonym of K. J. Campbell launched an
attack on Czech avantgarde architect Karel
Teige, a communist. He questioned the idea that
modem art could serve peoples'democracies as

Teige had asserted in his sh,rdy about receflt
Czechoslovakian architecture one year earlier.

This was the beginning of a sharp campaign
against modem art and architecture. The assault

was conducted apparently by Zhdanov and
carried out by'ideologists' having just retumed
home from the Soviet Union (Kurt Liebknecht
in Germany, Edmund Golzamt in Poland, Imre
Per6nvi in Hungary and others).

Western architecture was rejected, contacts
with Westem countries were broken, and
architects became uncertain of their conviction,
the more so as the propaganda for Socialist
Realism became more and more aggressive.

Soviet exhibitions were organised in all capitals,
professionals were invited to study in the Soviet
Union and Soviet advisors appeared in state

project institutes and in competition juries.6

Convinced modem architects such as Hermann
Henselmann and Jiii Kroha joined the choir
praising Socialist Realism. However, there were
heated debates among architects, especiallv in
Poland and Hungarv. Even in 1951 Polish
architect Marek Leykam and Hungarian Mdt6
Major disagreed in public with Socialist
Realism. Leykam could continue to a certain
extent his previous activity, but Major was
forced to exert self-criticism in a discussion
organised by the highest party circles.T

Socialist Realism in Architecture
The'choreography' presented above resulted in
the establishment of centrally planned
economies and that of party-states. Professional

unity prompted the first nationalcongress of
architects which w,as followed by the
foundation of the Union of architects. This
event took place in each country at different
times.E The centralised svstem and political
pressure managed to inkoduce Socialist
Realism, a doctrine totally alien to the culhrre of
the countries in question with the sole exeption
of Yugoslavia. The conditions were given for the
same future there, but thanks to the excluding
resolution of the Cominform, Yugoslavian
architects could avoid this forced style.
Meanwhile, they were neglected by the
pragmatic power in favour of engineers during
the whole reconstruction period.

Socialist Realism contained an inner
contradiction. The Stalinist system was
prepared for the war, so it put the emphasis on
heavy industry and strategic districts only and
at the same time limited consumption.
Therefore civil construction had to be as cheap
as possible. That is the reason why standards
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and mass production methods were to be

initiated. The keywords of the Stalinist Era were
the 'reduction of building costs'. But there was
another demand diametrically opposed to the
former one, and this was the claim for a
'monumental propaganda'.e Architecfure was
expected to herald spectacularly the success of
the new era. Architecture was to have this effect
by erecting pompous and monumental
buildings.

Thus architecture was driven into a

schizophrenic situation: architects had to create

a style against their wishes, which was to be

both luxurious and cheap. Contemporary
theorists could not say more than Stalins afom:
"Socialist Realism is what is socialist in content
and national in form." lnterpretation of these
enigmatic notions was intrusted to the architects
themselves. Eastem European architects
attempted to give a fair answer to this challenge
since the simplest way, copying Soviet pattems,
was not acceptable to most of them.

The only help was given by the second part
of the afom: national in form. Some architects
fumed to vemacular architecfure as their
ancestors had done at the tum of the century or
later on. Others resorted to historical periods
considered progressive (Czechs to the
renaissance of the Husit Era, Poles to their
renaissance and classical revival period,
Hungarians, Rumanians and Bulgarians to the
middle of the 19th century classical revival,
Germans to Schinkel and the Nordic brickwork
style). Some Hungarians (Gy. Rimanoczy,
A. Ivdnka and P. Nemeth) wanted to solve the
conflict between modernism and traditionalism
in the manner of Nordic Classicism. Jffi Kroha
mixed a strange style having borrowed elements
of his own cubist period.

The real area for Socialist Realism was urban
planning. The outstanding significance of
urbanism is reflected by the fact that the
principles of urbanism had been codified in
several countriesl0, and'socialist reconstruction'
of East Berlin, Warsaw Bukarest and Sofia was
commanded by party resolutions. The
Stalinallee in East Berlin, the Marszalkowska in
Warsaw the Lenin Square in Sofia, the
surroundings of Scinteia Headquarters in
Bukarest were all built according to Stalinist
principles. So were new industrial towns where
nothing limited the designers' imagination. Yet,

the conception of these towns is as similar as if
they had been conceived by the same mind.

