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ANTI BREAK.IN, ANTIBURGLAR PROFILES FOR ROLLING SHUTTERS IN AIUIIINIUM AND INSULATED STEEL.

43011 BUSSETO (PR) |TALY - rEL. Os24192O41-2-3 - TELEX 5s1656 PBOFAL - TELEFAX 0524/91188

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



VILLA HAKA

BOLD FUTURE BUILT ON SOLID PAST

At Villa Haka the genius of Eliel

Saarinen lives on in the design of

Haka Corporation's new confer-

ence and entertainment facility.

Designed as a private residence

around the turn of the century

construction progressed only as far

as the massive stone walls which

serve as the powerful spine

balancing the modern addition.

Balance. Harmony. The expertise of

bringing one idea to life from the

contributions of many.

Haka Corporation delivers full-

service construction excellence

through skillful cooperation with

architect and client.

Haka combines broad international

capabilities with local involvement.

lnternational operations for 1989

will total 1.5 billion usD.

Haka. Rock solid. Progressively

modern.

ITAITA
GOR.POR.ATION

IIII
POB 309, Pitkdnsillanranta, SF-00531 Helsinki, Phone. +358 0 77051, Tfax +358 O 7O1721O, Tlx 125911 hagr sf
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desgn & technology
Series Elettra: One among several Merati collections in glossy polyester Lacquer

Express yourself and design
your bathroom with tantasy:
you can do it!

The Elettra systern combine.s open and closed
cabinets, clrawers, sliding trays, sllspencled
elements, wash-basin base cabinets and columns of
different shapes: in addition, wall panels,
partition and sliding doors. ln one line you can find
almost everything to organise your plan, using
finished elements for custom made combinations.
With this real advantage you can create a total
atmosphere of homogenous image by using
coordinated units, materials and colours.

Challenge yourself with different solutions
and ask for the advice of your dealer or designer.
They certainly will pick the best out of Elettra
system for your ideal solution.

M=RATI
COL LE Zloi.lt PER ARREDAFIE

DIT'USKIHE BftGT{O
MERATI S p A 20053 Muggro (Mrlano) Vrale della Repubb|ca,74

Tel (039) 790751/2/3/4 Tx 323170 MERATI I
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VERHO-SOFTLINE.

FOR THE SHAPE OF

VERHO
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VERHO.METALLI OY
PB 77, SF-ZIIZIIT KAARINA, FINLAND

Tl1L. + 358 -21' 43t t r 5, TELEFA X + )rB - 2t- 431:, 4)

Sole in U.K.

VERHO (Ur) LTMTTED
IMAGE HOUSE, KINGFIELD ROAD,

KINGFIITLD, !(/OKING, SURRLY GU 22 9 DZ
]'EL. (o+ai) 7)$72-3, TELEFAX (o<sl) 7)otr3

Verho-Softline is a new tool for a-rchitects
and designers to express their ideas.

Vcrtio Softline is -^d. of profiled steel
shcet, which is curved smoothly to give an
elegant shape. It is mostly used in cladding
dctails. Traditional flashings can be replaced
with Softline without any extra costs.

SOTTTINE I{AS A WIDE RANGE OT

APPTICATIONS.

Softline gives a new modern appearance to
construction details. Entrance roofs, window
sun shades, air conditioning machinery
rooms and ducts, roof lights and many othcr
objects are easily made of Softline. Verho
Softline is an additional alternative for the
use of profiled steel sheets in construction.

CURVES WITHOUT CRINPIES.
Softline-sheets are curved with a new,
patented method which keeps the curved

area smooth without any crimping and
wrinkling of the memllThe s'heJts are

easily put together and maintained,
because there are no dirt-accumulating
folds.

The curving does not cause

deformation of the the orofilc
itself and the elongatio'n of the

steel is minimzrl. Therefore the
joints kcep tight and flashings
arc not needed.

Seven different Verho-
profiles can bc curved. Flach

profile has a minimum bending
radius, whereas the maximum radius

can be freely determined.

INTERESTED IN MANUFACIURING
UNDER TIGNCE?
PI-TASE CONTACT VERHO-METALLI OY,

lT.

I
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ARCHITECTURE

As we enter the last decade of the century there is an overwhelming desire tcr

begin an audit on the twentieth century. It would be presumptuous to attempt
that audit here and now but, in reviewing the contents of this issue of World
Architecture, one may be struck by two things. First, modernism is aiive and well.
Defining modernism is difficult, it has so many disparate parts but one thread
unifies modernists - a belief in progress, and a belief in the possibility of
improving the world for human beings. And, more particularly relevant to
architecture, there is a belief in the possibilitv of making modern buildings that
express a commitment to the present and the fufure.

The visual arts (architecture included) are not, any longer, an attant-garde.
The men and women working on the frontiers are physicists, mathematicians,
biologists - perhaps even philosphers - but not artists. However, the rich
vocabulary of modernist art and architecture that r,vas created for us in the first
three decades of the century, has been barely exploited. This we can see in this
issue in the work of Reima Pietila on the one hand and Zaha Hadid on the other.
Pietila is an Academician of the Intemational Academt, of Architects (IAA).

Second, the economic centre of the world and the new hub for architectural
patronage and possibilities has shifted from its old stamping grounds of Northern
and Western Europe, and North America. Japan, the richest countrv in the '',vorld,

is the hub of modem culture. In an introductory essay about Tokyo, John
Thackara, a regular visitor to Japan, sees in Tokyo an actual, living metaphor of
the ner,v moderism. But, as Thackara points out, the new modern condition is
characterised by unease as much as faith in the future. Unease is a consequence of
the speeding up of change. Coping with constant change is a challenge for
architects. People are excited b), the ner,v they (us) also require the familiar as a

constant framework. The desire, the need for the familiar, is a part of the debate
about modem architecture led by Prince Charles. IAA academician Pierre Vago

takes the last word in this issue by discussing Princes Charles'ideas, ideas
denounced by some as both reactionarv and ill-informed.

World Architecture is a young magazine, not yet an adoiescent, and it is still
finding its wav. A readership survev of the first three issues has been extremely
positive but we have strengthened the editorial team by appointing Professor
Dennis Sharp as executive editor. He takes up his post n ith effect from the next
issue of World Architecture. Dennis Sharp, academic, critic - and practising
architect - is also a distinguished author and curator. He has lectured all over the
world and he is a Director of CICA (International Committee of Architeclural
Critics). He was made a professor of the IAA in 1987 and jointed the editorial
board of World Architecture in 7989.
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REIMA.O
PIETILA
Andr1 Schinrnterlittg nnalyses Pietila's architecttre in the light of the uarious
schools of modernism in u,hich it is rooted.

Tlrc caTttiotrs nre basetl orr tlrosc ptrodded iil the catak)gue
"Pietila: intennediate zttres itr modcnr arclite cture",
Mrtsi:unt of Finrish Architecture, Hdsinki 1985

36

Reima Pietili belongs to that generation of
architects which formed the modern
architecture movement during the post-war
period, dedicated to exploring new avenues

within the context of this movement, A
graduate of the Helsinki lnstitute of Technology
in I 953, he loined the Finnish group of the
lnternational Congress of Modern Architecture
(CIAM), led by Aulia Blomstedt, both theorist
and builder, who through his writings
contributed to establishing the modern

movement in Finland on a flrm base,

It was within this group that Reima Pretila,

with a view to deepening and broadening his

formal vocabulary, began his "morphological

explorations" - works which displayed a

determi nation to conceptualize the

architectural process. But, over and above this

intellectual preoccupation, Pietila's early

architectural works created during this period
reveal a particular sensibility in the setting of his

buildings in the mrdst of the natural Finnish

landscape of forests, lakes and rocks, lt is very
likely that the young Pietila was influenced by

the post-war works of Alvar Aalto who shared

the same preoccupations,

Pietila's development up until the present

day is best summarized by the comments of
Dominique Beaux and Michel Mangematin

published recently in the columns of le corrd
bleu:

Pietila s ideas and works, from the
Finnish Pavilion in the Brussels exhibition
( I 958) to the Tampere library ( l98 I ), continue
to surprise and "shake" our habits, lt is difficult
to define them directly; unconcerned by

fashion and exclusive doctrines, they give rise

to much questionrng - often puzzling- and as

great a variety of unsuspected discoveries,

Among the different aspects that form a

complicated whole, giving precious food for
thought, one can clearly detect the following:

Each work is treated as a powerfully
inspired architectural poem.

The traditional opposition Nature-Culture
is reduced.
"Primaeval" natural space and architectural
space are merged,



The building is rooted in its location and
culture,

Geographical and cultural localism takes on
a new meaning, bearing no resemblance to
folklore,
Morphological liberation of the
"consecrated model" - and of Euclidean

neutrality
The topology and dynamism of
architectonic space are investigated, freeing
any typology from conformism,
An environmental layout or "staging"

replaces the architectural object,

An architectural equivalent to the
abstraction of form common to painting
and sculpture.

The face of architecture adapted to the
times, capable of guiding the future,
Pietila's early period was dominated by the

application of his research of "spatial dynamics":
the Finnlsh povilion otthe Brusse/s World Foir
(first prize in a national competition) is the
expression of a combination of standardized
elements, The architect succeeds in impressing

an "ascending" dynamic character on space,

Pietili's latest research brings him to the
conceptualization of free forms. The use of
these forms distances him somewhat from the
"Sti1l" tendency of the modern movement and

brings him closer to the expressionist school.
Throughout his career Pietill has been

dedicated to deepening and renewing this
formal vocabulary and pushing it to its utmost
limits, The first application of this process is his

Club Dipoll project at the Helsinki lnstitute of
Technology, which also won a competition
presided over by Alvar Aalto ( 195 l). Here it is

a question of a deliberate break with classic

composition, based on the juxtaposition of
architectural volume and the natural landscape,

Pietila attempts to merge the two entities. As
the author of the project himself states: "natural

space is rarely transformed into a constructed
space, but this prolect aims to show that there
can be a continuation of nature in architecture.
Functionalism goes in the opposite direction."

The approach aimrng to express the genlus
/ocl, the spirit of the place, uses a

Beo-morphological vocabulary which is

regional in essence. One enters the club at

ground level through a lobby which at first
floor level communicates with a central space

leading offto the various dining rooms and

meeting rooms, This is lit from above by

openings in the roof and by glass walls

Morylnlogical studies: tlrc stick sf rrrlres sltrttttn here are

c.tt,rciscs itt tlrc ttperntiort ttf spacc. "Each represettts a

short triyt irtto tltis infhite zuorld of sytatial relatiorts."
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affording views of the neighbouring forest.
The plans for the Finnish Embossy in New

De/hi go back to I 953, although it was built
only a few years ago, This project combines the
rigour of a "functional" design with a formal
freedom in the composition of the rnterror

spaces and of the exterior of the building. The

volumes of the building are heavily inspired by

the essential ly F i n n ish "natu re-arch itecture"
approach as exemplified by the Otaniemi Club,

The volume of the Kalevo church at

Tampere ( 1965) represents a variant of free -
and of course dynamic - composition applied

by the architect. The nave, in a single unitary
volume, has a monumental character
emphasized by the convex/concave surfaces of
the pillars, These forms are accentuated by the
lighting which enhances the harmonious

impression of the walls,

The project for the residential complex of
Suvikumpu (competition 1967 , built 198 l) at

Tapiola, a satellrte city of Helsinki situated on

the coast and close to the archipelago, shows

Pietila's ability to play in several registers - if the
need is felt, Here the approach of the

neo-plasticians is dominant, contrasting wrth

the adlacent forest.
The project for a multi-purpose leisure

centre in Monte Carlo, whrch exceptionally has

not won a prize, is a continuation of the themes

begun by the architect's sculptural approach

( r e6e)

The MunicipolLibrory of Tompere

(competition 1978, built l98 l-85) represents

one of the most significant high pornts in the

development of Pietila's approach (from this

point on he has worked with his wife Raili), This

prolect is the result of an approach where the

architectural form reflects an image contained

in the memory and plays the role of a symbol.
ln this instance, Pietili sees the germ of the
form in the impression produced by vestiges of
Celtic ornaments he saw on a trip to lreland,

This impression suggested to the architect the
spiralform of the layout of the whole of the
project. The exploratory work for the
structure of the pro1ect continues on a formal
level, giving rise to even more precise images.

Pietila describes this approach, which in a way
invokes images buried in our subconscious, as

"morphology of culturalism".

The library is located at the end of a
tree-lined avenue, in a shady rectangular
square which acts as a buffer area between it
and the adjacent buildings. To the eyes of the

[-,-l IIH.]

PlLrtt ,rrr,l t'/t'i'irlirrl ot tlrt Ftrurrslt Pai'illiorr. Built e rrtirclv
of l ittrtislt ri'i)()ri l)11){/lals, lirrtlrr'r t.rLttttt' :ltt'ttlttd itt
i't'r'liL'11/ /ri rrt' ;r'i//r I irtelt birclr l,/trit'.,,,,i l,rtrr{'/s irt-sir/t'.
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passer-bX this building looks like a huge

sculpture with undulating forms, The structure
is of reinforced concrete covered with
materials such as local stone, copper and glass.

The base and the stairs leading to the entrance
are covered in granite (also local),

The architect goes on: "The spiral forms are

experimentally tautened but not rigid, and are

not determined by constraints. There are two
movements:the first part of the interior
ascends vertically then changes level; the
second starts from the outside through the
main entrance, transforms itself into an interior
movement for a moment and goes out again.

To be successful, the kinetic dynamic of the
composition must both have its own rules and

have no desire to broaden them to satisfy a
' Euclidian' simplifi cation."

Among his major projects of the last few
years is that of the Centre for the Sotellite City
of Hervonto at Tampere ( 1975- 1979), more
geometric in character because it embodies an

urban complex, The architect has still insisted,

however, on highlighting the location of the
centre, close to the forest and a typical Finnish

landscape, by his choice of materials and the
layout of the buildings,

One of the Pietilis team s latest and most
noteworthy projects is the Finnish presidents
residence, to be built beside the Helsinki

archipelago, amid beautiful natural

surroundings, This project is a direct
descendent from the C/ub Dipoliat Otaniemi,
It is the architectonic equivalent of moraine
deposited on the ground by the retreat of a
glacier. The body of the building stretches

rhythmically from east to west and is divided

into different functional parts: the living spaces,

reception areas and lastly the offices situated at

the end. The base is built of local stone and the

glass walled building rises towards the trees.
The layout of the rooms evokes a walk through
the forest. This project, like the others, is the
outcome of a competition ( I 98 I ), l-

Bibliography:
"ll labirinto dei Sabba: l'architettura di Reima

Pietill", Carmine Benincasa, Dedalo lrbri, Bari

1979.
"Rei ma Pieti li, Architectu re, Context,
Modernism", Malcolm Quantrill, Otava edit.

Helsinki l98l .

"Pietili, An Odyssey in Search of Finnish

Architecture", Malcolm Quantrill, Edit. Building

lnstitute of Finland, 1988.

F:

Finnish Pattillion at tlrc BrusselsWorld Fait 1956-58.
Tlrc paoilliott zt,as appraised fronr tttto completely different
ptoirtts of t,iett,: tut tlte otrc hattd, there seems to hatte been

fourrd there both ilationsl and local features, ard on the
other hand it has beerr regarded as a purely abstract
conrposition.
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Diytoli, Stude rtts' centrc, Es1too 1961-66. Di1toli might ltt rt

lorsrr. It i.s lnscfl/crl ttrclittctw't,. At tlrc stune tinn' tts
lrci n,q i iA-t, tt nrntt,rirtli;tLl skt'tch, it is n skctc/l of
ttrclritacturt'. Diltoli i. coltrrtry to prccplcL'itt'ri goor/ tastc;
.sfy/c/css (irt tts ttntch ns sfy/c is f/lc corrsisi t:ttctl (tf
ctttn ttttiLttt).

