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ITRAL s elegant and flexible glazing system makes 

the best possible use of our most important naturalV resource

Light

The ultra slim glazing frames of the VITRAL system admit the 

maximum possible light but are. nevertheless, totally self 

supporting, allowing a new freedom in design and opening 

up endless possibilities in the design and specifi­

cation of atria, rooflights and glazed fascias 

The VITRAL system uses prefabricated glazed 

panels manufactured to your own detailed 

requirements in hxed or opening, single or double 

glazed units and solid panels, system accessories 

include manual, electrical or pneumatic toners with 

manual or automatic operation 

Opening lights require no additional framing thus preser­

ving the slim and elegant appearance of the frame which can 

be powder coated or colour anodised to your requirements 

Finally. VITRALs technical department is available to 

assist with every element of design including the necessary 

stress and mechanical calculations and can also recommend 

experienced contractors for estimating and installation 

Talkto VITRAL

Readin« station d«vek>pm«nt 
for ArchtteaunI Services Croup 
Mtlsh Raltways Board

WE SHED MORE LIGHT

VITRAL
Vitral U.K- Ltd ,94 Regent Street, Cambridge CB2 I DP Telephone 10223) 356662 Telex SIM2I vinukg Fax 10223) 460193



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

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

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



Sarna are a world authority on air supported and

tensioned membrane structures for both tempor­

ary and permanent use. We offer the architect and

t
designer of membrane structures a complete

service including advice, planning, static calcula­

tions. manufacture, assembly and servicing.

Let your CREATIVITY^ou’withSarnateni membrane SARNATENT

structures are light

strong, translucent -

and h:XCIT/S(if

Sarna UK Ltd., Jarrold Way. Bowthorpe. Norwich NR5 9JD. Tel; 0603 748985.

9. Sarna



A WAY OF LIFE
To surround oneself vritk beauty — to live

in a refined world also made of eye­
catching things in which elegant and

essential style lingers invulnerable to the
fickle whims of fashion — yet still so

devastatingly in vogue.
To combine formal rigour with

outstanding taste in noble materials; to
winkingly acknowledge that all-important

trifle of the marble finish on the chrome
tap system; to discover Italian style —

eternal hallmark of true elegance and
savoir vivre.

To want the utmost attention to detail and
finish — specially in those most personal

and secret of daily life’s alcoves:
To choose Mamoli, unquestionably.

mm Prastlgli HS:
Inilt kole wash-basin with handles In absolute black granite.
he HS Prestige Series comes in the chrome version comt^ned with Ihe 
allowing granite types; Red Imperiale, Grey Limbara and Ihe marbles: 
tichelangelo and Crystaline White.
y the brass-plated version, it is enhanced with Blue Nolle granite and 
rystaline White, Green Issorie, Black Portoro. White Michelangelo, 
he LX version of the Prestige Series is also available in while brass and 
lack brass finish ana you ehoose Italian style par exeellenee



D^i-€‘Op6f Wtmpey Pfop^fty Ho^d-ngs CcyftfBCtCf W>mpey Construciton UK ArctyftMS \n/fyedVey Photos MSGD€S‘g^UdDLS

METAL FACADES WINDOWS CEILINGS

GIG Ing Grill &GfOSsmann 
Steel And Light Metal Construction 
Ausfrra A-4800Affnang-Puchheim 
Tel 07674 2581. Telex 026456 
Telefax 07674 2581-235

WORKSHOP
CORRESPONDENCE
ADDRESS



21-22 POLAND STREE I, LONDON W1V 3DD 
TELEPHONE; 01-437 4840. 01 -437 7326 • FASCIMILE 01-439 2862



Hoechst High Chem

Keeping
Architecture In Suspense 

Trevira High Tenacity

extensive foundations. They 
can be reused, making them 
both economically and eco­
logically viable. But it is their 
durability that offers the grea­

test prospects for the future. Shorter construction 
times, reduced costs and quality compatible with 
modern urban construction requirements go hand 
in hand with a life expectancy well in excess of just 
a single generation.

TREVIRA HIGH TENACITY fabrics satisfy the 
strictest safety requirements. Weight for weight 
they are stronger than steel, and a one metre wide 
strip can carry a load of 15 tonnes. Hoecfist High Chem 
provides the innovation for new ideas extending 
beyond the world of architecture, leading to a bet­
terunderstanding of mankind and his environment.