Pragmatism Instead of Ideology
Signs of a change appeared shortlv after Stalin's
death. After the years of obedience there was a
revolt in East Berlin (1953), Hungary changed
Prime Minister in June 1953 and the new one,

Imry Nagy, started a reform programme.
Stalinist architecture was first criticised
prudently by Poles and Hungarians in the
spring of 7954. Khrushchev touched upon the
question at the Moscow Conference for the
Building Industry held in the same autumn.
Soviet architects did not reappraise the former
period before their second All-Union Congress
in December 1955, where contradiction
between traditionalism and industrialised
constmction was discussed.

In Eastem Europe only the events of the year
1956 put an end to Stalinism and Socialist
Realism. Polish, Czechoslovakian and
Hungarian architects broke with Stalinist
practice in stormy congressesl l as did architects
in the other countries. Their complete isolation
was ovef, they could renew contacts with the
World and follow again contemporary
tendencies of architecture. There was a great
interest towards new strucfural and functional
solutions. It is not by chance that some
important cenlres for designing and investing
new kinds of structures were formed just by the
end of the 1950s. (Research Institute for
Concrete Shell Stmctures in Bukarest,
experimental structures of the Polish Waclaw
Zalewski, the non-tectonic building system of
the Hungarian B€la Simsondi-Kiss.)

The renewal of architecture coincided with a
great prosperity. The selective development
policy and housing limited only to industrial
centres of the early 1950s were followed by
another building policy, which was more just
and more productive. Communal, commercial,
sanitary and cultural investments and housing
construction multiplied in the next few years.
Historical city cores were repaired, empty plots
were built in.

Change also provided a chance for
individual conkibutions and, although Westem
influences often led to simple imitation of
forms, a lot of interesting attempts arose. A faith
in the possibilities of unlimited progress was
reflected in fantastic urban plans and utopian
housing projects.In Czechoslovakia the older
generation represented this tendency. Josef
Havliiek designed pyramidal skyscrapers
(7957-67), Jffi Kroha cylindrical ones (at the
beginning of the 1960s), while Karel Honzik in
his'Domurbia'project worked out a

three-pointed housing unit, starting from which
he expected to create a triangular network, the
base of an organically growing town (1962-65).
The Hungarian Elem6rZalolay developed from
the mid-fifties his notorious band-house idea
estimating a more than mile-long, ten-storey
high building for solving the housing shortage
of Budapest.

In the Rakowiec district of Warsaw an



unusual apartment unit was completed in 1958.
Oscar and 2ofia Hansen realised the idea of the
'open work'there, having determined only the
framework of the building rn,hilst offering free
choice to the inhabitants for developing their
flats to their taste and allowing them to alter
them at anv time later on. The Hansens
continued to develop their idea during the
1960s, turning it into a 'linear-continuous

system', w,hich like Flonzik's network, could
have become the principle of regional as well as

local regulation. The triangular urban network
appeared in the project of another Pole, Thdeusz
Zipser in1964.

The epoch of experimerrt errded around the
mid-sixties. The reason for this lvas, first of all,
that the centralised and bureaucratic
organisation of building affairs remained intact
and, after Socialist Realism had been rejected,
leaders of tl'ris field consid,:red architecture
merelv as a building industnr Thev thought
mass needs could be satisfied onlv by mass
production and standardization. Earlv
experiments w,ith large panels of the 1950s n ere
renewed,lr and panel factories r.t,ere built. Some
countries (e.g. t{ung11,)bought, despite the
protest of architects, rather primitive
Soviet-made large panel factories be,cause of
political motives. Long-term housing
pro6rrammes resulted in everv countrv in huge
housing est.rtes in the outskirts of towns with
generallv two types of p'rrefrrbricated houses:
five-storey high and ten-storev high ones.

In these circumst;rnces particular interests of
constructors prevailed over human aspects of
architecture. Architects became in these

over-regu la ted and bureaucra tic orgarrisa tions
pressed engineers with arr artist complex.