Tlrc questiort a)rls, is it .Ltttssiltlc to ricsrgn a surrcalistic
buildirrg that is t'unctittnlly tttlequntc?
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T l t t b u i l d i r r g is .trn.slnr.fu 'r l i ro n r t' Lr st i r t - si t t n' t i t r f o r c t d
.()ruci1'lr'. Lrtt'rior sltctttltt'd itt co1t7,gr itith tintbtlr

lltutL'llittg rulri /rrrgc tnlrri lt, i,trrrlrlcrs. ltttcrittr trf'erlrtr.st,ri
col lctt'lc sru'/irt-cs it, i t h l i 1 1 

( f i 1 1is/r i11-s rl r lri lrl'r rls/r int-s.
Roof strttcltl't' of 1tourti a()rlarr,fi'.
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Prt't,itttts ttngt' arul lre/oat, Ncio Dtllri, Ernl,asstl of Finlrr.td,
dc'sigrctl for a conrytttitiorr '1963, cormlis.siole d 1980,

cttustructtLl 1983-5.

All tlrt r/csigr itlr:as of tlu: ltuildirtg focus ori tlrc rtto.f shn1tc

I'|rc roof Ttattt'n$ t'reott' tt scul1tturnl sitt, layout stt,rr fronr
tlu' nir. Tlrc irrcgulttrly cut rottf r:nr/s rcsonbi c tl,c .sloa,
scul1tturcs irt tht'it,intet' icL' lrounLl tlu: Culf ot' tirilnrrd.

,"-'.,,"--'--
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Stri'iktttrtlttr l/rrttsirt.!, Stti,iltrtrlillrrlsrrr,t, Es;rtrtr l9i;2-69,
1979-83.7-ltc r/isPrr.siliotr of tht 111,15,s rrf /lrc lrrri/i/irigs i.s

isrrllrrrTrllit' iritlt tltt,i()l)(){,ill,lti('rt I iornts of tltt, sitt,. 7-lt
,llrrss is I,lr,Icrr r/trt1,r1 ]1tr',' irrt'|ltltrlV cnri/t'r/ rtrcA.,

l'r'slrrrttr/ilt i lt I/i c istr ttttr r lrlr o.st's o i l l t t' l t o r i :or t t ttl n t d
ttt'rticalriirt'cllorr.c to tltt'lourr rrf llrc nrrA.

Sut,ituuli Hrlrsirr,q

Stn, iku rr rlt tr Htrrrsirrg
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Prti'irrrrs l,rrSt', "Mt'lsrr " Torrtltt'ra mnin Iillnu .11 
1978-86.

Lrttntnl i(,rrl/s rrrr slrt'ntlrtd itt coprtt'r' it'i/lr nrlt/r /rcl,n,
t,lll i lr' lrrisc, l,/ra-A fi'/ t nrtr/ing, lr()()(/r,lt i()i llri()?r) tt t ull i Ltt ts

U i t lt t ort1t o' trtt lsir/c.

Elti,tttiort

-Sr'ali rur

Plorl

Trrtttpt'rt' ntLlin lrltrlu'tl, 'A tnrttrtr/ phtr of utttLlu0llt:d
r/t'stgtt rrlalriV.s ('l'('/rlrs LuI drcltitt'Ltttrul srlllabtt: Ltttd Lt

lttu'lLlignr ()F i 15 ()i|il, " Llst': rttLtitt /t'rtrii rrt nltl rt'f t'riltCt'
Itbrnru, s('/i()()/ /r'rtr/ir tt Iil,runl, re rtri ittt r1)t)trls, /('alllrt'

f ac il i t it's. Nrr irrrrrl -Siit'r rcc Mrrscrt ttt, t th ib i t i ot r sl,rtcr's,

t'Irildrt'rts' ro0ttt, pttlt11(t tItcttrt, hobl'V rootrts ttrttl

tt d n u t i s t ra t i t)t t Lt r L' o.
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Woderr nrodel t'or Tnnrytere
,rqi11 llltrary.

Ske tclrcs f or Tantptrt, maitr
lihrant.

Tlrc nmirt ccntral staircose,
its spirnl fortn echoirtg tlrc
plan of tlrc library itself.

I r rt e rictti n t a in library.
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Kaletra Clmrch, Tanrpere 1959-66. "Kaleua Church is a

fttrtctiormlistic huihling if ute accept that its t'tmction is to
be a ntetaplwr of nrctaphysical ideas and that its artistic

form can thert follotu that."
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Expttsetl co,rcrete u,all interittr uith light yellott, tiles otr

the exterittr. Vertical u,ittdotrt elenrcnts of thermoglass uith
u,ooden saslics. Tiim antl funtiture are of pine, urith a sard
brott,n clinker fornrirrg tlrc floor.
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Rcr/r/is/r ltutd bricks lutttt
lrecll rrscr/ crlerrsile/r/
tltrtnrglr ou t t ltc lt u ild i r r g.

Er t t' rt r a I nu: t tt I sr u'f tc a s

I t tu t' lt t' t' r t lt tt i r t t t' Ll b I u t:

attd rt'tl. Extcrittr
ttlutttittiuttt tloors Itot t'

rottrtdt'd iloor/t'n saslt sttLl
trint.
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t/
Mica Mornirre, official rt'sitlcnce ttf the Presidert of
Firtland, 1984-87. "Tht' ttm modem sintply ttlls nrc at
least tlrat tlrert' ltas nisted sincc tha 1920s n rrcitt sestlrctic
ttrrd tlreLtnltrIricsiqrr. But I feel tlnt I alstt l,r)Sress aftrlg
n l tt oili t t p a ral l cl corrrsr' n r'rrr'r d e t, i rt t in g f ro n t t l rc' t ru e

s1tirit of our tinu,'."

Ctttrstructtd rlr n /rrrge stona ltlinth tarying irt lrciglt it,itlr
c.rfcrrsii,r, rrsc trf g/rl:cr/ nrt,ns sultdirtided ittttt a f iligret
lt ra rt c I t yt tt t t t' n r of nt u I I i or t s.
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Mttr r t t' C t rh M u I t i - p ury ost c L' t t t r (:, Mort t t' C a rlo, Mo r ac o

tlr:signtd for t t'otnpatitiott irt 1969. A rnnrirrt: l,i1r/lrgicrl/

ntL'ttlpltot': lilt'scn trtl, ttrttl tltt ntoutlt of n polt1:,r, ytebblcs

aftrrrg tlrr scrrsilorc. Dcsitttt:tl f or intcntntiotlnl .()nsl'r'ssss,

tltc irttt'rior s;raccs llntt' hri,rr tllorrg/rt fhrrrrrt/r it,itlr
fltribilitv irt rrtirrd. Botlt rooi ttrrd lToor lttti,t' ntolt('ablt
.sr'af i(rl l s.

Reima Pietila was born in Turku, Finland, in

1923. He graduated in architecture from the
lnstitute of Technologx Helsinki. From I 953 to
1960 was employed in the public sector, in the
planning department of the city of Helsinki, and

later in the Building Administration offlce for
the State of Finland, ln 1950 he established

a private practice with his wife Raili (nee

Paatelainen) in Helsinki, His key buildings and

designs include the following:

- Finnish Pavillion, Brussel's World Fair,

Belgium designed 1955, completed I 958.

- Kaleva Church, Tampere, Finland, 1959.

- Brander Cafe, Tampere, Finland 1963

(demolished l9B4),

- Summerhouse for MrJ, Nilla, Luonnonmaa,

South Finland 196 L

- Suvikumpu Housing, Suvituuli Housing,

Kukkatalo at Tapiola, Espoo City I 967 - 69

and l98l-2,

- New Delhi Embassy of Fjnland, New Delhi,

lndia. Designed 1953, commissioned l9BO,

built l9B3-5.

- Dipoli Centre, lnstitute of Technology,

Ctaniemi, Finland, designed 1951, built 1966.

Monte Carlo Multi-Purpose Centre,
Monaco designed 1969.

Master Plan for the Deira Sea Corniche,
Dubai 1974.

Hervanta Congregational and Leisure Trme

Centre, Shopping Centre, Hervanta New
Town, Tampere. Built l97B-9,
Sief Palace Area Buildings, Kuwait City,

Kuwait 1978-82,
lntelsat Headquarters, Washi ngton D. C.

designed 1980,

Lieksa Church, Lieksa, East Finland built
t982.

Pori Cld People's Home, built l9B5-87.
Mica Moraine, The Official Residence of
The President of Finland, Mantyniemi,

Helsinki, built I 985-87.

He is an honorary member of the Swedish

Royal Academy of Liberal Arts (1959);
Professorof Arts, Finland (1971-74);and an

honorary life member of the American lnstitute
of Architects. Pietila was presented the Prince

Eugene Medal for artistic achievements in l98 I .

He was made an academician of the IAA

(lnternational Academy of Architects) in l9B7 .

Reima Pietile r
BIOGRAPHY

55



=-J
c
oF

J
T

oo
l
;
7
.!

Peter V. l. Klint exercised a style that brirrys expressionisnr
ard the rnrth Europeart gothic toge ther - as here in his
startlirtgGrwtttrig church itr Copenhagen.It is a tour de

force of bricktttork.

lonathan Glancey reaiews the
influence of Staeden and Denmark in
fusentieth century architecture. lt is, he
belieues, an influence of glod mqnners.

SNDIN
IMLUENCES



During the Second World War, Sweden was
the one European country in which
Modem architecfure progressed. To war
weary French, English, Dutch or Danish
architects, Sweden must have seemed like
some twentieth cenfury Arcadia. Moreove!
many of these new wave Swedish
buildings were the product of
social-democratic thinking and located in
beautiful sylvan settings. From the heavily
bombed and recently occupied cities of
continental Europe, from the debacle of
Nazi Germany itself and from ration book
Britain, civilised architects could only gaze
with admiration at black and white
picfures, shown in what remained of the
progressive press, of rational, well crafted,
sane, clinical, low-rise social housing
blocks, low cost lakeside restaurants,
mountain hotels, ski resorts and
co-operative stores.

When the war ended, books and
magazines devoted to new Swedish
architecture were legion. As Europe began
to rebuild and until the late 1950s, the
Swedish influence was out of all
proportion to the size and importance of a

country that had been predominantly rural
until the early 1930s. Through its wartime
neutrality, Sweden was able to develop a

socially responsible and thoroughly
modem architectural idiom well ahead of
its southerly European neighbours.

Swedish architecture made its first
intemational impression with the
Stockholm Exhibition of 1930. Designed by
Gunnar Asplund (1885-1940), this
exhibition set the pace for a new white,
"intemational" architecfure that held a

direct appeal for young architects
throughout Scandinavia, Cermany, Britain
and the Low Countries. During the 1930s

Swedish and Danish architects produced
some of the most restrained, yet moving
twentieth century buildings. In a well
starred marriage between Neo-Classicism
and Modernism, architects such as Gunnar
Asplund developed an approach to
building that, at the end of the 1980s, again
looks fresh now that the late Modem spirit
is engaged in a titanic struggle with a

renascent Classicism. The Scandinavian
experience of fifty years ago shows how a

dynamic resolution can be achieved
between what have been described,

wrongly, as opposing forces.
In1924 Asplund pointed the way when

work started on his Stockholm City Library.
Completed three years later, this hugely
influential building demonstrated how a

stripped-down, yet exquisitely crafted
version of classical Roman architecture
could work as a distinctly twentieth
century contribution to the art of building.
After the Stockholm Exhibition of 1930

Asplund was said to have become a fully
paid-up Modernist. But he was never quite
that. His late and perhaps greatest
building, the crematorium in the
Stockholm Southem Cemetery (1935-40)
is a poignant work that demonstrates the
great power and harmony of a truly
twentieth century classicism.

It has taken the Swedes some while to
reach this point of architectural
equilibrium. The saddest thing is that,
having reached such a high yet humane
architectural plateau, the demands of
postwar industrialisation and of a rapidly
growing population prompted Sweden to
produce some of the most banal of all
pre-fabricated new housing. A "new town"
like Vallingby outside Stockholm (Sven

Backstrom and Leif Reinius, 1953-55) now
seems intensely depressing. But then
Sweden was hardly alone in making such
mistakes.

But it does seem that Swedish
architecture reached a high point before
1950 and the image of that graceful,
intelligent, socially responsible architecture
has stuck in the minds of European
architects ever since. At the tum of the
century Swedish architecture tended
towards the flamboyant. The "National

Realist" school adapted from the British
Arts and Crafts movement, spawned a

school of decorative structure that
culminated in Stockholm City Hall (Ragnar
Ostberg, 19 1 1 -23). Ostberg's mastelpiece
was already showing clear signs of
impending Classicism. It was just a small
step from Ostberg's City HaU to Asplund's
City Library and from there to the eventual
marriage between chaste classicism and
rational modernism.

In neighbouring Denmark the transition
from kaditional to Modern architecture
was, if not seamless, less ragged st'rll. The
Danes had developed their own abiding
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f/r,' '/tlrlrr I lLtll itr -Sfurr'Alrr,/rrr. ,it'siqrr,',/ lrt/ Rrtt,icr (lsil,r'r,{

lirts l,tr'n ittflttt'tttial itt Brtttitt - lltt' ltsc 0l t/ic t()i('('r
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architectural principles centuries before.
Buildings in diverse, successive and
o\Ierlapping stvles \\/ere characterised bv a

sense of simple ordef, honest
workmanship, propnety and proportion. It
can be argued that the Danes have alrva'r,s

been functionalists and that the "Romantic

National" movement (again influenced by
the British Arts & Crafts) rvas a short-lived
aberration, The best Modem movement
architects in Denmark have emploved the
same materials and exploited the same
high level of craftsmanship as found in
traditronal and classical architecture,

When Danish architects have gone o\/er
the top in terms of architectural expression,
thel,have nevertheless remained true to
the craft tradition. Jensen Klints
extraordinary Crundtvig church in the
Copenhagen suburbs (19 13, 1927- 40)
stretches the artistic and structural
potentral of a medieval Danish village
church to its outermost limits. Yet, although
preposterous, the building is also
memorable, not least for its magnificent
brickwork. Somewhere between five and
six million hand-made bricks were laid to
such fine tolerances (so unlike most
contemporarv brickwork throughout the
world in which all too often the pointing

seems as deep as the bricks themselves)
that ancient Rome has nothing more fair
to showl

Equallv, r,vhen the influential postwar
Danish architect Arne Jacobsen (1902-71)
paid homage to Mies van der Rohe in the
design of his cuboid steel and glass tor.t,er

for the Scandinavian Air Services
headquarters and the Royal Hotel in
Coperrhagen ( 195 8-60), the structural
qualitv of this atvpical Danish building
helped it to stand on its own without fear
of prejudice. In fact the onlv hostilitv
shown tclwards Jacobsen's steelv tower was
occasioned by the unsympathehc gutting
of its memorable mid-1950s interiors and
their replacement by Post-Modem schlock
in 1983-84.

A third unlikely Danish designed
building is the outlandish Sydney Opera
House (1956-73) designed by Iom Utzon
(b.1918). But in this case one has the feeling
that Utzon was deliberately breaking the
bounds of a pure and sometimes puritan
architectural tradition and giving vent t<-r

suppressed fantasy. Well outside the
Danish experience of building, Utzon was
forced to leave this complex concrete
building in 7966 for others to finish.