Nowadays there is a 
growing demand to achieve 
more with less. Has this result­
ed in a greater understanding 
among architects and a new 
approach towards construction? Textile structures 
give this question another dimension.

The possibilities for large coated fabric 
structures were first demonstrated in 1967 by Frei 
Otto and Rolf Gutbord with their designs for the 
German pavilllon in Montreal.

This type of architecture is unmatched. Its 
immediate advantages are obvious. No other struc­
ture can achieve so much. The need for materials 
and energy to cover such large areas is reduced.

Temporary buildings present hardly any 
environmental problems, and do not require

TREVIRA
HOCHFEST

TREVIRA HIGH TENACITY Is more 
than just a brand name. After more than 30 years of use 

in industriai leilUes it has become a symbol 
of tried and tested quality.
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Fibres

Europe's biggest 
exhibition of the 
year - the Federal 
Carden Shoiv'S9 
in the centre of 
Frankfurt look place 
in some 50 textile 
structures, the 
perfect environ- 
mental answer for 
this major event.

Eight fabric roofs 
spanning MOnt 

provided the setting 
for the WorW Expo 
'89 in Brisbane- 

the highlight of 

Aus(roflD'5 200(A 
anniversary - another 

world record for 

TREVIRAHIGH 
TENACITY.

Close to the 
Olympic Park, this 
covered leisure area 
is open for skaters 
all the year round, 
and its architecture 
blends perfectly with 
(Is surroundings.

The aircraft 
maintenance hangar 

constructed for 
German Wings in 

Munich proves that 
functional buildings 

can sttfl possess 
outstanding aesthetic 

gualiiies.

The historic stands 
were retained at the 
Lords cricket ground 
in London after seal­
ing on three levels 
were constructed 
abow then covered 
by TREVIRAHIGH 
TENACITY.

Hoechst EHoechst UK Limited. Hoechst Hnus^. Salisbury Road. Hounslow, 
Middlesex. LondonTWd 6)H
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Access ID-card
and codecontrol

Hand geometryFinger print
identificationidentification

Signaturevoice
identification verification

identification detector

Amouring handicap

Protecting classified areas and facilities within 
finance, banking, scientifics etc.

Covering the whole building - or isolated area inside.

Over 4,000 installations.
I
3
0
cContact our sales and planning division:

Tonali SpA • Via Martiri Liberta, 19 • 20010 Arluno Milano, Italy 
Phone + 39 2 90 170 21 -22 • Fax -F 39 2 90 121 41



AN Intelligent Answer to Sunlight
Whenever you have the problem of controlling sunlight NACO 

proposes an adjustable or fixed sunbreaker with aluminium blades
of 15.21.30 and 45 cm width.

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

For more than 30 years the adjustable NACO sunbreaker has had 
much success all over the world thanks to its manyfold use. functional

working and great structural elegance.

00198 ROME (ITALY)
Corso d'ltalia. 35^
Phone (06) 84.15.766 - 88.42.136
Telex 626433 NACORM
Telegr. NACOLITE 
Telefax (06) 88.45197PILLAR NACO ITALY



In Italy, in Europe and troughout the world, NACO is
synonymous with a shutter with adjustable blades 
because NACO manufactures the basic element of the shutter:
the channel with the clips.
NACO thus continues the shutter tradition, renews it in its
materials, gives it new functions and makes it totally adjustable.
On the left hand you see NACO SP-54 with special blades
of extruded aluminium or plastic, with rubberjoints.

-r On the right hand you see NACO PL-60: traditional blades with 
all their charm, their elegant design and the warmth of the wood. 
Respecting classical taste, NACO SP-54 and PL-60 allow an easy
regulation of light intensity, a perfect ventilation and the
exclusion of rain, dust and noise.

Throughout the world NACO
stands for adjustable shutters.

A MEMBER OFRTZ-PILLAR00198 ROME (ITALY)
Corso d'ltalia. 35/B
Phone (06) 84.15.766 - 88.42.136
Telex 626433 NACORM
Telegr. NACOLITE 
Telefax (06) 88.45.197PILLAR NACO ITALY



FOCCHIPANORAMI
t.M.

Achmements in architecture
Recently introduced into the UK market 

Foccki*s **Panorami^^ structural silicone system 
incorporates many important features.