Politicians did nclt care about architectural
quality, thev onf wanted to prove the
supremacy of Socialism, not bv artistic works,
but by quantitative results. The charismatic
legitimation of the'Cult of the Personality'was
ovel but was replaced by a more rationalone.
According to the nerv pragmatism that then
prevailed it was believed that the bigger the
housing estate the more socialist it was.
Following this logic, building enterprises in
Poland and the GDR were drawn together and
hansformed into trusts, the so-called
'Kombinats'. In these two countries, design was
also integrated into building trusts. The
overwhelming part of design work was reduced
to standard project adaptations. On the whole,
architecfural art had to retreat into a few
protected ateliers - it nearly became something
to hide like smuggled goods. The process was
carried out similarly in all Eastem European
countries but with some deviation because of
divergent paths of some reform-oriented states.

Attempts to Reform
After 1956 severalattempts took place irr

Eastem Europe to replace the Stalinist modelbv
something else. Yugoslavia took the first step.
Although Yugoslavia rvas more indeperrdent of
the Soviet Union in the 1950s, its svstem was as

centralised .rs the others. Yugoslavs introduced a

'self-governing socialism', in which the state

sector was corltrollecl bV rvorkers' collechves
and there rvas a possibilitv tr-r pursue private
enterprises. Architects could again open prrivate
offices, u,,orking in a wav mrlre fit for creative
activity and the education of ner,v generations
than that of hierarchial state offices.

The competition of clifferent prcject
organisations animated professionaI Iife and
exerted a good influence on the qualitv oi the
works. Among peoples' democracies,
Yugoslavia rt,as the most open to the rvorld, so it
made it possible for architects to har,'e a look
around or enter sen,ice in famous Western

offices. Foreign architects also lvorked for
Yugoslavian sites. I I Hence, Yugoslavian
architecture joined the European mainstream.
When the 8th Congress of the Yugosla'u,iarr

Communist Party reported a reform
programme, private architects claimed new,

fclrms oI association for protecting their ovvn
interest.ra After that private and cooperative
offices became eclual to those belonging to the
st;rte.

In Czechoslovakia the 2nd Congress of the
Uniorr of Architects worked out important
proposals for new organisation forms in the
field of design and for new investment policv.
They demanded the elimination of the building
firms'monopolv. They achieved only partial
results: tclgether with some co-ordination
cenkes, Architektonickd sluZba, the project
institute of the Union started to work and the
Institution of Municipal Chief Architects came
into being. New winds of the'Prague Spring'in
1968 made architects enthusiastic and got them
to set up independent associations and
cooperatives. The most famous group was the
Atelier SIAL in Liberec under Karel Hubaiek's
leadership (1968-71) with Skolka, a

master-school for young graduates directed by
Miroslav Mas6k (1969-83)r5. Both of them
offered members an environment cut to human
scale and stimulating enoup;h for many-sided
work at a high level. The Czechoslovakian
reform-process was intemrpted in August 1968
by the Warsaw Pact troops'invasion, which was
followed by the restoration of the party-state.
In the years of normalisation independent
professional org;anisations u,ere successively
eliminated. The Union of Czech Architects did
not accept these changes and on the 8th August
7972 the Ministry of the Interior dissolved the

union because of its resistance. The Atelier SIAL
ha'rd to merge again in local Stavoproject office,
onlv Skolka survived as a marginal goup. A
great number of architects emigrated at that
time.

The roots of the Hungarian reforms rest in
October 1956, but the progress could not
develop before 1964. The'new Economic
Mechanism', officially initiated in 1968, broke
the previous cenhally planned system of
economy and ceded certain f urisdictions of
decision-making to lower levels. Enterprises
have obtained a relative irrdependence on a
controlled market. The liberalisation exerted a
gclod influence, mainlv on agriculture and small
indushv but for the architects it brought few
changes. The1, could thereafter form
cooperatives and undertake smaller
commissions from inhabitants in private. The
irrdirect influence of reforms was more
important for architecture. The broadening of
foreign contacts and that of the spiritual horizon
pror,ided better conditions for intellectual work.