Of far greater significance than these
three buildings is the chaste and ultimatelv
beaurrful Louisiana Museum in
Humleback, completed in 1958 to the
designs of Vilhelm Wohlert and Jorgen Bo.

The visitor's experience of this simple brick,
glass and timber building is of a walk in the
woods. The plan of the building weaves
(albeit by strict ninety-degree tums)
through old woodland. Tiees brush up
close against the museum. Here, if
anywhere and in the well-tempered
environment of a building that could not
be mistaken for anvthing other than
mid-twentieth century one feels that the
Academy of antiquity has been recreated.
Not surprisinglv the Louisiana Museum
atlracted architects from Europe and the
United States in much the same way as had
the progessive and humane architecture
built in Sweden during the late 1930s and
throughout the 1940s.

It is easy to spot direct influences from
Scandinavia in the work of architects from
other European counkies. Thking the
British experience alone, one can see the
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Churclr at Dagsueartl near CttTtt:nlnge n. Desigrrctl bv Iont
Utzon the erterior git es little hhtt ttf tlrc extraordirmry
lteaut! of the irteriorl urtdulatirrg ceiling iuliclt takes the
light like cumulus cloud.

influence of Gunnar Asplund in the
dignified and acclaimed sequence of
stations Charles Holden (787 5 -79 60)
designed for the London Underground and
in the cemeteries he designed in France and
Belgium for the soldiers of the British
Empire killed in the Great War. Along with
Edwin Lutyens, Holden is probably the
greatest architect Britain has produced this
century. His debt to Scandinavian design is

unmistakable.
One can see the immediate influence of

Swedish ideas in such public spirited post-
Second World War buildings as the Royal
Festival Hall on London's South Bank (LCC
Architects' Department under Leslie
Martin) and in dozens of low key public
housing schemes. The Louisiana Museum
formed the basis for Barry Gasson's
romantic and popular Burrell Museum
outside Glasgow (1971-84), while
Scandinavian architects themselves have
won several prestigious commissions in
postwar Britain, notably with the design of
St Catherine's College Oxford by Arne
Jacobsen (1960-64) and the Byker housing,
Newcastle-upon-Tyne by Ralph Erskine
(1969-80). Erskine was bom in London in
7974, but has lived and worked in Sweden
since 7939. He was athacted by those very
qualities - social consciousness, a

commitment to Modernism and a high
standard of craftsmanship - from which
Swedish architecture was to eam its
worldwide reputation during the Second
World War.

The Swedish influence repeated in the
United States (the works of Jacobsen,
Aalto and the Saarinen brothers spring
immediately to mind) and reverberated
gently throughout the western world. But
since then Scandinavian architecture has
made few headlines. Sweden made
unwholesome mistakes with prefabricated
buildings in the sixties and seventies and
sad attempts at gimcrack Post-Modernism
(best left to the Americans) in the 1980s.

But given the current reaction to the wilful
excesses of Post-Modemism and a
renewed interest in distinctly modem
themes, Scandinavian architects might just
find the time is right to reconnect with the
high points of their own history and begin
to impress the rest of the world all over
again. I

Irterior of Utzttrtb clutrclt
at Dagstteard.
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NOMIC
CES

Social architecture and social design are taken to be a seamless entity in the
social welf are states of the Scandinaaian countries. Here the Norwegian
design historian, Prof essor FredrikWildhagen, examines the aalues of
Scandinauian design. He argues that there is much euidence to show that the
Nordic designer works hard at seruing other people but designers haae yet to
think more deeply about the broader issues that make up the enaironmental
debate. Humanist design does not necessarily mean green design.

When the Danish"}z" (Green) design

Soup held a presentation at a symposium
at the prestigious Louisiana gallery outside
Copenhagen in Autumn 1988, Iittle
impression was made upon its audience.

02 argued that to produce successful
and environmentally aware
consumer-orientated products, designers
must develop new approaches in
technology, production and materials.
The existence of a damaged ozone laye1,

deforestation, and industrial and urban
pollution demands a fundamental change
of attitude on the part of designers and, it
follows, architects.

It will surprise non-Scandinavians, used
to thinking of Scandinavia as the region
most interested in environmental matters,
to leam that the Nordic design community
has reacted to the environmental threat
with silence. The issue is on the political
agenda of the four countries (Denmark,

Finland, Norway and Sweden) but not on
that of the designers.

Utopia Silenced
The only project to see the light of day is
theNorden 2030 book written and
published by the visionary Fenno-Swedish
designel, Henrik Wahlforss in the early
1980s. The book outlines one of the few
Utopias to be conceived in Scandinavia.
His approach, when applied to products, is
ergonomic. He was one of the founders of
the prominent Ergonomi Desigtt Gruppen rn
Stockholm. His book was silenced to death
by the reproving Nordic design
community. They disapproved of his
deviation from the mainstream of
consumer-related Nordic design.

Few people can doubt the need for a

thorough discussion of pollution, the
survival of the earth, and the need for
people to live at peace with themselves and
surrounding nafure. But there has not been
a single semina{, issue conference or
discussion organized by designers, to
debate the issue.

Semantics and Management
Instead there are highly professional
symposias with themes such as "product
semantics treated as the new and rational
tool for designers to improve product
performance quality" and design
management conferences organized by
design institutes to bring designers and
businessmen together. A new and strong
unity between designers and industry is
developing.

These initiatives seem to be triggered by
the success of design of the last two
decades, and by the immediate challenge
of the magic year 1992when the European
Community drops most of its internal trade
barriers. There is a paramount need on the
part of the Nordic industrial companies to
improve product quality in order to survive
and succeed on the intemational market.

But companies and designers have not
shown a particular interest in the
immediate threats from the deteriorating
environmental conditions. The action has
mostly been carried out by young people
and activist groups - and thus the issue is
not considered fully acceptable. The
generation of designers in the 1960s -
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lerts Nielsen /DSB Desigrt:
lC / j lrrtcr city coach,
produced br1 Scandia
Rorr d trs, De rmt ark, 19 89.

which now manages design throughout
the region - has become both pragmatic
and established. Obviously these designers
are less attracted by that which is in fact
newer than that which they rebelled
against years ago. Nothing makes you feel
older than the sight of youth regarding
your own rebellions as either irrelevant or
damp squibs.

In any case, the environmental issue
requires a good deal of conceptual thinking
and redefinition by the designers. As I see it
we are in a latent period of transition: the
issue is bound to be released, but needs a
strong releasing factor. Designers are
basically doers - they are makers of things,
not concepts.

The Makers
Nordic designers are the offspring of the
century-old art and craft tradition, rather
than the children of academic and
theoretical training. They are workshop
oriented, sensitive to how things work,
are joined and put together. Scandinavian
designers have an intimate knowlege of
materials and processes, of handling details
and surfaces, materials and performance.
This valuable attitude implies, howeve4,
that as long as there is a national or
regional consensus of value and directions,
designers do a good job based on those
shared values. But, confronted with the
silent revolution of the microchip and the
need to adapt to the perspectives of the
Brundtland commission (a United Nations
environmental review called "Our
Common Future" was chaired by the
Norwegian Prime Minister Gro Harlem
Brundtland), designers in Scandinavia are
whirling like enatic weathercocks.

Design Programmes
This non-conceptual, workshop oriented
approach is confirmed by the
Scandinavian design education system.
ln Nordic countries design courses are run
by a series of respectfully old institutions
dating back to the mid-19th century.
(Newer design institutions do exist - the
latest is the Umea design department at the
regional university in Northern Sweden -
but none of them are key instihrtions in the
capitals.)

Some designers have been recmited
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from the crafts - like the highly
outstanding Danish fumiture designer
Hans Wegne4 or the much younger yet
famous Finnish designer Yrjo Kukkapuro.
Design students are brought into an
uncompromisingly humanistic tradition
and trained as practical problem solvers.
They do have, howevel, a tendency to
work outside-in rather than inside-out,
even if they like to argue the other way
round: workshops are overcrowded while
the institutions' well-equipped libraries are
mostly used for their illustrated magazines
and glossy books in the search for visual
stimulations.

It is, however, an invigorating fact that
in these design institutions, crafts, fine arts
and product design exist side by side,
allowing the possibility of cross

stimulation. Over the past few years
designers have taken up the challenges
from the crafts people and small-sized
production series. This new diversity and
cross-fertilization has opened the way to
the other fields of the visual arts: the
barriers - almost iron curtains - between
craft and design in the 7960b and 70's have
broken down and new roads opened up.

Regional and Contemporary
In the mid-1980's Peter Opsvik was
commissioned by a Norwegian West coast
container factory to devise a new
production range: the fisheries had dried
up and the companv which made wooden
barrels for salted fish was about to go out
of business. Opsvik, a fumiture designel,

suggested thev continued producing the
cylindrical wooden structures, and he
would use them to design cupboards and
chairs for a limited serial production. The
product concept was based on combining
craft quality and design values: the chairs
were to express their craft based regronal
origrn and the quality of contemporary
design. The Swede, Ake Axelsson, has
shown a similar regional approach in his
conscious emphasis on traditional
carpentry and material quality, found in his
exposed construction.

Simplicity in production is also visible in
Finnish fumiture design, as in
Scandinavian design in general: Nordic
furniture companies are not as sophisticated
in terms of production machinery as the
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leading continental factones with a much
higher production volume. As a result,
chairs by Finnish designers like Simo
Heikkila, Yrjo Wiherheimo or Ben of
Schulten are not based on hi-tech
production systems but on the designers'
highly advanced language of form.

Classicists and Romanticists
In his rather free-stvle classicism, the
Danish Peter Hiort-Lorenzen has
developed tete-a-t€te sofas emphasizing
the additive rather than the integrated
approach, and using slrong clean colours to
visually separate the independent moulded
parts. With his Danish sense of classicism,
his solutions and those of Anders
Hermansen - a young Danish designer of
the new generation - are convincinglv
disciplined and straightforward: another
expression of the designer's language form.

With Svein Gusrud's Stand fu chair-like
construction we can identify another
general characteristic in Nordic design - its
space-related quality. Designers are

primarily space oriented in the sense that
fumiture is related to rooms, be they public
or private. Stand ftr is questioning the
quality of public spaces: if vou are in a bank
or a post office vou should not be met by a

cosy fire-place and comfortable sofas as if

vou were at home. Statd 1lr tries to
visualize what a public space wants to
express through the act of waitrng.

Project and Product
There are equally visible national
differences of approach to be found in
industrial product design. The Swedish
innovative ambulance stretcher, which
received the Alfa Design Award tn 7987 ,
embodies the needs of the ambulance
personnel as much as those of the patient.
The construction is light, a colour scheme
identifies frame and stretcher, and each
functional element has been carefully
developed. It is an easily identifiable
product based on a fundamentally
ergonomic approach - an approach which
has brought much success to the
Stockholm based Ergottomi Design Gruppen.
Another of their design projects, a kitchen
knife and cutting board unit origrnally
designed for the manually handicapped,
has proved its integrity in general use all
over the Westem world. A rare case where
design has lent dignity to a product for the
disabled which few specialized tools ever
obtain.

But when these projects are compared,
for instance, to the Danish designer Jan
Tradgardh's mobile telephone set designed



for Philips, the results are quite different.
Where the EDG Soup is coarse, Tradgardh
is soft, but both have a highly professional
attitude and approach to design. \Atrhile the
Swedish designers are project oriented, the
Danish are producf oriented.

With sponsorship from the Norwegian
govemment, Kirsten Osmundsen designs
clothes for people with deformed bodies.
The clothes are designed to be both
modem and easy to wea4 as well as easy to
put on - even when sitting in a wheel
chair. Similar design projects have been
carried out by the in-house design group at
the Norwegian Kelly-Hansen company
producing work clothes for fishermen,
survival suits for off-shore use and clothing
for children's outdoor playing.

Social and Public
Scandinavian designers have deliberately
maintained a commitment to social design,
an attitude put into perspective at an
Italo-Scandinavian design conference a
few years back. The Scandinavian
designers were concerned with the
development of design activities in the far
Northern calotte region, but received no
response from the Italians: their concern
was not for the underdeveloped region of
Southem Italy, but for the opportunity to

work freely and creatively with innovative
design solutions for a sophisticated
intemational market.

A solid collaboration between designers
and public bodies has shown itself in a

wide range of commissions for the public
transport system throughout Scandinavia.

Jens Nielsen has been responsible for the
design programmes for the national
Danish railroad company since the
beginning of the 1970's, More recently he
developed a new InterCity train with a

more spacious interior, comfortable seating
facilities and a smooth ride. The same
approach has since been adopted by the
Norwegian railroad company. Their design
office has come up with substantial
improvements over the years in terms of
rolling stock and stationery. Their latest
wide body sleeping car is a highly
interesting project.

Designers in Scandinavia are doers.
Their projects merit the recognition they
get, but they lack the vision needed to meet
the challenges of the new and invisible: the
hi-tech post-industrial informations
society, the green wave, and the more
down to earth challenge from the ever
more competitive open intemational
market with less and less home market
protection. !

Left to rigltt:
Arulers Hernrar$etr: Chair steel atul le ather Paustiarr
Af S, Dennrurk, 1988.

Arulcrs Herntarrsett: Full scale nrctal thread ntodel of
arnt c lt s ir, De rr nr ark, 1 9 88.
Yrid Kukkapturo: Sirkrs cltail str:el, urottd attd ptlastic,

Ararte, Finlard.
Yrld Kukkapttrtt: Exparinrcrrt chair, painted utttod, le atht'r
atrd steel, At'arte , Fitlard, 1989.
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OFNffiE
Beginningiuitlt 0 rel)ie7L1 of the sixprinciplesurltich, snyslohnThacknra,
shnTte the modent citV, uff *ide through the thickets of post-modern chaos

tnkes us ott n ttnu of Tokrlo.
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The expenence of urban modemisation is

both traumatic and contradictonl
Tiaumatic, because of the pressures
imposed on citizens by the constant change

generated bv economic and technical
progress; and contradictonl because it is
this verv unease and instability that grves
modem cities their energv and excitement.

The question is: is the modem
metropolis a disease of modem life that rve

should attempt to "cure"; or is it the
inevitable corollan,of a dvnamic economy,
and one n hich we should adapt to, and
appreciate?

There are a number of issues:

Cartography: The modern metropolis
has become too phvsicallv extended to be
contained rvithin the traditional
boundaries of a city map. The idea of a
"city limits" has been superceded bv the
grolvth of metropolitan areas hundreds of
miles across - Los Angeles, New York -

64

Washington, Mexico City Creater Bombav

- we can no longer ettclose our cities bv
clear cartographic means, and face what
the philosophers call a "crisis of
representation" in the citrr

Planning: The last 20 to 30 vears have
seen the progressive collapse of attempts
by governments (cit1,or national) to
organise the grorvth of major cities in a
planned way. For two reasons: first, that
traditional "grand planning" techniques
have been shorvn to fail; and second,

because, ideologrcally, conserva tive
admrnistrations in Europe, America and

Japan have believed that "planning" acts as

a constraint on the nafural grort,th of a free

market - and that market forces, not
planning procedures, should dictate the
way cities grow.

Finance: Historically the social and
geopaphic organisation of cities was
determined bv the nature of their
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economies: some cities were the nexus of
trade routes; others were noted for the
exploitation of nearbv raw materials; some

developed because thev were easv
militanh,to defend. But in recent vears, the
intemationalisation of business has made
the matter of geoS'raPhy less important in a
cit1,'s development - a citv's location in tinrc
is now'more important than its location in
space in determining its economic position.