FIAT iuiftineeriiig \pa: Ungotto Exhibition Center, Torino
Arch. Nenzo Piano

Aeriialia Pilot Trainina Center, \apoii
Ing. Onojrio l.onilHir(ii, Areh. Domenico Oliriero

3) ACCESS-double glazed inner units 
hinged to allow cleaning and easily remo­
vable from the inside in case of breakage.
4) REPAIRS-an external structural silico­
ne unit replaceable from the inside in the 
event of breakage.
5) FLEXIBILITY OF DESlGN-the ability 
to combine stone, granite or composite pa­
nels and Focchi's traditional curtain wal­
ling system ’Therma’ within the Panorami 
system.
6) PATENTED SECURITY SYSTEM-the 
world's only patented invisible fixing 
method for the retention of structural sili­
cone glazing.

♦Freedom in design
♦Rapid erection on site
♦Long lasting quality
♦Resistance to water and air penetration
♦Energy savings and acoustic comfort
♦Internal comfort
♦Easy maintenance

1) THERMAL CAPABALITY-a combined 
mean K value of less than 1 W/m2/C using 
specifing glass combinations.
2) FLUSH FACADE-opening lights from 
which the exterior are indistinguishable 
from fixed glazed panels.

Focchi spa Curtain Wall 
Circonvallazione Ovesl, 9 - 47037 Rimini Iialy 
Tel. 0541 740055 telefax 0541 742167 
Telex 550686 FOCCHI IFOCCHI

14



sw ss

HAWA-Swiss sliding fittings, No.l worldwide
for glass fronts, room separation walls, doors,
gates, windows and furniture.
HAWA - wherever high aesthetic and comfort
requirements and perfect functioning are
demanded.

Send for our technical literature now.



clean!
Units.

When designing and 
constructing travelling 
units for glazed domes, 
inclined glazings or fa­
cades, we always pursue 
the same two objectives:
The installation must fit as 
harmoniously as possible 
into the overall design of 
both the interior and exte­
rior of the building.
Service personnel must be 
able to use it in absolute 
safety.
When architects plan tra­
velling units, initially for 
the installation of the 
facade and eventually for 
maintenance and cleaning, 
they include our know­
how in the design.
Why not plan on consulting
us?
Headoffce
Federal Republic erf Germany 
ZARCeS LECHTBAU CM8H 
D-8120WeHbeim 
Deoertment SKV
Tel:0881/687-245.Teiex (17)881800
Fax: 0681/687-281
Austria
ZARGES-LEICHTMETAIIBAU Ces m bM 
LeberstraBe 96. A-1H0 Wien 
Tel.; (222) 7415 55. Telex 151168 
Fax: (222)7485 25 
France
ZARCALSar) 50, rue de la Care.
Duppigheim
F^7120 MolSheim
Tel: (88) 5082 07.Telex 890621
Fax: (88) 491045
GB. + Nortti Ireland 
KOei CRADLES IMTED 
Orierrtal Road. SilvertCTvn 
London E16 2BS
Tel: 01474 54 64. Telex. 2 91450 KOBIG 
Fax: 01-5112506(Group 5)
USA, Canada, Mexico 
VERTA Corporation, Scaffold 
Systems Division 
Headquarters. 10921 Valiev 
View Road Eden Prairie.
Minnesota 55544
Tel.: (61» 9440516. Fax (612) 944-6899 
Hongkor>g
HLitchison6uldin;gMaterialsLtd.
1st Floor, Cavendish Centre 25 
Yip Hing Street 
Wor>g (2huk Hang, Hong Kong 
Telex: 73147DABOHX 
Fax: (852) 5-8750625 
Tetepbone: 1852) 5-554555

Quality 
made in 
Germany

ZARGES
16
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The coatings division of Akzo 
is one of the leading paint 
and coatings producers in 
the world. It operates Inter­
nationally with production 
plants, laboratories and sales 
offices in many countries of 
Europe, the United States of 
America. Latin America, the 
Middle East and the Far 
East.

The product range of the 
coatings division covets 
many brands in decorative 
and do-it-yourself paints, car 
refinishes, industrial coating 
systems, furniture coatings. 
coil coatings, protective 
coatings, aerospace finishes, 
resins, artist's paints and a 
number of auxiliary products 
for a great variety of
markets.