In Poland, despite repeated revolts, all
attempts to change the sfnfus rTrro failed until
August 1980. The CDR and Rumania have
alrvavs been against reform and, together with
Czechoslovakia, they seem to have created in
the p651few,\,ears an anti-reform block,
considering transformations as a betraval of the
right wa1,of Socialism. Bulgaria falls rather intcr
the latter group, hon,eve4 its leaders have
expressed the intenticln of certain changes.
National Character in Architecture
If rve make a survev of the last hundred years'
history of Eastern Europe we can see that
nationalism is the, most obstinately returning
problem. Why? Firstly, this region has alwavs
been of mixed nationalitv. Secondly, the nations
obtained independence late in the day and
thirdlv new state frclntiers do not exactly cover
ethnic borders. There are hardly any pure
nation-states: some are confederacies, most of
them have important minorities (Rumania,
Bulgaria, Yugoslavia, Czechoslovakia). To tum
socio-econclmic problems into nationalist
temper directed a5;ainst a neighbouring country
or their own minorities is an unfortunate
tradition in Eastem Europe. Everybody thought
Socialism would automatically solve this
problem, but Stalinism served only bad
examples. We heard about forced
transmigations, the scattering of nations and
the carying of whole minorities into camps.
Since the 1960s nationality problems have been
swept under the carpet as if they had not
eisted. Recent houbles show how ethnic
problems are far from being solved.

Thus, it is no wonder that the question of
national identity has been periodically posed in
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Eastem European art and architecture' Let us

just think of mYths of origin or national

tendencies in painting and architecture at the

beginning of this century. These tendencies

weie checked after the Second World War'

when the nen'alliance of the peoples'

democracies wanted to present an aPPearance

of unitr,, even rt'hen such unitV did not exist.

Although Socialist Realism insisted on rrational

form, ifwas still intemational in spirit and

ideologv. Pompous haditionalism made Iocal

nuances non-essential and hardlv

comprehensible. After that, architects chose

intemational modemism of their orvn free will'

Yet, the moncltonv and rootlessness of the latter

produced a reaction in the mid-sixties'

There rvere tlyg tf,pical waVs in rt'hich

national characteristics expressed themselves in

architecture: inrLividual contributions and state

programmes dratt'tt uP b)'politicians' The first

*ai,c.rrld be represented bv the activitv of

Gribrlan and Neidhardt, Makovecz and Croup

Prics, the second one by official Rumanian and

Bul garian architecture'
In Yugoslavia, Professor Grabrian, who had

earlier been a co-rvorker of Le Corbusier' and

Grabrian s student Jurai Neidhardt, began to

search fclr rules of traditional Bosnian

architecture and tor't'n planning before the war'

They rt'ere convinced that'the only rt'av tcr

estaLlish a modern Bosnian architecture is ttr

learn from traditions'. Thev wanted to create a

national archite'cture speaking their own
'language'. The aim - to reveal a hidden

.,rhe.".ti" irr the rvav of life and its vemacular

architecture - was iust the same as Christopher

Alexanders thirtv vears later in his lvork for a

'Timeless Wav of Building'. In the context of this

post-w,ar realitv such a task was unique' Most

architects, having taken part in the

reconstruction, did not usuallv care about

traditional values; they were orientated around

the future. On the clther hand, Grabrian and

Neidhardt's experiment opposed the docffine of

Social Realism, too, because it proved that
'cosmopcllitan' mcldern architecture cr.luld be

appropriate to local traditions and, in being so'

.uutd Possess a national character'lh

Irr HungarY Imre Makovecz and the Pecs

Youth Office (led bv Gvorgv Csete) revolted at

the end of the 1960s against the monolithic

structure of the building industrv and the

characterless architecture of the countr\''

Tcr preserve his'self-respect and Hungarian

feelings' Makovecz had to leave the state sector'

He n'orked for the Pilis foreskv until he could

establish his own office' Whilst he insists on the

national character of architecture, his organic

conception is not limited to Hungarian folk

architecture onht He takes inspiration from
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ancestral myths of anv nation, from oriental

philosophies and mainlv from Rudolf Steiners

antroposophv. FIis buildings, which usuallv

standin the countrv and use natural building

materials, look like monsters or other creatures

(see World Architecture 2)'r;
Group Pecs used to be'in the 1970s an atelier

formed within the State Proiect Institute of the

city Pecs. This spiritual communitv of voung

arihitects w'anted to follon' Bart(rks example'r$

Thev tried to create a modern architecture

starting from folkloric motifs, the ancestral and

cosmological interpretaton of 'home"