Tiavel: The fact that people mav now
travel around the u,orld in a matter of
hours changes their perception of a city;
"far" and "near" have changed their
meaning - and rvith that change, so a citvs
self-image changes too. Sydney for
example, once had a rather insula4 inward
looking character simply because it took so

long physically to reach anywhere else;

todav Sydnev acts and feels more like
other metropolitan centres, because it's
"nearer" the rt orld's other centres.
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Technology: -[ech 
nologv charrges the

spatial organisation of .t citv: in much the
same rt,al' that the motor car createcl
suburbs in the Europlearr anrl Americ.rn
citt,, so the arrival of nc,tw,rtrks ctf
distributed communic-a tions renclers
pott'rrtii,rllv obsolete the need for people, to
be phvsicalll,concentrated in one placr.
(the citt'centre) tn order to carrv out their
vvork. Digital technokrgv not onlv
redistributes rvork - it can destrclv jobs
altogether. The acfual size of the n,orkforce

- another determinant of "urban mass" - is

challenged bv the rreu, technokrgies.
Society: The impact of these "tec-hnical"

aspercts of moclemistion has a c;rtastrophic
cffect on manv sectors of the populatiorr
clispossessed or thre;rtened - r,vhether n,ith
the loss of w,clrk, or e\/en the ktss of lil,ing
space as escalatirrg lancl prices makc it
harder for orc'linarv citizerrs to live in tl-re
citv at all. The ghettoisation of cities such as
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Los Angeles leads to the introductic,n oi
"sir'Be .rrchitecture", rvherebv issues of
policing and public order begin to
influence the design of buildings iind
whclle zones.

'fhe cumulative impact of these
or,'erlappring changes is to create a series of
crises for those professionallv invcll",ed
rt,ith the moclem cit\,:

A crisis of rcTtrcstttttttitttr - how
shoulcl we "picture" this sprawling,
ever-changirrg marss?

A crisis of cotrtrctl - is it possible eve,n to
corrsider plarrning the development of
cities, or must w,e retreat into
consideration of discrete fragments trnd
individual buildings?
A crisis of de sigtt - malny architects \,\,ere

trainecl in the modernist tradition w,ith
its emprhasis on the verv ideas of totttlittl
(citv planninl;, whole buildings
conceived bv rational means) that are
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i .*fr
.- .^a .f'"

beirrg challengt'd bl'the current char-rges

outlinecl.
Modernism in clesign implies a clt,ar vision
of the big picture, and, in consecluence, i'r

degree of aesthetic claritv - but this
krrorvledgt', tltis clarity seems to ha'n,e been
subverted by evc.nts. What can desigrcrs
ferll back on?

It is this sense of uttt:sst,, causecl bv the
sweeping a\4/av of our old certainties about
clesigrr, .'rrchitecfure, planning a'rrrd the citv
that this article addresses. M\,,luestion: can
lr,e find, in Philip Johnson's w,t)rds,
"pleasure in unease"? And can \\'e deve krp
arr ttrclritt'cturc mttl Ttlannittg tti t'ltontc rvhich
does not simplt,hand clver control of otrr
envinrnntents to the forces clf trusiness and
development, but r,vhich can resclle our
modern en\rironments for soci;rl and
cultur.rl'u'alues, too?
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Tfrarrels
inTo$o

Ka'ichc lries "Honutge n LttscLtux" Ttroie ct int,o/t,rs tlte ttsc

ttf conrytuter 1)n)gramnrcs ttt "subwrt" tlu: rigid tltittkitrg of
t ra d i t i tn t ttl a r c h i t e c t ur c. H c r a, rat ulo n t t r u nt h e r

llrogranlnrcs distttrt tlte ttt-scrt'ur "grid", u'liclr is, itt tunt,

superintpLtsed on images ot'tlrc city; t'or Irie, techrtttbgl

.frees lis tltir*htg f ront tlrc constraints itrtpttsad lttl

t ra d i t i or t ttl arc lri t c c t ural t ra i rti rt g.

In Tokyo, cement trucks sport the slogan,
"Begin The Next".Buy sellotape at the
comer shop, and the bag carries a slogan:
"Perhaps We Are At The Beginning Of A
New Renaissance". Ride Honda's new Dio
motorcycle and an entire text on the faring
declares, "Movement. The City is a 24-hour
stage where we act out a life. Be it day or
night, we go out anytime looking for
something new".

Hardly surprising that they call Tokyo
the Printed City, the Sea of Desires: its

citizenry revel in continuous change and
innovation. In the West, we whinge about
our insecurity, and the ephemerality of all
we hold dear; in Tokyo, they exhilarate in
the perceptual white noise of an
informa tion - rich environment.

Small wonder that the city has become
the centre for a new phenomenon:
post-modem tourism. Tokyo today is like
America during the 50s: you go there to
wonde{, childlike, at a fantastical world
where everything works - only in Tokyo's

case, it's not just the phones, but a whole
new culfure.

Getting Real
Scene: the basement of Cleos, a very dirgy
nightclub in Roppongi, Tokyo's fashion and
entertainment district. By 3 am, Cleos is

packed, its clientele almost exclusively
Westem models, photographers, stylists
and other camp followers of the fashion
circus. They take drugs like popcom and
dress expensively. But their confident
manner cannot disguise a sense of
desperation: there's panic in the air. Even
the hard ones are Tokyo crazy.

Psychologically, Tokyo is like New York:
you have to be born to it, or it takes a toll.

The new geography
Scene: any street. Tokyo lacks avrsTble plan,

of the kind that we choose to find
reassuring in London, Paris or Vienna.
Tokyo is the paradigm of the modern
de-centered metropolis. It's not so much
that is disorients you - you never get
oriented in the first place. Tokyo is a

place-by-place place - how each location
relates to the last remains obscure. Lacking
vistas and grand plans, you have no sense

of travel between points: rather you leave

one experience, and start another



somewhere else. The intervening motion is
out of place and time.

Europe's boulevardes and ringstrasses
were built by tearing the hearts out of the
old town; Tokyo, in contrast, has evolved
chaotically. From the top of Tokyo Tower,
you see none of the neat radial lines that
denote the hand of one dictator or another
in Europe - the "Creat Weavers", as Giles
Deleuze calls them, bulldozing wefts and
warps across whole districts and
underclasses. Tokyo is a patchwork, added
onto bit by bit.

Soft Buildings
Post-modern Tokyo has fostered a

remarkable design and architecture revival
- but vou have to see it in context. Over
here we remain in thrall to the stereotype
of Japanese design as exquisite
minimalism. This idea is the legacy of work
during the 70s and earlv 80s bv architects
like Thdao Ando, who refined an aesthetics
of order, and designed perfectly-formed
little worlds (and some big ones) as refuges
from the chaos and disorder of the skeet.
Andos stark, concrete walls and interiors
are a miracle of spatial control, and they're
beautifully finished - but it's not what
Tokyo, now is about.

The sea-change was marked for some
by a famous argument rvhen Nigel Coates,
the radical western architect, was hired to
design the interior of an Ando building.
Coates represents not just westem street
credibility, but, more importantly, an
attempt not to hide from, but to welcome,
change.

The new sensibilitv according to Ke'iche
Irie, one of several brilliant new Japanese
architects to challenge the old guard, He
said, "l value the fact that Tokyo is like a

computer program that ceaselessly keeps
on add.ing new subroutines. Whereas
western language itself, and westem
aspirations for buildings, emphasize order
and clarity, and seem to us to be like a

straitjacket. We don't believe in moulding
life to the skaight lines of an ideal building."

The new architects flounsh on a diet of
theory, fashion, and stupendously rich
clients. The reason: so heated is Tokyo's real
estate boom that any device that can add
value to even small patches of land is

worth paying for. Hence the concept of

buildings as "news" - objects possessed of
sufficient design or fashion charisma that
they attract attention to the surrounding
area which becomes smarter - and more
valuable. In Roppongi, for example, one
developer spent $40 million on a nightclub,
"Tlur.a", that "paid" for itself before its doors
even opened - just because adjacent small
lots, which he also owned, shot up in price.

Comme Des Fire Hydrants
Another star of Tokyo's building-as-icon
boom is Shin Takamatsu, famous for
designing a dentist's stud-io in Kyoto that
looked like an aluminium steam engine,
and a club in Osaka that looked like
nothing on earth. It is extremly satisfying to
discover that Thkamatsu, live, matches
one's fondest stereotype clf a fashionable

Japanese architect - dressed from
head-to-toe in Comme des Garcons,
surrounded bv beautiful assistants, and
ready to drop references to Kafka, Mishima
and fractal geometry in conversation.
Takamatsu speaks of buildings as "objects",

well aware that in Tokyo, build.ings are
indeed commodities - bought and sold,
made and destroyed, in a frenzied bazaar.

But just because buildings are icons and
may soon be tom down again, does not
mean they are badly made. On the
contrarv; although Tokyos vistas appear
confused - cluttered and insubstantral to
w'estem eyes - the quality of detail in
things small is a miracle to observe. Door
handles, fire hydrants, tiling on doorsteps,
all can be exquisite. Even Takamatsu,
master of the ephemeral building, points
out that "hard materials have power: the
problem with western design is the poor
quality of the facade - in Japan we believe
in the concept of deep surface, no matter
how short a building's life".

Thin Skins and Disappearing Buildings
If the new urban sensibility in Tokyo recalls
Marshall Berman's remark that "the

modem project is to make yourself at home
in this maelskom, to make it your oiL)t7",

then another of the key players on Tokyo's
urban landscape, Toyo ltoh, is particularly
comfortable. Itoh has made flux and
ephemerality in architecture the basis of his
work. His extraordinary Tuky Tower in
Yokohama, f.or example, a 30 metre high

membrane-covered structure, software
controlled, changes its very mass according
to the wind, amount of daylight, even the
density of the crowds which surround it.
"Our obsession with walls has been
replaced by a search for openness and
trarrsparetrcV rn buildings, to be positive
towards the outside world". Itoh is a leader
in the use of thin-skins, or membranes, to
make buildings permeable - to make them
"disappear", as he puts it. "Buildings are
like clothes - sometimes we feel sensual,
and feel like going naked."

Modern Movement
Getting to one of Itoh's naked buildings
tends to be a life event in itself. If Tokyo's
overall plan is opaque, its transport arteries
are, at first, a complete mystery. Tokyo's
roads stnde along on huge earthquake-
proof legs - some, hundreds of feet up in
the air. As you crawl along in an
interminable jam, you can see straight into
the twentieth floor of the skyscrapers,
r,vhere thousands, tens of thousands of
identically-dressed salarymen work away
until late at night. This sight alone must
dismay arriving businessmen - a vast
human beehive buzzingwith effort, never
stopping.

Another surprise: the cars are so big.ln
the central districts, there are hundreds of
560 Mercs with tinted windows - these
belong to the Yakusa; recently, so heated
has one-upmanship among the gangsters
become, thel,'vs started stretching their
Mercs, adding six fur-lined feet or more.
They leave them in rows outside the clubs,
engines running, keys in the lock - a

million dollars' worth of cars that nobody
takes.

And the taxis. They're all called Cedrics,
or Clorias - dumpy great Nissans purring
around. You realise that Japan exports all
those buzzy little cars to the gullible West,

keeping a whole array of heavy, silent,
conrfortable tanks for themselves. And all so
clean: buy a gallon of petrol and a swarrn
of guys wash the whole car. Thxi drivers
wear white gloves - whether to signify
hygiene, or as protection from infection, is
never clear. In contrast, taxis are painted in
jolly pastel colours, with Chinese lantems
on the roof. The fancier ones have backlit
turquoise numberplates.
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Tadao Ando has taken the control of space atd the detail of
su(ace to a higlt leuel of refittenrent. With his
understandirtg of space as an actitte, liae nrcdiunt, an Ando

buildirtg stands apart from the chaos and tertsion of the

street.

Sometimes, when not admiring the
cabs, you see - again overhead - the bullet
trains heading off for other cities. The
Shinkansen are elegant, and their rounded
brilliant white noses carve through the sky
in high speed silence.

Under Groun4 Out of Time
Tokyo boasts a brilliant, perfectly mn
system of co-ordinated private
underground railway lines which is almost
completely mystifying to foreigners.
Entering Shinjuku Station, a vast 500 acre
interchange, you encounter an information
landscape of stunning beauty and mystery

- tens of thousands of Japanese
typographic characters, on signs, on ticket
machines, on TV monitors. Beneath them,
hundreds of thousands of human Japanese
characters move purposefully about,
avoiding the foreigners who gaze about
blankly, like whales stranded on the icecap.

Even the ordinary underground railway
trains are attractive. Each line has its own
company colours - but whatever the livery,
trains gleam, as if someone had just
polished every handrail. This is probably
because some one just did. (In department
stores, they employ doll-like girls to stand
each side of the escalatol, polishing the
handrails.)

They Nurture Neon
Tokyo's skyline at night is literally flashy,
thanks to the remarkable columns of neon
that adom the sides of most buildings -
particularly in Shinjuku, where the
commercial nightlife is based. The
sharpness and high definition of these
neon signs combine with the squareness of
Japanese calligraphy to produce a stunning
effect. Many of the signs are programmed,
so that bars of light pulse up and down the
columns of light like heartbeats. The signs
are light-filled analogues of the buildings
they are attached to: in Tokyo, shops, clubs
and bars are stacked up high, storey upon
storey - the pulses of light going up and
down the neon columnsremindyou of lifts.

But just when you figure out some
vague correspondence between what
things look like and the way they are,
Tiokyo feints. For example, the addresses on
peoples'cards and letters refer to
three-dimensional points in space. No

doubt an extremely sensible system if you
are a pigeon, but not for the rest of us.

It induces, once more, a sensation of
displacement. The ritual of following
directions (you have to write down
verbatim things like "head past the red
door, turn left at the blue hut and look up
for the'l feel Coke'sign - we're the third
window along from that"). The fallibility of
the system - odds are, someone will have
painted the door - ensures that westem
visitors soon understand eastern thought
processes, and in particular their tendency
to arrive at a conclusion by a roundabout
route.

Consuming passions
Tiokyo displays all the symptoms you'tl
expect of a patient neurotically addicted to
consumption. In discussions with business
people you realise that they see "lifestyle"
purely in terms of the products you
consume. Companies disguise this behind
strange corporate slogans that they add,
free of charge, to what is already an
information-saturated landscape. Sharp
adds "New Life People" to its packaging;
NEC plasters "Computers and
Communications For Human Life" on its
terminals; JVC, most puzzhngof all, simply
says "Charrning" on everything. In Tokyo,
sociology is a shopping list. A man from
the Hakuhodo Life and Uti.g Institute
shows me a book called "Keeping Up With
The Satos" which tells you how many
"confident theoretical Japanese" give their
grandmothers seaweed for Christmas
(560/o) - but tells you precious little about
how they feel when doing so.

Everywhere, unlikely people tell you
they want to know how to get into the
information era now. Atown planner from
one of Tiokyo's localities told me that "we
have ten years to complete the
transformation of Tokyo from a hardware
to a software city". The architect,
Thkamatsu, says he sees Tokyo in the
future as "a cloud, an ephemeral city".

Infor-mania
The only cloud on Tokyo's rosy
post-modem horizon is the lowering threat
of a terminal information glut. Hiroshi
Sakashita, who runs Sharp's design centre,
speaks of "information illnesses", and

refers to "the sword and the vase: westem
thought is linear; you establish a line of
questioning, and then attack it straight on,
like fighting with a sword. This enables

you to ignore extraneous matter. In Japan,
our minds are more like a vase, filling up
with all the data available - then we wait
to see what grows out of it".