Colour moves people The division employs more
than 16.000 people

Akzo Coatings
International bv
lib PianetenrtCg
PO Box 257
21J0AE Hoofddorp
Tel (02b05|68122
Telex 74511
Telefax (02505) 5 9146

Akro Coatings Intoinationdrs palette mi.ludes the folloiving brainls A-Uini Lf\is. Pennoyto/r. Pforolor. Suiidtvv 'iikh’sis
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Hcindles With Care liolilw in uses r\lra care lo proflucc the world's finest solid brass 
hardware, (^areol detail. (;are of quality. And ran* of desif>n. Cralted l>> their unique hot for^jed process. Baldwin 
creates lock sets that are desifined to fti\e you mavitmmi home securit\. Solid brass knobs and levers ftive 
entrances that souf»hl after custom look. And since Baldw in Hardware comes in a variety of finishes, a w ide range 
of st\les and (U'slgii (‘lemeiits. you can create you town d<tor treat menls. Just ask us. Were there to handle your 
needswithcare.

BALDWINWHERE DESIGN AND QUALITY CREATE AN AMERICAN TRADITION

You can find Baldwin Hardware through fine showrooms located in:
DOMINICAN REPUBLIC 
Santo Domingo 
HONG KONG 
Hong Kong, Kowloon 
INDONESIA 
Jakarta

JAPAN
Tokyo
PHILIPPINES
Manila

SOUTH KOREA
Seoul
TAIWAN
Taipei
THAILAND
Bangkok

BAHAMAS
Nassau
BERMUDA
Hamilton
COLOMBIA
Bogota
COSTA RICA
San Jose

SINGAPORE
Singapore

Also in major markets throughout the U.S.A. and CANADA.

or more information contact:
iALDWTN HARDW ARE CORP • 841 E. W'YOMISSING BLVD • READING. PA I96I2 U.S.A. • (215) 777-7811
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People wMi this ;iH>rl of integrity^ '

The Bank of England^ London

most scientific waterproofing 
membrane available. It is

The measurement for an inno-
\

votive idea is its practical
the base of a West Germanadvantage. KEMPEROL* the
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KEMPER

Enables archilecl to realize 
their botanical desires

*•

■

Oryn^an^orf in Munich, WMl-Germany

Company, that ts today pper- 
internaticanaly. Quality

combined with total commit- '
ment and service to our partners 
and customers is our success.

ating,
first, and constant research

f’*’-'
• V^fest.G^tnafty • fet 05^32.K^PER Holl
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Reliability, quality-and atotal service
ESCALATORS FROM APV
APV, the only UK based supplier of public service escalators, offers passenger transport 
system operators acomplete service - design, manufacture, installation and system care. 
APV will accept full responsibility lor the operational availability of its installations.

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

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

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

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

Get in touch today. APV, the new force in escalator engineering

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



Evaluated . . . Specified . . . Remembered

/If a design pn^essional. you know that the quality of site 
furnishings you specify reflects upon you, your firm, and your 

reputation. That’s why Vixen Hill (Jazebos are favored by 
Ixnidscape Architects ail across Xortb America.

Vixen Hill Gazebos are artistically balanced and skillfully 
constructed of the finest materials available. Hfredefined 
the state of pre-engineering to eliminate the guesswork and 

provide ease of installation at any point of development. 
Regardless of contractor, vow’re guaranteed project

integrity.

Specify with confidence. Fora complete brochure contact: 
Vixen Hill Manufacturing Companv, Dept. WA90, Main .St., 
Elverson, PA 19520. 2l5-2H6-09tl9. Fax No: 215-286-2099



L.IN
A BETTER WORLD BY DESIGN

When you discuss windows and curtain
wofling with Schmidtin design er>gineers you
have Q world of unrtvolled technical expertise
and experience at your disposal.

Schmidlin's internofional reputation for
excellence is legend, with every
major innovotion in design and constructioo
being the result of their continuous research
and development.

Get a better view on the world with Schmidlin
- the internotionol name in windows ond
curtain waHir>g.