continuing at the same time the traditions of

Liberty' Stvle and National Romanticism' Their

attempt has not been 61ee'ted rvith st'mpathll

tlaving built large-panel apartment units

dec,-rraied bl'organic forms in the torvn of Paks

they n'ere sironglv criticised' Sor:n thereafter

the1, were deprived of the commission and

,ubr"qr"nthlwere dissolved as an independent

branch of the lnstitute. This administrative

measure together with the official iudgement of

Makoveczi activitv clearlv shows the fear of

Hungarian leaders of being accused of

nationalism.
Meanwhile in Rumania the 9th Congess of

the Party held in 1965 heralded a nerv era' Partv

leaders..iti.it"d the schematism of Modern

architecture and expressed their wish: 'Our

architecture must Preserve its individual

character and . . . must develop in a creative

manner the precious artistic traditions of

Rumanian aichitecture'.r" This might have been

a surprise for architects since thev could not

react at once to this proclamation' Only in

Februarl' 1967 on a plenarv meeting rvere

different approaches set forth'
Two main tendencies took shape during the

following Years: one a monumental'

sculpturesque stvle, borrowing structural motifs

from vemacular wooden architecture but made

of reinforced concrete; the clther is less strict'

more romanric and richer in form and n'raterial'

The leading figures of the former have been N'

Porumbescu and his n'ife M' l'orumbescu-

Vaida, while the latter have been represented bv

the activitv of M. Alifanti or C' Savescu'

Nationalstvle in architecture is still a verv

important factor in the Ceausescu Era'

The problem of national character in

Bulgaria has not been linked so stronglv to

political campaigns, even though such tasks in

architecture have ahvays gained the regimes

svmpathy. The first criticisms of modem

Bulgarian architecture were published as earlv

as t-g08. The authors obiected to monotony and

encouraged architects to keep the national

character of Balkan settlements'l(r In fact'

Bulgarian architecture has had a regional

flavour since that time' The task for regionalism

appeared in the other countries too, in the late

tbZOs.Onlv the GDR and Bohemia remained

untouched bv the'problem, which had never

been relevant ttl tl'rem before'

The Years of Stagnation
The conservative policy of Brezhnev slowed

down reform. Having intemrPted

Czechoslovakia's peaceful revolution' the Soviet

Partv leader felt it necessary to draw uP new

rules for the whole Eastem block' Brezhnev's

doctrine made deviation from the Neo-Stalinist

model dangerous. The restoraton of the old

order was Jompleted in Czechoslovakia around

7972 andthis was the year when extremist

inner opposition pushed Hungarian reforms

undergirund. In Poland the regime had

defeated the rebellion of workers in the

previous vear. The tuming iustified the line in
-Bulgaria, 

Rumania and the GDR'

ih" fullo*ing vears saw in these countries a

new recentralisation both in economy and

culhrre. As if no crisis ct-ruld really shake them'

large investments and prestige constructions

weie started one after the other' Mighty

long-term housing Programmes were

prollaimed aiming to solve the housing

problem n'ithin 15 or 20 years' Slogans like
lW. ur. going to build a second Poland!'date

back to that time. East German and Polish tmsts

uniting contractors and planning architects

were cieated to accomplish these gigantic

programmes. A nationwide, unified large panel

irtt"tn r,r'as introduced both in the GDR

(Wohnbausystem WBS-70) and Poland (W-70)'

The number of panel factories increased' for

example in Poland, by five times within a

decade. ln the GDR practically all construction

activity (95%) took place with large panels'

Beside quantitative results it mattered little that

industrialised technology made new housing

estates more and more inhuman'

Most of the prestige buildings were designed

by privileged architects in a decorated modern

ri1ri". fn"ie buildings, mostly headquarters of

pirty committees, town halls and'palaces of

culture', full of crvstal lustres, red carpets'

mosaics or reliefs and other kinds of works of

art, represented by different means the same

'monumental propaganda' role that Socialist

Realism did.
At this point we can realise to what extent

things were inherited unchanged from the

1950s. Architecture remained directed by party

resolutions especially in the GDR, Rumania and

Bulgaria. ldeological relation to the past

surui.red. Old districts, even whole settlements

were demolished as symbols of the'outwom

past'. This practice was quite normal in all



countries during the 1970s and still is in
Rumania (see the new govemment district in
Bukarest and the progamme for
'svstematisation' of settlements all over
Rumania).