Information floods Tokyo - visual,
intellectual, sensual; this, plus its
cartographic obscurity, explains why it is so

hard to comprehend as a visual or
conceptual unity. Our very vocabulary in
the West is spatially biased - we have more
words to describe measurements than we
have to describe feelings. What we
certainly lack is the emotional apparatus
needed to understand the interaction of
space, time and process that marks out
Tokyo, and other post-modem cities like it,
as a new phenomenon.

Pondering it all, the dazed departing
visitor passes, on the way out at the airport,
a graphic symbol of Tiokyo's position at the
centre of something we can't quite put our
finger on, a vast map of the world, on
which key cities are highlighted not justby
names, but by digital readouts of their
different local times. Beneath, a single
arrow says: "This Way".
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The ntodels of lqte ttttentieth century architectural
decoration created by theWest hnue been lamentnble,
p t-t st - m o d e r r i sm p ro du c e d only n ou el ty c onf e c t i on ary.

Santir Malurtood, engineer and chairman of an
architectural nnd engineering practice which uorks
tlrottghout the utorld of lslam, demonstrates a finer LL)ay.

Balraj Khannn, paitfter and noaelist, found himself in
stlmpntlty utith the ages old pltibsophy of this
ul tr a -rn o d e nr c ontp any.

Dt: t ail of /rl.sr'r-clr I

it'r,od lt0nL'l.

70



Ttrath is an Arabic word. It means heritage,
Arabic/lslamic heritage. This heritage is
one of the oldest and the most glorious in
the world. As we approach the
millennium, a design and architecture firm
rvhich specialises in building for the
Middle East - aptly named Turath Ltd -
takes up the challenge of ushering it into
the new era bv using the tools and
techniques of the ne\,v era. Through an

imaginative use of computer-aided design
and advanced technologrcal processes,

Turath has revitalised some of Islam's most
ancient arts, most ncltablv its calligraphy
and arabesque decoration.

Islam has an unbroken artistic kadition
n,hich spans centuries, continents and
cultures, giving it an exkaordinarv
sophishcation and diversitrl Yet there are

forces and tendencies inherent in its
makeup which accord to it a convincinglv
unified character, most visiblv manifest in
its decorative arts throughout the Islamic
w'orld.

These forces and tendencies spring from
the universally held belief in the Faith, in
the Word brought to the Muslims by the
Prophet. The rvord was beautiful.
Therefore it had to be rendered beauhfully,
r.t,hether it was in ink or stone. From the
very begrnning, Muslims considered that
rendering the word beautifully lvas the
noblest of arts. Their holy book, the Holy
Qu'ran, reinforced this. lt accorded the
qalttttr (pen)its due importance by its
reference to it in the first surah (chapter).
At the same time, it spurned statuary
which the Prophet equated with pagan
idols. Allah was the true "fashioner",

,r1v15s17r.riuir. He alone filled His creation with
the breath of life, not the human nutsaitit'ir

- the painter or the sculptor. Therefore
figural representation was not to be

encouraged.
From earlv on, these principles

established the direction Islamic Art was to

pursue. Thev inspired the Islamic artistic
genius and led it into the realm of abstract
thought, finding its ultimate expression in
calligraphy and pattem-making. Both lie at

the core of lslamic Art and both are

widespread throughout the [slamic world

- the mosque and the minaret may differ
from regron to region, but caliigraphy and

pattem-making remain universal from

Morocco to Malavsia, from Jeddah to

Jakarta, transcending racial, linguistic and

cultural differences, homogenizing the arts

of Islam.
In the development of Islamic

calligraphy, the very nature of the Arabic
script in which the Holy Qu'ran is penned,
has been a determining factor. For it has

qualities peculiar to it which allow for
endless transformations of it without
sacrificing any of its salient features. Paul

Klee probably had the Arabic script in
mind when he made that oft-quoted
remark about taking the line for a walk -
this script is admirably suited for such an
exercise. The permutations and
combinations for inter-mixing its alphabet
are as inexhaustible as geometric
pattem-making. The upright strokes and
the curved languor of the letters make for
easy, graceful manoeuvering, creating
linear rhythms of immense virtuosity,

Moit'l of n i(,()()rir',1 r/()rllc.

LosL' t' - t t t t tl t t' o rtt t i ot t

18 rrt x 18 ttr.
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Laser-cut ruood panel in
Manilouk style, Kufic
calligraphy and floral
backgrowd in 4leuels.
Designed ard
implenrcnted using
cAD/CAM.

charm and visual excitement. Their
geometric structure, too, adds to their
supple interosculation.

Tiaditionally, three forms of
embellishments were indulged in: the
calligraphic, which highlights pertinent
quotes from the Holy Qu'ran; the
geometric, representing the laws that
govem the universe; and the floral as a

homage to the living world. At first, the
calligraphic inscriptions were intended as

symbols addressed to the Almighty rather
than the faithful. In due course the reason
for their creation became one of providing
a beautiful affirmation of the Faith.

This is the artistic legacy Turath has
inherited and aspires to build on. It also
shapes its moral philosophy. From its smart
but unpretentious studios in London
Turath tries to reach out to the great wide
world of Islam from sand-swept Saudi
Arabia to countries as far afield as Pakistan.
Its chairman, Samir Mahmood, is a man
with a mission. The soft-spoken Iraqi in his
mid-forties is deeply conscious of his
cultural identity, but he also admits to being
a man of the world, qualities essential to
succeed in aims that are laudable, in an
enteryrise which is more than a little
challenging.

From an early age, Samir held a passion
for the time-honoured art of his ancestors

- calligraphy - which he avidly practised
as a schoolboy in Baghdad. But it was not
an ephemeral schoolboy fad. Fo4 years
latet, he would return to it with a

newfound zeal and pulpose. Samir
graduated in electrical engineering from
Durham in Britain in 1965 and went on to
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Extenml cerantic parrcl for
Makkah Gate, Saudi
Arabia. Thuluth
calligraphy. Approx.
6.5 nr x 7.7 nr.
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study computer science which he found
much to his liking (he was one of the first to
work on the introduction of the Arabic
script to the computer). At a relatively early
stage while working with the computeq, he
visualised the vast potential it held in
transforming the ancient arts of Islamic
calligraphy and pattern-making into
something supremely suitable for the
architectural and technological advances
being made in the late twentieth century
and, thus, of taking Islamic Art into the
twenty-first. "lt seemed they were made for
each other. The question was how to
arrange a marriage between them? It was a

dream," muses Samir.
After a great deal of hard work and

heartaches, the dream began to come to
fruition with his foundhg of Turath Ltd in
fanuary 7987. Ever since then there has
been no looking back. Samir has a team of
about twenty architects and designers.
Th.y include the highly talented
American, Jay Bonnet who has a degree in
Islamic Art from the Royal College of Art.
Their offices exude an air of competence
and a quiet confidence. They also reflect
good taste - their rooms abound in
examples of art and artefacts from all over
the Islamic world. A brief visit there offers
you the privilege of seeing, among other
things, some exquisitely carved wooden
doors and windows - jharokhas - from
eighteenth century India, and superb qalam

work by the eminent contemporary
calligrapher, Rashid Butt, from Pakistan.

Turath's approach to its work is
noteworthy. \Atrherever the work is, usually
thousands of miles away from its stud.io, it
conscientiously takes into account its
historical, cultural and environmental
perspective. The design for embellishing
the building - calligraphic andf or others,
that is, geometric and floral - depends
entirely on the building of which it must
form an integral part. Turath also goes out
of its way to encourage, involve and
employ local talent - wherever his work
takes him, one of the first inquiries Samir
makes is to find out who is the best local
calligrapher or illuminator.

Yet, often, the project in hand requires
skills, expertise and materials not available
in the countries where the work is

commissioned. Sometimes, designs ar:rived
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at in London are fumed into actual ceramic
tiles in Istanbul by the renowned Aziz
Gorbon Isle, for a site in Mecca or Medina,
by imported talent. Each and every job or
commission has aspects unique to itself. A
project in Hijaz in Saudi Arabia may well
require a Mamluk flavour because of
Egypt's historical ties with the area.

Similarly, a contract in Karachi in Pakistan,
such as the Aga Khan Teaching Hospital or
University, would necessitate a shift of
emphasis to a Moghul, or rather Persian,

scheme of art because Persian influence on
the Indian sub-continent shaped much of
its art and architecture since it was
inlroduced there by Moghul emperors,
Hummayun and Akbar the Creat, in the
sixteenth century.

This flexibility in approach to suit the
country and the culture is demanding but
essential. In achieving this end, their ample
library and the computer play an
all-important role.

Turath uses a general draughting
software system (AUTOCAD)in all its
computer design facility. Each designer and
architect has his own colour work station
based on an IBM AT compatible micro
computer with 286 or 386 processors,
linked together in a network which
provides access to central files and the
design library links to plotters and laser
printers and achieves the necessary
security for sensitive projects. This
combination of hardware and software
offers generous flexibility in both design
and fabrication. By combining its specialist
knowledge of Islamic design and
architecture with this CAD (Computer
Aided Design) system, Turath has
significantly enhanced its scope of
creativity and speed of production.

The computer is, on the one hand, a

very convenient tool for drawing and
designing, providing an otherwise
unobtainable accuracy and fleibility in
developmental processes. On the other
hand, it easily and quickly allows for a high
degree of design manipulation, lending
itself to changes of scale, proportion and
rapid comparisons of different design
details in addition to modifications as part
of the design and fabrication process.
These general attributes of CAD are all the
more useful to Turath considering the

Class re-inforctd
glntpsunt t,ttultitrg irt tlrc
Rasnrl strlle iuitlr
Muqanras arul staitrcd
girr-ss.
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Cast hrass decoratitte
rtwrtdcl for tinthar door -
7.9 m dianrctcr.

various specialist software prograrunes it
employs. For example, it is able to place
scanned images of detailed freehand
drawings and calligraphy straight into the
computer for swift and highly accurate
digitisation. This gives it a unique
capability in not just design and
presentation drawings, but also
manufacfuring.

The ability to link directly with
computerised manufacturing (CAM) has
proved highly successful. This enables the
original drawings, developed throughout
the design process, to be used directly by
computer controlled manufacturing
equipment including laser engraving and
cutting, water jet cutting, CNC routing and
milling etc. This achieves an extremely
rapid delivery schedule, outstanding
accuracy and repeatability, and great cost
effectiveness.

Turath believe that hand craftsmanship
is aesthetically superior to machine made
components. However in large building

projects, the cost and delivery for hand
crafted solutions are not normally
acceptable. By hand finishing machine
made components the quality can be
comparable (and even superior)to the most
highly skilled craftsman.

The ability of Turath to produce
authentic regional and historical designs
for existing buildings, combined with the
potential to develop solutions appropriate
to contemporary buildings, plus the supply
and installation of the finished product to
the highest standard, on time, and within
budget should ensure Turath maintain
their position as leaders in a market where
mediocrity is often the norm. It is the aim
of Tirrath to combine the best of one of the
world's greatest art traditions with the very
latest technological methods to produce
works to the highest possible standards.
Their reputation is illustrated in their
current involvement in some of the most
prestigious construction projects in the
Muslim world. E
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Wendel RWendel describes the logic,

history and future of spaceframe

technology.
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Spaceframe systems are a product of
technology; thev do not represent a style of
architecture. A spaceframe mav be
introduced as a component of a building -
to create, for example, an atrium, skylight
or canopy - or it mav be used to create an
entire building such as a hangaq, an
exhibition hall or a stadium. The
advantages are: flexibility of form and
shape, the potential for creating large
spans, the capability, for creating "climatic

envelopes" and, inherent in the
engineering, the beautv of geometry.

As its name implies, a spaceframe is a

strucfural netrvork. Its basic component is

the triangle, and with this a highly efficient
three-dimensional form can be created.

The strut and hub components carrlz

aial loads and have the capability of load
shedding and load sharing to create a
svstem that will not fail - if properlv
designed. As anv single member of this
network of components reaches its

capacity, other members pick up and carry
additional loads to make the whole system
function as an integrated and
interdependent network. The forces

alwavs follon,the stiffest and most direct
route to the support points. In addition, the
triangle network of spaceframes produces
geometric units that are essentially
non-deformable; that is, the length of a

member must be changed in order for the
geometrlt and hence the netrt ork, to
change also.

In engineering, a "space truss" is a

three-dimensional network that has
hinged connections with no moment or
rotational resistance at the hubs and no
moment in the strut members.
"Spaceframes" have rigrd connections at
the hubs that cause moment and torsion to
develop in the members. The term
"spaceframe" is typicallv used to refer to
both systems, and, in actual use,

spaceframes behave and are analyzed as

space trusses.
The particular geometry of a spaceframe

varies and depends upon several factors
such as the cladding, the span and the
support conditions. All spaceframe systems
use the basic triangular shape in various
forms to join together polygonal forms.
The three most typical polygons are the
triangle, the square and the hex - these

may be joined together with the basic
triangle form to create a spaceframe
network. The basic building blocks are the
tetrahedron and the octahedron, two of
five basic platonic solids. Both are often
used to create efficient structural networks.

The history of spaceframes has its roots
in the work of many creative designers and
engineers, often in areas outside the
building industry. An early use of the
tnangular form was in the development of
large span bridges. In 1570 the Italian
architect Andrea Palladio in "A Tieatise on
Architecture", described the use of a

number of wooden truss forms developed
in Switzerland and Germany during the
Middle Ages. Palladio expanded on the
simple queenpost truss design to build a

33 metre (108 feet) clear span wooden truss

bridge. Subsequent developments occurred
between 1800 and 1880 in the USA where
many types of covered bridges led to
the innovative use of the triangular form.
In America there were craftsmen/
entrepreneurs who each developed their
own systems of basically 2D truss types
built out of wood (and later wood and iron)
to create the bridges required in the
expansion of the USA.

Some of these systems, such as those

developed by Ithiel Town, used

Oposite artd abote:
A spacefranrc usatl as tlrc structurt' of a building - tlrc
donr ttf tlrc "Sporl atd Cttlture Cuttre", Stockl:rllnt,
Sr.t,edett
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overlapping triangular forms to create a
two dimensional trusswork with a large
span capacity - Town's systems remain
among the simplest and easiest to fabricate.
Other bridge builders were Bury Long and
Howe.

But while the Americans were working
with wood (which was then in plentiful
supply), the Europeans were developing
the use of iron. The world's first iron bridge
was built in England at Coalbrookdale by
Reuben Turner in 7779.In the century that
followed, Tumer was succeeded by the
great engineer Isambard Kingdom Brunel
whose Covered Viaduct and Britannia
Bridge developed the use of steel trussed
strucfures.

A key influence was that of the French
engineer Custave Eiffel whose spectacular
tower (finished in Paris, 1889)is a

three-dimensional spaceframe made from
steel beams rivetted together. The tower
was developed from his work with steel
truss bridges. He had developed a simple,
portable type of bridge for which he issued
a catalogue. The bridge was designed to be
shipped anywhere in the world; it was
made up of a limited number of parts and
was easy to assemble by unskilled workers.
The bridges had pre-fabricated two
dimensional components that were
rivetted together. 

-Eiff"t 
was almost in the

standardized component spaceframe.
business.

As the nineteenth century unfolded, the
science of metallurgy began to grow. Iron
and then steel improved in quality and
engineers experimented with a variety of
structures and fixings. The first iron dome
was built in Paris in 1811, and the concept
was taken up by the German strucfural
engineer l. W. A. Schwedler in Berlin in
1863 who made a triangular single layer
dome.