HEATHROW AIRPORT TERMINAL 3 -
CURTAIN WALLINO AND CLADDING BY SCHMIDLIN
Own! H*o#irow Airpoff Unvied Archir«t D.V Do^ A$sociol*t.
5up*nn*and»nl Arrv*c Proiec* MonoacrnenI Lnvted

STANSTED AIRPORT - CURTAIN WALLING AND CLADIMNG BY SCHMIDLIN
Oiftn); Slonsled AjcpofI Limited. ArcKitKl Fo«l»r Amocio1«s. Enginnrs: Ove Arup
AarlrtenKp. Design Monogemenh BrVisK Airport Service! Limiied.
Superimendertt lomg MofWoemenlCorVrocSng limited

OATWICK AIRPORT
CONTROL TOWER -
CURTAIN WALUNG AND 
a ADDING BY SCHMIDLIN

Oiwv
C.v-J A\-t

/LrcNtect:
e.•A ArsAong & Pormers

Hons Schmidlin (UK) Limited Controetor
G P. rnwottom liMed] Kenninglon Rood

Lortdon
SE! 7QP
Telephone 01 928 6260
Telefax 01 633 0618A subsidiary or 

The Hilti Group Telex 946243

u





THE TEDIUM AND TENSION of passengers 
wailing for overdue flights at Gatwick North has now 
been eased by this new Temporary Coaching Station 
made by Clyde Canvas.

The attractive 40m. x 20m. structure has steel 
panelled walls and features a tension fabric roof of 
pvc coaled polyester with four frustums — conical 
shapes with their tops removed.

to lose some tension

The new Coaching Station is linked to the Terminal 
Building by an unusual enclosed steel bridge, also 
commissioned by Clyde Canvas. Passengers enter the 
Station via the bridge and then wait in comfort for 
coaches to lake them to their aircraft.

// you 're responsible for taking tension out of 
people "s holidays, find out how putting some Clycan 
tension in can help.

CLYDE CANVAS LTD.
Wharton Road, Winsford, Cheshire CW7 3BY 

Q 060-659-4224, Fax. 0606-592379

IN THE as.:- CLYCAN ALPHA Inc., 625 East Third Street. 
Lexington, Kentucky KY 40505





A MEMBRANE STRONG 
AS NATURE DESIRES 

SOFT AS THE I 
SHAPE REQUIRES

TENSOSTATIC STRUCTURES 
PLASTECO MILANO
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For more than 20 years, and the first in Europe. 
PLASTECO MILANO has utilised computers and 
leading-edge technology to research the most suitable 
shapes for membranes, so giving total freedom of 
expression to textile architecture.
PLASTECO MILANO manufacture:
• Pressostatic and Tensostatic structures with single or 

multi-textile membranes, consisting of fibres and 
special coatings according to requirements.

• steel or wooden frames 
PLASTECO MILANO for any covering

r

4A

I
PIASTECOMIIANO

illHHIl TEXTILE ARCHITECTURE

The leaders in textile architecture
Via Vincenzo Monti, 3 - 20030 Senago. (Ml)
Tel. 02/9989701 (4 lines a.r.) - Telex 330082 
Telefax 02/9989711
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If you have more filing and storage than you have For comprehensive information about
room to put it, Fulispace is the solution. It holds Fullspace, phone 217*243*8585
twice as much as file cabinets or open shelves, toll-free 800-726-9663
giving you more room for personnel or equipment,
for profitable pursuits.
Fullspace is more orderly and
efficient, too. You’ll reduce
misfiles, improve customer
service, and allow personnel
to do more In less time.

Only Fullspace offers
electronic TECdrive, the
industry’s most advanced

LUNDIAcarriage movement system
to save you time as well as

600 Capitol VJayspace. And Fullspace comes Jacksonville, IL 62660
only from Lundia, the first name
in mobile filing and storage.
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WALLS.I Panel Ceilings — func- 
~ tionai. durable, sophisti- 
i cated. The large range 

Ip of Lindner ceiling sys­
tems. In steel or aluminium, ensure a 
distinctive ceiling for any application. 
Pane! sizes range from a width of 
200-1250 mm, up to a length of 
3500mm as standard! Many surface 
finishes, suspension systems, and 
perforation patterns encourage 
creativity. Custom designed ceilings 
are also manufactured A

“ Lindner non-combus-
- tible Silcore and Anhy-
- drite panels offer good 
I electrical conductivity,

and excellent acoustic and thermal 
insulation properties. Rigid and 
durable, these panels are designed 
to handle the stresses imposed by 
dynamic loads. Wood composite 
panels are available with a steel or 
aluminium backing, also low flame 
spread and high conductivity panels#

Lindner 
partition wails are steel 
faced with a gypsum 
backing, for strength 

and sound-proofing. Fully demount­
able. re-locatable, and interchange­
able, they are available in solid, 
glazed, and door modules. Panels 
are clipped into a vertical ‘stut’ giv­
ing a flush finish highly resistant to 
damage and forcible entry#
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THE CHALLENGE