'Paper Projects'as Signs of the Crisis
Behind the loudlv optimistic propaganda and
spectacular results often financed from loans,
the crisis has ripened.

Architects, feeling the crisis, wclrked out
different strategies of escaping. Some of them
emigated, others looked for a n orkplace fit for
creative work such as the protection of historical
m()numents, university chairs, and art schools,
or thev changed into other fields (fine arts, films
and theatre). A good indication of the crisis w,as

the so-called'paper projects'lr. These are
projects that are made without the intention of
being realised. Partly the lack of sensible work
and partlv the tvpically absurd Eastern
European situation, made architects express
their critical or ironical opinion about actual
circumstances in drawings, paintings and
competition projects. It is not bv chance that a

large number of projects made by young Poles,
Bulgarians and Soviets have taken part in
international competitions with success in the
last fert,vears. These works prclvide evidence of
soaring imagination and good sense of humoul,
and, sometimes, fear and aversion.
Presentiments appear in realistic projects too.
At the tum of the decade a couple of Hungarian
architects made projects in the form of a

slanting prism like a sinking ship.

Prospects and Limits
The crisis foreshadowed by 'paper projects'
ensued in the first half of the 1980s. The ancient
regime failed in August 1980 in Poland and in
May 1986 in H'ungary. Yugoslavia is fighting a

continuing crisis. All three countries have run
into serious debt. Nevertheless, these counkies
are the bearers of reforms in Eastern Europe.
The deterfte after Brezhnev offered again a larger
scope for progess. Gorbachev's break with
Brezhnev doctrine made it possible for Eastem
European countries to choose their own ways,
hereby he contributed (without wanting to) to
the division of the Soviet Block.

The GDR, Czechoslovakia, Rumania and to
a certain extent Bulgaria have resisted all
transformations and they are still stating they
can avoid the'chaos'coming from reform only
if the old establishment survives. But such an
approach seems to hide problems, not solve
them.

Reformist govemments would like to get out
of crisis by building up a democratic political
system and demolishing the centrally planned

economv in favour of a real market. Attempts
varv from Soviet'perestroika' to self-governing
model and entrepreneurial socialism.

Political changes first of all altered the
institutional part of architecture. New rules
made private practice possible again in Poland
(1980), in Hungary (1982) and in the Soviet
Union (1987). The co-existence of diverse
institutiorrs and various interests will surelv
exert a beneficial influence on architecture
although the conditions of a fair con'rpetition are
not vet given. Compared to their Western
colleagues, Eastem European architects are in a
situatron such that, if they had to take part in a
sn.imming match where the length is the same,
the Westem srt immers advance in rvater w,hile
Eastem swimmers advance in honev, (This
parable is flrom Imre Makovecz.)

Worldwide tendencies, such as

Pclst-Modemism, leave their mark on the
architecture of these countries too, however
strict their politicalsystem is. At the most, gables
and comices will be put together from special
large panels. But, in joining the European
mainstream, it willnot be enough to copv
Western fashion. A Bofill-like complex has quite
another meaning if it is built, for example, in the
downtown of Bukarest. The main question is:
What can architects, wrtrking irr different
Eastern European states, add of their own to the
common European culture? I am convinced the
creative energv of this region is more than
enough to take part in the construction of the
'common European hcluse'mentiontd so often
by leading politicians in the last few.months.

Notes
1. Yugoslavian architects held their first national
conference in 7944 in Split. A small group of
Hungarian architects drew up this declaration in
October 1944, which could not be published
before next autumn. See in'ter es forma'
1944-1945 No.1 1 p158. In Czechoslovakia the
'Block of Progressive Architectural Societies'
(BAPS) had its first meeting in May 1945. The
Polish Union SARP organised the first
conference in Lublin in November 7944.
2. About Warsaw projects see Andrzej Glinski -
Stefan Muller - Zyta Kusztra: Architektura
Polska 1944-1984 in:Architektura 1984 No.l
P.65.
3. "Die sozialistische Umgestaltung des
Zentrums von Berlin" in Deutsche Architektur
1959 No.1.
4. See Vadas, Ferenc: Budapesti tervp6lydzatok
1945-ben (Competitions on Budapest 1945)in:
Magyar Epitomuv6szet 1985 no.3 p52-55.
5. See the book of Josef Pechar: Ceskoslovenskd
architektura 1945-7977 , Praha 7979.
6. Soviet advisors arrived first in Bulgaria in

7944-45 on the occasion of the Sofia regulation
competition. They appeared in the other
peoples' democracies by 19 49 .