Of course, Joseph Paxton's Crystal
Palace, completed in London in 1851, is
often cited as an outstanding innovation
which preceded the development of
standardized spaceframe component
systems. Crystal Palace included many of
the features that characterize the modern
systems. The palace was developed around
a2.43 metres (8 feet) system, built from
standardized truss lengths of 7 .3lmetres
(24 feet),74.40 metres (48 feet) and21..94

Abotre ard riglrt:
A spacefranrc used as a contpLnrcri part of a ltuildirry -
"Tlrc Triad Center", Culph Mills, Pennsqlutuia (Arclt.
Rlrc t t llnm il t L)tt I u t e s Assoc i at e s)
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r-s
metres (72 feet).lt had a hub system to pin
all the columns and tmsses together and
was revolutionary in that it was designed
so that it could be taken down and
reconstructed on another site. Indeed, once
the 1851 Great Exhibition (which the
palace had been designed to house) had
finished, it was taken down and moved to
another site. Another pre-spaceframe
feature of this innovative building included
its integrated glazing, fast assembly and the
off-site fabncation of all components.

A major advance in spaceframe
development was made with the work of
Alexander Graham Bellin 1903-1907. As
r,r,ell as being the inventor of the telephone,
Bell became involved, as an engineel, in
using assemblies of tetrahedra in
spaceframes. In his investigation, Bell
wrote in the June 1903 copy of National
Geographic:

"Of course the use of a tetrahedral cell is

not limrted to the construction of a

framework for kites and flying-machines,
It is applicable to any kind of structure
whatever in which it is desirable to
combine the qualities of strength and

"{

,f

I

'{

"f

lightness. Just as we can build houses of all
kinds out of bricks, so rve can build
structures of all sorts out of tetrahedral
frames, and the structures can be so

formed as to possess the same qualities of
strength and lightness which are
characteristic of the individual cells."

"lt [the telrahedral cell]is not simply
braced in two directions in space like a

triangle, but in three directions like a solid.
If I may coin a word, it possesses
'three-dimensional' strength; not
'two-dimensional' strength like a triangle,
or'one-dimensional'strength like a rod. It
is the skeleton of a solid, not of a surface or
a line."

Bell designed and built a tower
23 metres (75 feet) high, w'ith three
tetrahedral legs, as an observation
platform. The spaceframe was assembled

using iron piping and a hub system
designed by Bell. It weighed onlv five tons
and its light weight, combined with its
rigldity, enabled it to be jacked up into
place without the use of a crane. The
success of one of the first true spaceframe
buildings led to the formation of a

Tiu o t' t rt t r t l l t's ol slrrtct'/iti lltrs l,t'it lS tt.si'r/ lrtr/lt f tt r t c t i or t n l l rt

ilttd itcorntii,(ltt
A lrrrit' /cfi; Lr rs,rl r ttt'/c.s L)t t t' r t t i ot t C c t t t t t', Lrrs,4 tttt'/c-s,
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A contputer g(:ncrated dratt,itrg ttf art aircraft lrungar
pntduced usirrg STARCA D design softzt,are.

"Tetrahedral Association" to develop a

business for spaceframe constmction - the
first spaceframe company. Bell should thus
be remembered as one of the fathers of
spaceframe architecture.

In the years after Bell's research a

number of engineers developed
spaceframe systems either on a project
basis or as the development of actual
business. All emphasized the possibility of
lightweight, easy,low skill assembly and
the capability of large spans. Some of the
key leaders in this field include Max
Mengeringhausen, who invented the mero
system in the 7940s, Konrad Wachsmann
who developed the mass production of
spaceframe components, Buckminster
Fuller who invented the geodesic dome
and the OCTET-TRUSS, and Charles A.
Attwood developer of the Unistrut system.

Spaceframe development in the 1940s-
7970s included the concept of Nude
spaceframe - a spaceframe as a strucfural
system altemative to standard structural
systems. In the 1980s the Dressed
spaceframe was developed which is a
climatic envelope system. This change
from nude to dressed spaceframes
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represents the development of more
sophisticated systems that include all the
services (communications, heating,
air-conditioning etc) with interchangeable
cladding.

The make up of the design teams
involved has changed in the last few years
as a result of the move towards dressed
spaceframe systems. The industry has
generated two types of company: those
that make components and those that are
system specialists and have design and
build teams. In situations where a

spaceframe system is used as the building
conskuction (as opposed to being used
simply as a part of the building), the system
specialist has to be part of an architechrral
team.

New materials mean new freedoms.
Computer controlled manufacturing, the
use of aluminium, and the development of
advanced composites (courtesy of the
aerospace industry)have created a new
generation of low weight/high strength
materials.

During the period from around 1940 to
1970 the guiding principle for spaceframe
systems was "standardization and mass

production of components". In the 1980s a

dramatic change of attitude occurred. This
involved the standardization of the design
and fabrication process, nof the
components. State of the art spaceframe
companies use computers for the design
process - and for manufacturing. A furret
lathe can be producing a 5 cm diameter
hub and then, within a minute, be
switched to producing 11 cm diameter
hubs. The computer liberates the system.

The aesthetii qualities of spaceframe
architecture are frequently rooted in the
marriage between spaceframe design and
light. Spaceframes are often selected to
support glass, acrylic, polycarbonate and
membrane cladding. The beauty and
efficiency of the spaceframe form, which is
an exposed structural element and an
aesthetically beautiful network, is that it
also provides protection from the weather.

Appropriately, the new opportunity for
spaceframesrs spnce. Spaceframes have the
advantages - lightness, compactness, ease
of assembly of spaceframes on earth - that
make them the natural choice for space.
There are low earth orbit applications such
as space stations and other applications
including fuel terminals, reflection arrays
and telescopes. One of the most exciting
concepts in space technology is that of the
"moon star" in which arrays of reflectors,
tens of kilometres across, will supply night
lighting to urban areas. When used for
lunar constructions, the spaceframe will
support a membrane which will then be
covered with lunar rock. Other possibilities
further afield in the solar system include
greenhouse environments on Mars.

Additional spaceframe plans in space
include the development of deployable
spaceframes that fold up to allow for fast,
and possibly automatic, assembly without
human or robotic interference. These
deployable spaceframe systems may be
used initially on the first lunar bases or as
solar collectors in orbit. A second growth
area of spaceframes is the area of robotic
assembly - presently the STARNET/
Shimizu Construction/Camegie-Mellon
University team is running experiments on
robotic assembly on the easy to assemble
STARBAY 1 spaceframe system developed
for NASA. This experiment raises basic
questions, such as how do you move the



robot along a spaceframe as it is assembled,
how to confirm that the strut is attached
properly and how to package the
spaceframe components for easy assembly.

As research in Astrotectonics grows, the
study of spaceframes and their uses in
space, on other planets and on asteroids
provides areas for exciting new
developments, including the development
of new technology which may create new
opportunities on earth. One area that the
Space Division of STARNET Structures has
been working on is assembly of
spaceframes in a zero gravity environment.
This is the next step after the spaceframe
assembly experiments underwater and the
first privately funded zero gravity flight in
a Lear Jet which is scheduled for the spring
of 1990. This test flight will provide a
22 second time frame for a zercl gravity
experiment in assembly and the testing of
many new assembly tools.

There are many design factors needed to
plan the use and growth of space networks
in space. The design factors in
Astrotectonics are an outline of the
spaceframe development considerations
that are actually part of the selection and
decision making process for terrestrial
projects. The only difference (often of great
magnitude) is cost. In space the site labour
cost of an astronaut is $60,000 per hour
versus, say, $20 per hour on a job site on
earth. Another comparison is the
transportation cost; about four thousand
dollars per pound in space versus about ten
cents per pound on earth. A third
comparison is structural requirements:
with a zero gravity site condition on the
Space Station Freedom, the spaceframe
struts are designed for about a one
thousand pound design load, whereas on
earth the requirements are maybe 70,000
pounds.

Once the exploration of space becomes
the exploitation of space on a truly
commercial basis (as is happening) then the
cost factors should become less severe. But
clearly spaceframe technology is "bridgng"
our steps into space just as in the past it has
helped us bridge our steps into new lands.

Wendel RWendel
is the Presitlettt of
St arue t St ru c tures lrtc.
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Tlr "STARBAY 3" systt:rrr, dcueloltL,tl by Stanu:t Structures
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Spaceframe forms

Some of the basic forms created with
Spaceframes are:
o Horizontal
o Vertical
o Sloped
o Tower
o Tiussed
o Barrel Arch
o Multi-layer
o Pyramid
o Multi-plate
o Stepped
o Conical
o Dome
o Cylindrical
o Cantilever
o Folded
o Ridge
o Mulh-level

Spaceframes today - the new 3R's

When spaceframes are used as building
systems, rather than just building
components, there are the 3R's that many
architects and engineers are just leaming.
The 3R's are:

o Reconfigurable - Spaceframes can be
easily expanded, reduced or reassembled
in new geometric forms.

o Relocatable - The light weight and ease

of assembly provide the opportunity to
create relocatable, fast erectable,
transportable systems.

o Resaleable - The market is starting to
grow for used spaceframe systems that
can be recycled - especiallv with the
development of durable and lightweight
alurninium spaceframe systems.

Spaceframes in space - design factors

o Design fletbility
r Ceometrically viable systems
o Scaleabilitv of all elements
o Use of triangular and circular forms as

reputable elements because of their
structural efficiency unless other design
constraints supersede

o Hubs dominated systems - the hubs
should be the strongest element in any
space system

o Multi-material use - with ophon for
cost/strength/ weight trade off

o Interfaceability with other systems such
as cladding, payload, utilities, and
supports

o Adaptability to varying gravitational
environments

o Easy and efficient assembly/disassembly,
utilizing 3 methods - manual, telerobotic,
fully autonomous robotic

o Aesthetically designed spacefaring
materials cultivate the "form follows
function" concept for space

o Stmctural preload
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Spaceframe design factors - a checklist

o Is the svstenr to tre userl .ts .-l p.trt of .l
L-rtrilcling or is it to prrovicle tl-re strtrcture of
the n'hoIt Lrtriic-ling?

o \\'hat kinc'l oi visu.rl .rnd .testhetic inrp'r;r1-1

is riesirctl? -l-his .riit'cts tl-re choicc oi
n-r.-r tcri.rl .r rrtl cl.rdding.

o \\'lt.'rt siz-t of moc]trlt,? L.rrgcr n-ror-lules arc
tusuallv n1()re efficie nt.

o \\rhat tvpe oi gcortretrr'?'l'his is st,lectecl

on thr Lrasis oi cladtling, spclCc .-urcl

c'l onr in.t n t I oa c-l r1 irt:cti ons.
o \\Ihat kincl of supfr()rt conclitions? Tht'

n'tost eiiicie nt is .t corttirtrrr)Lls L-rt'rinre te r
n'ith a partial c.rntilever.

o \\rh.rt kirrd of iinish? Titere is .r nt,rv
tec h tr t tl ogv i tr pr.1 i 11 1i t-t g .t rt d a rt otli zir-r g
n'hic}-r .rIso oiiers clurable prolisl-rerl nretal
frn ish cs.

o Intcrf.rcr,: s()nre tlf tlrt, ncn' clressrc-i

sp.tccf r.rr-r-tc svstcrtts .rIIou'alt easV

intt'ri..rcc n'ith claddrrrg svstenrs itr .r n'icie
va rietv oi nr.ttcri.rls

o I)esign lo.ttls: to t.rkt' irtto.tccotrnt clc.rc-l,

livr', sr-rt)\\; scisrjtic actir itv anrl tht,nlal
conrlrtior-rs.

o fhe site : hou' .rtessiLrle is thc sitc?
o Fornt: sl-r.rct'ir.rnrts (u'L' t-iiicre nt stnrctural

rte tivrrrks bv the rlst,lvcs. -flicir 
eiiieie ncv

can L',c rncrt'.rserl bt' their Lrerng sh.rpccl irr

to lorn'r: sLr('h .ts archt,s, tiortres,
pvr.r llitls, cortes, t'tc.
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THE FLICKERTNG LIGHT
Will the new town of Spitakbe a disappointntent, hasyet another opportunity
to plan and build a uirgin modern city been passed oaer for the sake of
a dministr a tiae e xp e die n cy?

The arhcle about the plans for the new
town of Spitak, which appeared in WA 3,

ended with a question mark. '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?"

Regrettably, disappointment was to
come. While an Armenian team laboured
ceaselessly on the detailed working out of
the plans adopted at Santo Kyriko in the
contert of the Workshop specially
convened at Erevan, the technical
bureaucrats continued to pretend to know
nothing of what was going on. Thev
plagued the landscape, constructing small
groups of buildings on widely dispersed
parts of the vast and still virgin site, in
positions one could believe were specially
chosen to compromise the execution of the
overall plan. Nothing existed on the site of
the future town when the planning
concepts were being developed at the
beginning of June. But as these plans were
then worked out in detail, so were the
architects forced to "integrate" more and
more of these "schemes" - a group of
dwelling-houses here, a school there, even
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groups of buildings rn,hich existed only on
paper or were still at the research stage, by
whose inclusion the overall plan was
seriously distorted. This sabotage was
actually being carried out when George
Stoilov and Pierre Vago visited the site at
the begrnning of September, accompanied
bv the architect Kalbova, Secretary of the
International Academy of Architecture.
What they saw was truly alarming. In the
middle of the vast expanse of the site,
where there were shll no services or
infrastructure, there was a spre,ad-out
group of about a dozen two-storev houses,
more or less finished (some already
inhabited!); at another spot was the
shuttering for the gound floors of arrother
set of houses yust begrnning to be built;
further akrng again, the foundations of a
school . . . Advance forces clearly intended
to "hold the ground". It was impossible to
understand what criteria had been used for
the location of these widely scattered
embryonic building sites. Who had decided
on them? Who had approved the plans?
We sarv the few almost completed houses;

constructed by an Uzbek enterprise, their
architectural level (if we can call it that!)
and quality of execution were unbelievably
low. The plans for the two-storey dwellings

now being built by another enterprise,
Estonian in this case, organised on a
repetitive 3.60 m grid, with two floors on a
"base" 3 m high, were hardly any more
acceptable. Plans were seen for another
project for housing blocks of a well known
type.These used the detestable system of
prefabricated panels, which have been
responsible for so many victims in so many
disasters, (with the difference that the 4th
and 5th floors were to be omitted).

It seems that in one of the most beautiful
sectors, the southem slopes of the hills
looking down on the centre of the future
town, authorisation has just been given to
allthose who have the means of doing so

to start on the construction of their own
individual houses. Everything is beyond
any possibility of intervention or control by
the International Academy, though this
was provided for in the agreements signed.
One can understand the bittemess and
discouragement of the Armenian architects
who have worked with so much
enthusiasm and devotion on making real a

dream which every day becomes more
insubstanhal. Beyond the symbolic city, the
model town, there appears already the
hideous reality of a now almost
unavoidably bungled opportunity.

All those around the world who had
devoted their time, their imagination and
their knowledge to a stirring project of
intemational collaboration and solidarity,
and who were ready to carry it through
devotedly and disinterestedly, must now
recognize, with sadness, the second
destruction of Spitak.

Let no-one raise the argument of urgency
against us. It would be easy to demonstrate
its inconsistency. The excellent hospital
which was planned, built, equipped and
given by the Norwegians proves the
point. rt
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Z.AHA HADID'S LABORATORY

Any architectural creation - even the most original, the
most unusual - inevitably corresponds with some tradition
within architectural culture. I would like you to start with
stating the sources of your architecture: what was there in
the beginningl

ln the beginning was Malevich, then the works of El

Lissitzky and Leonidov, and after that there was Melnikhov
and Chernikhov, although these were not from the same

school of thought. The whole period of the 1920s in the
USSR was seen as a laboratory for novel architectural ideas;

in that age, there was no precedent, the Russian avant- garde

stood alone.