CARL NOLTE textile structures offer 
an unlimited scope in design and 
colour for all types of roofings like 
-car-park shading 
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-fair halls
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r~| general interest 
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Phone: 49/2571/161 
Fax; 49/2571/3300
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Choose the partner with the best 
experience!
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WORLD
ARCHITECTURE

This issue of World Architecture arrives at a time of tumultuous change in the 
world. The enormity of recent events, particularly in the various parts of Europe, 
presage fundamental structural and regional changes. Nothing is likely to be the 
same again. They all affect architecture which has an important part to play in 
this whole process of change. Throughout society, concern for the physical well­
being and sympathetic design for the environment stands high on the agenda.
It reflects a deep-seated concern about general environmental conditions; about 
attitudes towards buildings, to traffic chaos and pollution as well as to new 
projects, conservation and nature. Communities, whether small and rural or 
regionally large-scale and metropolitan, are all involved.

Architecture has the power to change the course of history. Like the words that 
act as symbols of power and intentions, buildings too summarily symbolize 
aspirations - not just to grandeur, but to culture, taste, comfort, convenience as 
well as community and individual well-being. This view is sometimes countered. 
Arguments are constructed that allege that conformity is only achieved through 
prescriptive measures. These, of course, are the sort of games princes and 
dictators love to play.

Architecture, bound by inherent forces, demands recognition on its own terms; 
the combination of structure, materials, space and the balance of elements and 
forces that make a project special to the age it appropriately records, is not a 
plaything that puts on a classical cloak at one moment and changes into gothic or 
modernist attire the next. Present-day architecture should surely make the new 
connections within society visible, the new changes recognisable and clearly 
express the new aspirations.

The great pioneers of modem architecture, and some of today's best exponents 
of our own contemporary design attitudes, from the North European regionalists 
to the new technologists, have shared concerns for place, for the value of physical 
structures and social frameworks and for natural laws, forms and demands. They 
also shared creative ideals appropriate to their own times. It would be absurd to 
halt the clock now, What was recognized as suitable and appropriate at the 
beginning of this century is no longer so. We may feel nostalgic about it and we 
may well admire it as a part of our heritage.

As we enter the last decade of this millennium it is recognised that we have 
been going through a period of re-assessment. Our view of the past - and of the 
future for that matter - is completely different from the views that prevailed only 
a few decades ago. But we must not, as Le Corbusier said, brandish modem views 
against 'Folklore' as if they were weapons; they are component parts of the same 
battle. The search is for good design, for originality, for the invention of confident 
and expressive forms and, above all, for an architecture that uses history and 
place creatively not just to confirm a previous age or conform to conventions, but 
to enliven, enrich and exdte the user and the observer.

In devoting this issue of World Architecture to the Argentinian architect 
Clorindo Testa, whose work extols the virtues of the classic moments of modem 
architecture, an attempt has been made to see it in its widest cultural and social 
contexts, It provides a telling portrait of an individual architect whose own 
creative work has constantly responded to change. □

New magazines have their teething troubles. 
We seem tojind it difficult to credit 
photographers and owners of photographs. 
First, issue No. 2 The inspiring photographs 
of Imre Makoivcz's buildings were taken by 
the photographers Tamds Nagy Ldszlo Sdros, 
TiborZsitva and Janos Gerle. Also in this 
issue we failed to credit the slide library of the 
Architectural Association, London with 
supplying us with the photographs of 
Alexandr Brodsky and Ilya Utkin. We have 
compounded theAA's displeasure with us by 
failing to credit the same library with 
supplying us with images of Richard Meier's 
High Museum. Boston, his museum at 
Frankfurt and pictures of the Musee d'Orsay 
used in Charlotte Ellis's article The Assertion 
of Culture. Naturally we hope to mend our 
ways before our apologies become feature 
length.
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CLORINDO
A paean to Testa by Professor Peter Cook

drawing of 1978 entitled ‘La Peste entra en la 
casa de B.V’ (from senes La Peste en 
Ceppaloni) which has a nearly mythological 
ghost-figure folding outwards from a 
pedantically moulded window opening. If one 
looks at the National Library one can see (on 
an enormous scale) the same instinct for 
objects to come out from the shadows, call for 
your attention and then fold themselves back.

Sometimes, the instinct to fold and tuck is 
earned to its extreme and a piece of the 
building is completely buried in the ground and 
then folds itself out from under - as in the Casa 
Carabassa Vivienda (1972), Elsewhere it 
judders into profile - as in the Cosa Castaneiro 
(1977-79).