7. About Levkam's role see Architektura
lVarszaw'a 1951. No.5-6, about the "Great

cliscussion on architecture" together with
Majors speech in: Uj epiteszet, 0 j t6rsadalom
(New architecture, new societv) Budapest, 1981

(in Ilungarian onlv).
8. Bulgaria - June 7947,Hungary - October
1951, the CDR - December 1951, Poland -
April 1952, Rumania - December 7952,
Czechoslovakia - Julv 1953.
9. The conception of the "monumental
propaganda" is originallv fr<-rm Lenin, enlarged
later by Stalin to include architecture and town
planning.
10. In Bulgaria during the year 1949, in the GDR
on 9th September 1950, in Rumania on 13th
November 1952.
L1.. Polish SARP on 25-26th March 1956,
Czechoslovakian Union on l5th April 1956,
Hurrgarian MtSZon 6-7th Mav 1956.

12. ln Polancl prototype in 1956 (Sz. and H.
Svrkus), irr Czechoslovakia prototvpe in 1953,
mass production from 1957 (V. Karfik), in
Hungarv prototvpe in 7954, production from
7964, in the CDR prototvpe in 1956, production
from 1958.
13. For example, Radovan Niksie w,orked for the
Bakema and van der Broek office in the
Netherlands, Janko Konstantinov refu rned
home after having spent several years in
Scandinavia and California. The most famous
foreign architect working fclr Yugoslavia was
Kenzo Tarrge with his masterplan for Skopfe
reconstructicln.
14. "Kolaborahv' 66" , "Zadruga architekta" and
"Plavi9".
15. See among others an illustrated article in
Casabell.-r 512, April 1985 . p.4-17 .

16. Dusan Crabrian - Juraj Neidhardt:
Architektura Bosne iput u Suvremeno
Ljubljana 1957. With preface bv Le Corbusier.
17. See articles in AR, A+U, Arkkitehtietc.
18. See AR 1981. No.12.
19. From the speech of Gheorghe Apostol on the
2nd Congress of Rumanian Architects'
Association. In: Architectura R.P.R. 1965. No.3
20. See the conference under the title "Are we
constructing our towns, villages and housing
estates well?" In: Architektura 1969. No.6-7-8.
p.112.
21. Typical 'paper projects'were made in large
numbers for international competitions of the

Japan Architect magazine and later for that of
Architectural Design magazine. A rich collection
of Soviet'paper projects'was exhibited this
summer in the Architectural Museum of
Frankfurt.
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f acts. Rigour as well as uigour is

demanded of those uho parade
themsehtes in print.

,.,HARDTO
UNDERSTANDWHY

SCREAMEDAT

HAR$ONTSEDWITH

E1fTILIORDINARI.

. I.ACKOF
SEN$TTIVtTY

lgCI



Each time we meet, my friend the critrc
Bruno Zevi kindlv tells me that I "invented"
the CICA, the International Committee of
Architectural Cntics, Whilst I do not
deserve such praise, it is nclnetheless true
that I do take an active part in this
"non-Organisation" which has no
headquarters, no budget, ncl salaried staff
. . . in other words, no bureaucratic
structure whatsoever. It all began in
October 1978 with the signing of a

document by a 5goup of architectural critics
who, at my suggestion, had been invited to
attend a UIA meeting for the first time.

The necessity for criticism in general and
for architectural criticism in particular is

generally acknor,vledged. Competent
independent critics are needed more than
ever in this era of communication where
the "media" plav a greater role than ever
before in historv. Architectural criticism
does, howevel, entail a number of
problems that result preciselv from this
importance that it now has and also from
the freedom given to architectural critics.
For example, I have frequently found it
regrettable when architectural critics base

their "critique" on photographs of a
building which they haven't actually seen

thenrsehtes. One cannot dismiss the skills of
the photographer who, in photographing
the building from the most flattering angle
and using the most favourable lighting, can
ignore or conceal its faults and weak
points. All too frequentlv one is impressed
by the photographs of a building seen in
books and magazines, only to be
disappointed when one actually sees it!