That period was for us, as students, a kind of mystery, lt
presented a break with history that was not at all popular rn

the 1970s, but my work did in fact begin with reflections on

Malevich, Our intention was to examine the ideas that were

To nigay a Building, Toky o,

laparr, 1987-89.
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not embodied in architecture. lt was not to do with an

individual book or an individual person. Everything began

with Malevich and allthat which was embodied in his work.
ls it not true that the experimentation of the Russian and

the Soviet avant-garde at the beginning of the century was

never finishedl lts leading proponents succeeded only in

laying a kind of conceptual foundation for different
architectural lines -of development, all of them oriented
towards the transcendence of the bounds of architecture as

such.

It is exactly this tbundation that became the starting point
for my own line of development, and this particularly

concerns suprematism. What struck me about the
suprematists was the fact that they would paint things while

thinking of them as architecture. And, at the same time, their
achievement was never translated into architecture, with the
possille exception of Leonidov. I was attracted above all by

the fact that the ideas, the projects of this period, had never

been realised in practice. ln part, some of the ideas had been

realised in Manhattan by Rem Koolhaas, but never in Europe.

For ffi€, the heritage of the 1920s was a means of
self-education.

Why did you turn to the constructivists, to the
architectonics of Malevich, to the Lissitzky designs - and

turn to them in the closing decades of the twentieth
century!

This had to do with the incredible architectural optimism
of that period; and that optimism is something which today
simply does not exist, I believe that the existence of this

spiritual upsurge was very important for Russia, I saw it as

important for us to understand the reasons for this spirit. I

appreciate the enormous importance of the political

situation, but I believe that behind it stood the aspiration to
change the world through architecture. And this is extremely
important. During the 1970s and the 1980s this kind of
aspiration to change the world disappeared - it is not an

attribute of architects working in the office of today After a

while, working along such lines, we came to the conclusion

that it was not simply a question of colour schemes and form

elaboration, but that it was a proSramme, a kind of creation
and a new kind of space and the way this kind of space would
change a city if one were to introduce it into its fabric.
Furthermore, the plans which could be generated from this

kind of architecture have to have a new kind of script. What
is also important is the way that plans can change architecture
itself.

Speaking of the artistic ideology of Malevich, how did

you achieve the translation of his artistic language into that
of your architecturel

As a student at the Architectural Association (in London)
I worked in the Sroup of Rem Koolhaas and Elia Zenghelis.

We then looked at Malevich, and none of us understood
what we could get out of all that. The answer to that came

out of one of his collages. This, we saw, could be made into
architecture, and then we started a kind of research. First, we
analysed his objectless tectonics and thought about how to
make this into architecture. Then we started thinking about
how to evolve the spatial organism, and on how we would
work out the plans as if they were a building. I worked a long

time on this, and after a while I came to the conclusion that
there are various ways of translating it into the language of
architecture. ln this way, in 1976, there came into being a
project-interpretation of one of Malevich s "Architectons"; it
was something like a bridge over the Thames with a strong
public function - a club, a parking space etc,

This notion of liberation in Russia is very clear, very
adamant, lt could be grasped as liberation from gravity, and

this immediately implies the breaking of certain norms, or,

one can get this out of Malevich, "standing on the verge of
time". I think that he was trying to tell us that we are very
dependent on the Earth's pull, being Earth creatures.

The Revolution then seemed to embody and to realise this

idea of liberation. There is no revolution now and that's the
basic difference. But the architecture then does show a
different way of touching the ground, it is lighter. Today the
idea of inserting a new attitude to space in architecture has

many different sources,

How does your internal, "ancestral" world-view express
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itself in the space and in the forms of your projectsl
I have lived abroad otherthan in lraq where lwas born, Of

course, there are inherited things, But they are to do not so

much with the East as such, but with the conditions of my

upbringing, my origins, my family, my school in lraq,

What of your present day consciousnessl Tc what
extent do you feel it connected with the Eastl

It is defined by all of these things, it is hard for me to specify

the leading one, Culture is interaction, history is interaction,
our own build-up is the result of interaction, and it is difflcult
to point to one specific thing. There are, of course, degrees

of morality, rules of ethics that are not to be bypassed, But

there is also my education. My background is among the best

- I have always been encouraged to think progressively. Allof
these things are interconnected, and thats typical of the

which rests on the system of normsl
I cannot really present such a work in conventional terms.

It is important for me to see it in a different light. The stage of
drawing is always the testing ground for these ideas,

Do you use drawing solely as an instrument, or do you

aim to arrive at an independent expression of the

architectural idea, and one which would tend to stay, in its

purity, divorced from the final productl
I draw not to illustrate, but to check out ideas, I draw

things which present the idea in its most naked form. Via a

series of drawings one can arrive atthe nature of the object in

a profound way, by changing the viewpoint several times. At
the end, the object willy-nilly unfolds, showing aspects that
you'd never believe were there, The drawing is as much a

means for presenting the object as a way for its designing, and

Office Building on

Kurfurstendamm, West

Berlin, 1986. View from
Kurfilrstendamm.

Office Builditg ott
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Middle East. My father was from the generation that fought

the British Mandate and was against imperialism, and he is a

socialist. He went to school here, as did my brothers, so my

background is not typically Middle East. And we travelled a

lot when I was young, Some people see a connection
between my layouts and Arabic calligraphy - you know
fluidity and all that. But it's all these things, really,

Turning back to the field of architecture, what
transformations does the original conception undergo,

before getting to the stage of this "calligraphy of the plan"l
On the whole, it begins as a notion of abstraction and

fragmentation. The plan, whether it is an urban plan or a

smaller one, is dissected and conclusions are arrived at, Some

of its areas become quite energetic, and others are very

fluent, This plan then becomes functional by way of a sertes

of metamorphoses. This is the way it starts, this was the

boom of my student years, You can't start a new thing in the

old way, The projections, the drawings, the studies could not

be done in conventional terms. This was the breakthrough.

Stuck together, these things make the new work. Plus, there
is the constant desire to do something new to make a new

programme, a new architecture.
lf, as you say, this is an attempt to reject conventional

things, is this not an ordeal for the language of architecture,

an instrument for analysing the architectural result arrived at.

For me, the drawing is not the flnal product, but rather a

procedure for revealing the nature of the object. Although,

yes, in some cases the drawing does take a life of its own as in

the case of Peak Hong Kong - and it can tell whole stories

too!
Did you insert the idea into your Trafalgar Square

project, that someone should be seeing the city from abovel
ls not that composition aimed at the Gods? I get the feeling

that in this case you use the texture of the city as a canvas, in

order to paint on it a giant suprematist comPosition.
It is a way of making conversation. We draw a project, we

draw the city, but at the same time the drawing implies that
this project is not there by itself, and that the city is changing.

ln the process of drawing the abstraction we change it, These

days we see the world from different points of view Even 200

years ago nobody could have seen a city from a bird's-eye

view. We can experience things from so many different

angles these days - from a train, a car, an airplane - we have

such a novel feeling of speed; does this not mean that we have

to see the world from all these different viewpoints? We must

use the situation that we are in, take advantage of all the

achievements.

Did your contacts with the heritage of the Soviet
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avant-garde boil down to leafing through albums and going
to museumsl

Of course not. I have visited the USSR four times over the
last six years. Nobody had heard of me six years ago, but it is
at that time that I decided that if a woman wants to continue
her education in the fleld of modern architecture, then she

had better study the main cultural currents of the twentieth
century. And this is how it all started. lt was important to see

the Russian achievements - on paper, and on the spot.
ln what ways did you feel the differences between the

image of Moscow in the projects and conceptions of the
1920s and the real city of the l980sl

For me, Moscow was fantastic. I think that the idea of
liberating space continues to exist, The fantastic thing about
Moscow was that, as you stand on the Lenin mausoleum, you
feel as if the whole city is bending. And you feel tangential in
relation to the surface of the ground. I think that the spirit of
Mostow is the spirit of space. That spirit of the city and its
fusion with the obsession with the Cosmos, makes the works
of the Russians more comprehensible. lts quite over-
whelming. You see the Sputniks everywhere, on toothpaste,
on souvenirs, on toys. This is the incredible spirit you start to
feel as you walk about Moscow I really felt, for the first time
ever, as if I was free from the ground, To make this kind of
architecture, embodying the notion of liberation from gravity
and from Earth, is another obsession of the Russians. They
feel the Cosmos, and this gives birth to a new kind of spatial

organisation.

ln a number of your projects one can feel, so it seems, the
absence of gravity pull, or rather, its transcendence. This
kind of feeling is especially strong in your Peak Hong Kong.
Has this to do with the influence of Moscowl

I had the idea, even before I went to Moscow, that the way
modern buildings touch the ground is different from the old
ones: the materials are different, they have a certain lightness,

the building feels as if it is made of glass. lt is lighter than stone,
It touches the ground like a Russian dancer who touches the
ground only to fly up again, whereas the English dancer is

firmly rooted, like a plant.

Would you say that there is a common denominator
between architectural - indeed, spatial - culture in Russia

and Americal
I think that a lot of ideas happening in Russia were later

translated to America, but not fully. Europeans tend to reach
for the clouds and beyond them, whereas Americans go for
the sky - hence their skyscrapers. As for the Russians, they
reach for the stars. Their ceiling is higher, they are less

inhibited, more adventurous. I still think that people in

America and Russia are very alike, not just because their
mentality is similar. Americans tend to be guided by a kind of
Anglo-Saxon, or Germanic thinking, whereas the Russians
think in a much more Eastern way They are occupied by the
same things, but their limitations are different.

ln the architectural history of the twentieth century
there is, in Western Europe, an avant-garde developing in

parallel with the Russian one, starting with people like
Marinetti, and culminating in Le Corbusier, Mies van der
Rohe, Gropius. What would you see as the basic difference
between these two avant-garde culturesl

There are, I think, fundamental differences here on the
levelof thinking. Europeans are more inhibited - they have a

lower ceiling, they come to a stop somewhere, at a point
beyond which they feel it is irrational to go. There are two
kinds of minds in Western Europe: one is the emotional, the
intuitive, and the other is the rational, supposedly logical. And
they have never been able to understand that they exist in a
kind of unity.

lntuitiveness is not simply based on the wish to do
something in a certain way, it is grounded in a certain
experience and understanding of the situation. Whereas in
Russia, things are rather different, The emotional colour
there is much more intense, and over there they tend to
overstep rules and regulations. On the one hand this
transgression produces an uncomfortable feeling, and on the
other it has to do with liberation.

There are two things now at the end of the twentieth
century, that are of prime importance: one is to use the latest
technology and make our lives easier without interfering with
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the environment; the other is to keep the notion of simplicity,

At the end of the century it is harder to design a simple

building than a complicated one, One reason that people are

abandoning Modernism is because it is not decorative, and it s

so difficult to hide one's mistakes. lt is easy to spot the
mistakes in a Modern building, and it is easy these days to
camouflage mistakes in decorations - like decorating a cake,

Do you include Post Modernism in thisl
Yes, I think that Post Modernism is all about doing things

the easy way - you take bits of this and bits of that, and

there's your formula. I begin with thought and image: this

should look thus. This is what most architects do, they have

an image in their head, and then they need a couple of hours

for the design. ln my case, I make experiment after
experiment, trying to get at the target, At the same time, one

Now my head is clear like a screen, and I draw on that. When
my mind is clear, then I draw.

What's your latest projectl Tell us something about it.
We are doing a number of projects at the moment. About

three years ago we took two projects in Berlin. Then there

are the Japanese, in the same mode, Although its a very tight

site, even in these very, very restricted conditions you can do

something to release space. The same with the Turkey

project: we felt so very over-congested, but we still went for
releasing the space within the buildings. And the space itself

was very peculiar - three metres by ten by twelve metres.

The ideal was to make this series of voids in the city no matter

how tight the situation, and also, to release the volume of the

existing building as a void, And so we sank the building below

the ground, and we lifted it up so that the centre is not a part

West HollywoodCiuic
Centre, Los Angeles, 1987.

Sketches in different stages

of the project deoelopment.

Left to right: Tbmigaya
Buildirrg, Toky o, 19 87-89.
Preliminary Drawing.
Tbnigay a Building, Early
Studies. Azabu - lyuban
Building, Toky o, 19 87-89,
Entrance tieu. Azabu -
lyuban Buildittg -
fragnrcnte d perspe c tiue.

must think about the rules, the requirements - if you're doing
a house you must not forget that people are going to live in it.

So then you integrate the image and the process in space,

after which you check out the completed idea in the context
of the environment. All of this should be happening

simultaneously. The basic idea develops into a concept, the
concept is developed into a project and then becomes

architecture,
ls this ideal image subject to evolution in the process of

the designing itself, or is it presented to your mind in a final
form, which should then be filled out by the programme,
and turned into an architectural project, a construction etcl

Sometimes, it comes to me very clearly at the beginning,

and then it is a matter of simplifying it. Sometimes, a curious

thing happens: I have a kind of preliminary sketch of what I

think will happen, and then the project changes as I work on

it, and in the end it comes back to the original sketch. Because

it has to be tested and simplified and worked out untilthere is

nothing unnecessary in it. When an idea is born, I sketch it,

and then I do the diagrams and send them to my people, then
the idea starts going back and forth, then I check it and it
begins to settle, All factors must work together, and not
simply combine. When I was young I used to draw the same

thing thousands of times on the board, but it did not happen.

of the building, but a part of the city. So when people visitthe

building, they actually use that space. The same with the
Tokyo project: in spite of the tightness of the site, the building

itself roleases space.

Whatb your attitude to the fact that some critics like to
include your work, under the label of Deconstructivism,

together with a lot of the participants in the 1988 MOMA
exhibitionl

The MOMA show . . . lts a pity they gave it that name,

actually. li the show had no name, it would have been more
successful. There are links between the people in that show
in that they all share, in different ways, a fundamental belief in

Modernism. I believe that this is the tie, and not the "sacriflcial"

things that they talk about, All seven participants believe in

the development of Modern architecture, They believe that,
to go on, it means working in the modern way. But Eisenman

and the others came in with their theories much later. I began

with the notion of abstraction - it is not for nothing that I

have a degree in maths. As for Derrida, l've never read him.

During the 1980s, the young entering into architecture

seem to have divided it into two layers: conceptual
architecture, architecture of ideas on the one hand, and

practical architecture on the other. lt seems to me that you

have never belonged to one or the other exclusively, that in
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the different periods of your work you have covered both.
What do you see as the connections between them todayl

I think that what we tr/ to do, really is to maintain a

laboratory for developing ideas, lt s very important to do this,

since without it you cannot develop an architecture. When
you are actually building, there are so many limitations - not
intellectual ones, but to do with regulations and that sort of
thing.

Would you say that an architecture which combines

conceptualism and realism is somewhat different from
purely practical architecturel

I think so, absolutely Things become difficult when there's
any degree of inventiveness. People in the world these days,

they just shop, They buy what they can see. And if this

building has not happened before, they cannot understand it,

cannot see it, There is a loss of faith in architecture, People

became worried about building something that was not
immediately obvious, and they abandoned their ideas -
people who could have done wonderful work, And the
building industry is also at fault, lt is so conventional that,
when they have to do something a little bit out of the
ordinary, they price it so high that it becomes impossible to
build, They w-ant to sell you everything that they've got, and

they try to unload on you their whole system: curtain walls
are like this and not otherwise, metal walls are like that, and

the wall should be at an angle of 90 degrees and that sort of

thing. The minute you try to break these conventions, they
double their prices, And in this situation it becomes very
difflcult for someone /oung to do really new projects. The
most conventional of all is the fact that they spend an hour on
the design, and then a year planning the building.