In these ways Testa most reminds one of the 
early Arata Isozaki, during the period of his 
school and banks for Oita and Fukuoka. Both 
architects extended out from the inhentance of 
Le Cerbusier far more flamboyantly than most 
(in Isozaki’s case, via the intermediary filter of 
Kenzo Tange).

Another link, though perhaps coincidental 
rather than referential, exists between Testa's 
formalism and dynamic ability with extruded 
solids, and that of the English Bowellists, 
notably Michael Webb. Tubes and vents are the 
more obvious elements with which to create 
such a forceful vocabulary, but to allow the 
major spaces themselves to wrap and fold and 
become part of the same exercise requires 
both boldr>ess and control If it is not to become 
tiresomely eccentric. The Bowellists thought in

The idea of the artist-architect has appealed to 
many twentieth century commentators since it 
seems to offer an alternative to the creeping 
technocratic determinism that forms the basis 
of much recent architecture. Clorindo Testa’s 
paintings and drawings have a powerfully 
spatial as well as dramatic quality - 
marvellously uncluttered and direct by 
comparison with the usual architect's 
‘art-piece’. But then the same can be said very 
confidently about his buildings. They 
demonstrate a capability for broad strokes of 
form and heroic presence, but with a subtlety 
of touch which can be seen in the way he 
articulates a series of openings, ribs or barrels 
and the way that humorous extrusions from 
the main form seem to find themselves just in 
the right place.

Testa says of his student days in the 1940s 
“we had experienced, pleasant, learned 
teachers, whose teaching had absolutely 
nothing to do with current trends in 
architecture. I must have been in fourth year at 
the University when I heard Le Corbusier 
speak. He became my model both in my 
university years and after graduation, for I 
never paid much attention to other architects".

Certainly there is a Corbusian attitude 
towards the strong carcass and the potential of 
other strong objects to wrap and fold into it. 
The clue to his fluency with such actions is to be 
found, once again, in the drawings. The action 
of climbing, waving, grasping or fdding seems 
to occur in many of them, in particular a

Opposite: Comer detail of the Bank of London, 
Buenos Aires.
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Top: ‘LaPesUenlra en la casa de B.V.'. 
Above: ‘El saludo de la I^ste al Feudatano". 
Both from ffie series la Peste ett Ceppatoiii'
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Casa CasJflrifira. A single-famili/ dweiling. Tortugas, 
Province of Buenos Aires. In association with the 
architect, HMorC. Lacarra. 1977/79.

terms of “flow and form" creating an analogue 
between the internal rise and fall in pressure 
and sequence of action, and a squeezed or 
filled ballon defined by a thick concrete skin. 
Testa seems to do the same. In the library 
building and in the prize-winning scheme for a 
city Auditorium for Buenos Aires he does just 
this and begins to draw our attention, by 
inference, towards the defined or "contained" 
pieces of air between these objects. If looked at 
as “white rooms" as opposed to the built "black 
rooms' they have a highly evocative presence.

In critical terms this all leads up to the 
masterpiece of his output: the Bank of London 
and South America. The competition project 
was made in 1959 by Testa together with the 
office of SEPR.A (Sanchez Elia, Peralta Kamos 
and Agostini) and the building was finished in 
1966. The characteristics already alluded to are 
all here, but are given a programme and a 
degree of development (and presumably 
budget) that permits them to flower.

In a sense though, the greatest achievement 
of the building is generated from outside the 
site, The building is at the intersection of two 
narrow streets In the business district of Buenos 
Aires. The corner condition of the building 
opens up towards the intersection but 
dropping a great visor of concrete over one 
part of the opening. The meaning of this is 
revealed from within: for the other three 
corners become apparant constituents of the 
"room" made from this piece of city. The 
building makes exotic and brilliant use of the 
layering of fins, punctured concrete panels and 
deep-set glass walls, It carries out the 
proposition of the bold cage of concrete with a 
degree of inventiveness so far unmatched.

The general proposition of the building is 
strong too, for it can be read both as a system 
of two bands of trays separated by a void, or as 
a skilful combination of "tree" growths. Within 
this senes of propositions the deftness of 
position in and stylisation of such things as lifts, 
stairs, columns and fins is quite beautiful,

I first saw the scheme in illustration in the 
mid-1960s and was of course fascinated by it. 
but then the n^mory receded ... after all 
Argentina was a long way away, and I was 
unlikely to see it. The most pungent 
after-image was that of the shadows running 
into the rounded-off screen apertures and the 
strident fins.