And all too often one finds that the
building looks out of place with the
surrounding arcltitecture and that the
photographs have given only a very
limited idea, if any, of the building's space

and in particular its interior space. A poorly
designed building photographed when
brand new can rapidly deteriorate to the
point of becoming unrecognisable. Both
the architect and his photographer always
present the building from the most
flattering angle.

And then there is the question of the
actual functiotr of the building, surely the
most important factor to take into account
when appraising it. Whilst not belittling the
importance of other factors, a building
must surely meet the requirements for
which it was built. And yet architectural

criticism is all too frequently purelv
formalistic and in the absence of generallv
accepted criteria it can easily become
devoid of anv real value or meaning.
Likewise, I have frequently expressed my
misgivings with regard to the awarding of
prizes to works that one has not been able
to read, either because one lacks the
necessary linguistic knowledge or because
one simply did not have enough time. That
is no way to go about things.

Anyone can deem himself to be and set

himself up as an architectural critic, and
then embark on the crihcism or defence of
such-and-such an architect, building or
architectural concept. All it requires is the
finding, bv whatever means chosen, of a

vehicle for the critique: a newspaper, a
periodical, a publisher, a television or radio
programme (or even a Congress!). How
often one reads or hears something that
makes one shudder . . . even from the pen
or the mouth of well-known critics
considered to be authorities, whom the
young rush to hear and whose views
determine choices made by politicians and
other people with decision making powers,
who are by definition incompetent.

The very least one has the right to
expect of critics is that they know what
they are talking about and that they
express an objective point of view It is their
knowledge and not their subf ective opinion
that is wanted. Here is a recent example of
what I mean. The talented and brilliant
Charles Jenks has every right not to like the
glass polyhedron in the new entrance hall
of the Louvre, and nobody would dream of
not allowing him to express his dislike of it.
But how can he possibly say that the well
known Pei pyramid "blocks" the view to
the west that has been respected by all
those who have built, extended and
transformed the Louvre over the centuries?
This contradicts historical facts for
everyone knows that the Tuileries
obstructed and closed off this so-called
view until they were bumt down and
demolished in 1882. Our eminent
architectural critics should, in my vierv, take
their subject more seriously.

It is not that I am against freedom of
criticism. I whole-heartedly endorse the
following sentence which will become
famous in time to come: "l do not share
your views but I am prepared to fight for
your right to express them." ..
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The AestheticValue of the
Technologically Sound.

At frrst glance, the Pictures
you see here may appear
to show entirelY different
things

However, when looked

at through the eYes of an

architect or engineer, it be-
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something very declslve ln

common: a way of thinking
which is the basis for their
construction and design.

This approach is deter-
mrned by Pure technologi-
cal necessity. To realize the

concept of an airshtP,
for example, Graf ZePPelin

needed a light but
extremely sturdY beam
construction.

The method of construc-
tion used to build the
Crystal Palace, which was

composed of Prefabricated

Maxrnrum Iree
span iengtlr of
lhrs systerrt ts

I 5 metres. no
matter which
method of in
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modules, srmplified the
construction and signifi-
cantly shortened construc-
tion time.

The apparently simPle
construction of bicYcle
frames has made the bi-
cycle lighter, more sturdY

and thereby usable.
Our new constructional

system Gantry evolved
from the same intellectual
approach: the Precise defi-
nrtion of utility value is aP-
plied to the technologicallY
most plausible solution.

The suspended
versron allows a
prolectron of up
to 3 metres
beyond the sus
pensron points.

Our goal was to increase
the span of lighting track
Unsupporled track, span-
ned over great distances,
would sag under the weight
of the spotlights. lt reaches
its lrmits wherever struc-
tures need to be created
and lrghting track must
span great distances.

ln galleries, for examPle,
in museums, shopping
centres, exhibition halls,

small theatres, or airport
and hotel lobbies

Therefore, in co-oPeration

with the architect anc
designer Roy Fleetwood
(structural analysis : Ove

Arup I Partners), we rler

oped a new lattice br-an

system with integratr: d

track. This system corn-
bines the structure arld
cuitry for light for the firl
time.

Wrth Gantry, lightir-g
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lighting structures of uP
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