What changes do you expect to come after the period of
nostalgic historicism I

I think that the change will come when the people in

charge come to understand that it does not all boil down to a
nice elevation. That a building has to have an impact on the
city. That s why the French are so fantastic with their far gone
projects, They have an area-consciousness, they realise that
they should do more than just another building, I see changes

beginning to happen in Europe and America, because they
are going to do very large projects, and they realise that for
this they require some very strong ideas. This will inevitably
change things.

What changes do you expect in your own workl
For us, the most important thing at the moment is to

prove that what we do is real, that it is possible, and that a
new architecture is possble, no weaker than the so-called
theoretical architecture, and is going to have an impact on the
city My main interest, possibly as yet subconscious, is how to
make really major urban projects. We are going beyond the
single building, looking at whole areas, and at how they can

be changed. I
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TOMIGAYA
BUILDING
Tokyo, f apan, Project 1987-89

The relationship of this
building to the site and
the street is an unusual
one in a crowded city.
A light glass pavilion is

elevated to create a small
urban void, providing
relief from the clutter of
the surrounding
neighbourhood. This
void is a compressed
space suspended
betn'een two horizontal
planes.

A major part of the
building is sunk below
the curving ground floor,
which is pulled back
from the edges on tlvr-l
sides and holds a tall
glass wall in a channel
which allows light to
filter into the lon,er
space. The entrance
stairwav steps down to a

mid-level platform and
an external court w,ithin
the lower space. This
provides views up past
the ground level to
another platform and the
bellv of the pavilion
above. The generous
proportions of the low'er
space enable complete
flexibilitv either as one
continuous floor or a
series of platforms,
allowing this space to be
used for retail and office
activities.

The raised pavilion,
although compietelv
independent, is an
integral part of the whole
building concept. It is a
light, one-storev
structure' which hovers
above the open ground,
wrth a curving roof line
and fullheight windows
on three sides. The
design of fers fl exibility
for office, studio or retail
use.

Areas of the ground
will be of translucent
glass paving, lighting a

path in the evening,
filtering daylight, and
creating a soft diffused
Iight for the space below.

The unique and
dramalic qualihes of
each individual space
allows superb
opportunities for
organizing an enterprise
within this building in
manv waYS.

Ahlre ceiltre : Preliminary
st udies. BelotL, c ettt re :

Modtl. Abote right:
Crttpltic studr1. Bekntt right:
Study of the plan.
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AZABU IYUBAN
BUILDING
Tokyo, f apan, Project 1987-89

This pristine glass
building cuts a clean,
sharp edge through the
randomly built
environment of the
surrounding area. The
building is formed by
compressing various
functions into
independent spaces, and
using the character of
their related spaces to
define each use. The
curving entrance ramp
offers views below and
above into the depths of
the building. This new
pavement, open to the
air, leads into the heart of
the building, which
slowly reveals itself
during the passage from
the street. Once in the
heart of the building a

vertical stairway runs up
the entire height of the
building which breaks
out, forming generous
balconies and mid-floor
landings. This stairway
gives glimpses through
to spaces on many
different levels, with the
delicate glass wall
bringing light into each
space.

The glass box can be
used for retail space in
various ways. The lower
levels form a landscape
of ramping floors and
platforms starting at the
base and moving up past
the ground to the upper
floors. From the street
this open landscape
gives views throughout
the three-storev space.
The upper levels are a

series of balconies
allowing light and views
to move freely down
through the space from
the glass of the roof.
Each balcony can be
independent while still
contributing to the main
space, offering many
opportunities for
displaying goods.

Centre: Birds aieur

perspectiae. Below left:
P e rsp e c t iue st u dy. Ab otte

right: Model. Below right:
lnterior aiew,

I
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L'ETAT C'EST MOI!
PierreVago belieaes that those uith royal priaileges should respect the

workings of democracy and do mlre than pay nrcre lip seraice to those people

who really knozu what they are talking about - and what they are doing.

Most historical quotations tend to belong to the
domain of legend. There is nothing to prove
that these famous r,vords were ever pronounced
by the young Louis XIV on April 13th, 1655,

and yet the phrase has become the motto of
absolutism.

Today, \^re are far from the seventeerrth
cenfury, far even from the enlightened
despotism of Joseph II. Yet r.r,e have witnessed,
as if ben itched, the terrible revivals of
absolutism in this our tn,entieth century Europe.

When Adolf Hitler gained suprenle power
in one of the most ci'u'ilised of countries, it n,as

his rather primitive idea of Art that pilloried and
condemned rvithout appeal a so-called
"Dep;enerate Art", arrd killed off the nascent
architectural movement represented bv such
masters as Mies van der Rohe, Cropius,
Mendelsohrr and Scharoun. When Joseph Stalin
rose through politics to become the all-pon erful
head of a vast empire, it w,as his bad taste rather
than theoretical convictions or expertise that
shangled at birth the researches of Russian

avant-garde artists and imposed a backlvard
conformism on all forms of artistic expression.
The holder of abscllute political polver, he
immoderatelv extended this omnipotence to all
fields of science, literature, culture and art.
The rvords w,ritten by Lenin in 1905 could n ell
be used to describe this said period: "Cursed

time of literarl,degadation, of servile
expression and enslavement of thought!" I

remember how shocked I was on learning that
an opera, prepared at length and at great cost,

had been taken off after only one performance
at the Bolshoi, because Joseph Vissarionovich

stalin didn't like it.
lt is not at all mv intention to draw parallels

rn,hich would be onlv too obviously
inappropriate! But I have never understood whv
a politician, elected by the majoritv of his fellow
citizens on the basis of a political programme,
should take upon himself the right to be judge

in the last instance in matters of town planning
or architecture. I remember a dispute (which
was kept fairlv quiet) betn een the UIA and the

French government about a competition rvhere
the final decision w'as not in the harrds of the
international jurv (choserr bv the go'u'emment
arryw,ay!), but lay with the President of the
Republic. It was a matter of principle,
concerning an international competition, and it
rvas the UIA, whose dutv it is to see that the
international rules are applied, which w'as right.
It merelv expressed its "non-approval" of the
competition. But the exception seems to have
become the rule. Quite recentlr,, at the end of arr

important corrsultation, to which 20 participants
rvere invited (chosen front244 applicants), the
jurv of 17 presented four projects to the
President of the Republic, rt,ho himself chose

the winner. It n as a bit of good luck that
Franqois Mitterand once ap;ain made the right
decision. But the principle is wrong.

And what are we to think of w'hat is
happening just next door in the United
Kingdom, a model clf democracy for us all!

At its head a Sovereign rvho "reigns but does

not govern", the respected g.rarantor of a long
democratic tradition, a symbol clf the unity and
continuity of the nation, stand.ing above
conflicts, divisions and intemalstruggles. So

much so that at the opening of Parliament the
monarch rearls the speech prepared by the
Prime Minister. George I, rvho didn't speak

English, \vas a great piece of luck for England.
But now we see the heir to tl-re throne

involve himself most vehementlv in the
quarrels of Architecture. You may say that the
Prince is not the King. Not yet. But he exherts
the w,hole rveight of his royal prestige. This was

recognised by the new RIBA President in his
striking speech on July 11th when he said:
"The common planning committee criterion is
now'Would the Prince of Wales like it?'"

I don't want to discuss Charles'preferences,
or his arguments - just this way of going about
things. Is he doing right or wrong? Does Citizen
Charles Windsor have the moral right to alter
events by his interventions? Tb use his positiorr
to attack architects whose ideas he does not
share; to make, with regard to a whole class of

his future subjects, accusations which are as

insulting as they are unjust, such as that of
having caused more destmction than Hitlers
Luftwaffe? In his public declarations and in the
book rvhich he has just published (a printing of
500,000 apparently), one finds facile arguments
and commonplaces with which all may agree.

Who does not want beauty, harmonv respect for
the environment etc? But the answer is not to be

found in the superficial and purelv formal
lucubrations of the lately deceased

post-modemism, so contrary to the English
tradition: think of Christopher Wren, John
Wood, of the two Adams; think of the calm and
admirable squares, places, courts and crescents,
n,ith their long repetitive facades . . . Not every
family in Greater London can have a house set

in a beautiful Sussex landscape. The population
of the capital, rvhich was around 100,000 in the
time of Henry VIII, 500,000 in the middle of the
seventeenth century, huddled together in the
Citv for the most part, reached clne million
around 1800, and then 4.5 million (6.6

including the suburbs) around 1900, and must
today exceed 8 million. As in all great cities,

social change and technological innovation
(the arrival of the motor car, to mention only
one) create sifuations and present problems to
which no constructive response can be found in
the nostalgic evocation of a particular past or the
demagogical pillorving of certain well-chosen
examples.

I repeat: I do not wish to argue about the
substance of the Prince of Wales' propositions.
As often is the case, one finds here excellent
things alongside others more difficult to accept.

Allopen and fair-minded discussion is fruitful.
What worries me is the direct inten ention of
I)gn,er, rt,hether political of dynashc, in a debate
where position and fitle are replacing
fundamentalcompetence. We have had a

Fuhrer-architect drawing up plans for the
Creater Berlin of tomorrow We have seen a

Corrductor-planner in the person of Nicolae
Ceausescu ordering the destruction of
thr.rusands of villages and of his own capital.
Plinv once cried out: Ne sutor suTtra crepidant.

Tbda1,, I would want to say: Ne princeps sult

c(tr(ilta - hoping not to have my cheek branded,
like Prynne's, n ith the letters SL.

ln ending, however, I should confess my
perplexity. When it is a matter of carrying out a

project of great scale and significance, how
should one choose an architect or plan? It's not
self-evident that the competition is the best

solution, for if the decision is then in the hands
of the jury, one still has the question: who
chooses the members of the jury and according
to what criteria? The question mark remains. 
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l he Fresrrel and
l-ens Eclipse
spotlights trse
both rnetal
halrde lanrl'rs
(70w and 150w,)
and hrgh ltres
sure sclclrurn
lamps (50w)
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nance can be
achr eved.
prevrously only
krrown rn theatre
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ERCO Lrghtttril
Lrmited
38 Dover Street
London Wl X 3RB
Telephorre
01 -408 0320
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The colour of
the lrght can be
changed by use
of glass colour
filters, from red
to yellow and
f rom green to
blue Filter mag-
azines facilrtate
the choice of
colour Eclipse
of f ers stage light
ing techniques
for shop win
dows and show
rooms wrth the
use of economi-
cal, longer last-
ing light sources

The lens spot
light makes it
lrossible to
achieve razor
sharp illumrna -

tron of oblects
and srrrfaces.
Accordrng to
the chosen focal
length of the
oblectrve lens
and the appro-
prate aperture
rrask, the bearn
carr be reduced
or enlarged.
Light rntensity
ot 20 000 carr
de llas gives a lux
level of 200 even
at a drstance of
10 metres

The new drama
of light needs the
option of optics.

The system of lighting
tracks and spotlights has
enabled light to be used
dramatically for some
decades.

To achieve effects, to
set accents, in ever new
and different ways.

But the dramatic de-
velopment of newer, long
life, more powerful light
sources, which can be
finely controlled using the
rules of optics, has en-
abled us to develop spot-
lights (designed by Mario
Bellini) such as were pre-
viously only available in
professional stage
lighting.

The key concept is
light beam diameter.

It allows for great flexi-
bility, with both types of
spotlight having different
methods of beam control.

From very narrow
(0.14 metres) to very
wide (7.27 metres).

Just imagine the
effects you can achieve
with these spotlights

One spotlight operates
on the principle of the
Fresnel lens, the other on
an ingenious optical
system.

This system permits
razor-sharp ill umination of
objects and surfaces
within a range of angles
B" -72".

The spotlights of the
new Eclipse range, toge-
ther with lighting optics.
create a new highly-
flexible dramatic form of
lighting which was previ-
ously the preserve of the
theatre.

ERCO



EURONEIS
GUSTOM.DESIGN ED IUIETAT GTADDI NG SYSTEIh

EUROPANEL RAINSCREEN CLADDING
- Flexible concept equolly suited for overclodding of existing

buildings or odvonced new curtoin woll proiecti.
- Ponels ore custom-mode ond con be rodiused ond formed to

complex shopes.
Moteriols 

' 
Aluminium, stoinless steel, bross, bronze, copper.

- Size limits ,2 x 6 m.
- Finishes: powder cooting, Kynor 500, Anodizing.
- Architecturol Flotness
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HESTON FARM ESTATE

POHI INCORPORATED

Division US -

4644 Asbrook
Dcrllos,IX75227
USA
Phone, 214 388 4006
Telefcrx, 2]4 388 0941

since I856

CHRISTIAN POHT GMBH

- Division Spoin '
c/Regoyos, 18-20
0839/ Pinedo de Mrrr (Borc.)
Spcrin
Phone , 93 / 7 62 5684
Telefox,93/7 625684
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CHRISTIAN POHt GMBH

Hecrd O{{ice
Robert Bosch'StrcrBe 6
D 5000 Koln Zl (Fuhlingen)
Phone, r0221)70911 0
Telefox , t0221) /001501

(0221) 7 089123

BEFORE

JA$El
serri-visible concecrled
fixirrg systerrr fixing sysienr

This estote in Hounslow London is overclodded with 
.l5.000 m2 Europonel

to stop decoy ond improve energy efficiency.
ln oddition, the residents ore olso enioying o more pleosent oppeoronce.

CHRISTIAN POHt GMBH

' Division UK -

6/ Victoricr Rood
Northompton NNI 5EQ
Grecrt Brilc:in
Phonc, 0604 34155
Telefcrx ,0604 34077

AFTER

Bendino technoloo
"with finess"r



The Series 2000 comprises a stackable
conference chair, an easy chair, two and
three seater sofas, as well as coffee and
conference tables.

Table tops are 34 mm thick, veneered and
lacquered. They are available in grey-
lacquered mahogany, natural lacquered
mahogany and natural lacquered maple.
The exposed steelframe of the seating is
made of 19 mm epoxy powder coated steel
tube available in 7 colours and chrome-
satin. Upholstery is available in toning
colours to the steel frames and black
leather. The table legs are made from
60 mm steeltube, finished in the same
epoxy powder colours and chrome-satin.
Please apply for more information and
leaflets.

Design: Friis & Moltke,
Architects MAA, IDD

R. RandersA/S
Aarhusvej 52 . DK-8300 Odder
Tel. +45 86 54 07 66
Telex 60378 ranod dk
Telefax +45 86 541528
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The old opero in FronHurt/Moin, West Germony

The meosurement for on inno-
votive ideo is its procticol
odvontoge. KEMPERCL', the

most scientific woterproofing

the bose of o West,Ger,mon
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KETIPER
s\TsTEnn

The new orrery in Monnheim, West Germony

Compony, thot is todoy oper-
oting, internotionoly. Quo lity
first, ond constont reseorch

combined with totol commit-
ment ond seryice to our podners
ond customers is our success.

rcMPER. Holldndische Str. 36 . 3502 Vellrnoi/Kossel, West Germony . Tel.: 0561/8295-0 . Fqx: 0561/8295-10



Elba

Oslo

Passepartout

Cappellini spa Via Cavour 7 22060 Carugo (ltaly). Tel: O311761717 (r.a.). Telex 323130 Capint l. Telelax 031/763333
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