Before I saw the reality in the 1980s, I had 
fallen out of love with the rounded corner and

the bold fin, and felt that Isozaki s big bank in 
Fukuoka had said just about all that one could in 
this particular aesthetic. On seeing it however,
I found myself totally unprepared for the sheer 
spotio/ quality, the dramatic handling of filtered 
light and the "corner" gambit.

This experience allowed me to draw two 
conclusions. Firstly: one should not presume 
that first experiences be edited out by the 
breathless search for the "new" aesthetic. 
Secondly; one ^ould not trust books and 
magazines, for when the building is this good, 
they are poor means of representing or 
explaining space and quality of theatre in 
architecture. □
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WHERE
IDEAS
BECOME
CONCRETE

Buenos Aires acquired a Spanish appearance 
during the time of the Spanish colonies, which is 
still preserved in certain parts of the southern 
suburb of Sam Telmo. But today the 
architectural influences are so vaned that they 
form a veritable kaleidoscope of different 
styles, with the result that the city has an 
eclectic appearance and provides a metaphor 
for urban development,

In the 4(X)-year-old city this careless 
juxtaposition of styles is combined with a 
theoretical tendency represented by a split with 
modern architecture, a contemporary 
post-modernism which has proved richer in 
declarations and plans than In practical 
achievements. It can be seen as a living example 
of post-modern awareness that combines 
classical and baroque architecture without 
neglecting the modern concept. However, 
post-modernism tends to be quickly replaced, 
being seen as a moment of crisis between 
modernism and future forms of visual 
experimentation. We must therefore consider 
Buenos Aires - as well as other Argentinian 
cities - as an architectural manifestation of a 
development process in which the image will 
sooner or later be significantly different and will 
have developed beyond its present eclecticism.

The architectural future of Buenos Aires 
cannot be approached with an apocalyptic 
vision of destroying everything which currently 
exists in order to start again from the 
beginning. The city is historically poor but it is 
important to respect the representations that 
the inhabitants |x>ssess in their "naturalised" 
environment. By carrying out a systematic 
analysis of the technical possibilities, the 
physical and ecological bases of the 
environment, the economic resources and real 
needs, it will be possible to develop a model 
which will provide a point of reference for 
present and future architectural action.

The questions that are continually present in 
the mind of a conscientious architect are those 
relating to the form of the urban development 
of the future and the effect that decisions taken 
today will have on the city which is in the 
process of being built. However much he 
questions town planners, sociologists, 
historians, economists, and social and cultural 
commentators, it is the architect who must 
ultimately provide the answers. Testa's designs 
belong with those of architects who, in the 
latter stages of the twentieth century, have 
come up with such answers.

Professor Jorge Glusberg argues that Clorindo Testa's architecture springs from art. 
not theory.

40



A common denominator
The visual arts and architecture are both forms 
of symbolic expression, In the case of 
architecture, it is perhaps more difficult to 
appreciate this, since academic tradition has 
tended to consider it as a “functional" skill 
directed towards satisfying social demands and 
immediate requirements.

Testa, who approaches both areas with 
equal skill, has developed buildings which are 
something more than simply consumer articles. 
Through them he demonstrates his potential as 
a creator of imaginative form. Two of his more 
inspired works are the Banco de londres 
(Bank of London) and the 6)b//oteco Nocionaf 
(National Library). Such works enable us to 
recognise the importance given to the existing 
urban structure, not only from the formal point 
of view but, above all. as a fact of socio­
cultural nationality.

The consideration of urban structure from 
this double point of view can also be found in 
one of the few theoretical essays published by 
Testa {Hacia una critica de la arquitectura, 
Nueva Vision, Buenos Aires, I960). In a 
passage in this article, he denounced the 
inhumanity of Chandigarh and Brasilia, two 
cities which we owe in varying degrees to 
Le Corbusier.

Testa declares that he has not liked any 
particular architect, either before or since his 
university studies, except Le Corbusier.
He has certain things in common with the Swiss 
architect which have nothing to do with 
similarities of style but rather an overall altitude 
towards the phenomenon of aesthetics.
They both have an exceptional capacity for 
imagination, in their works of architecture and 
in their art. They both have a preference for 
the use of reinforced concrete, and both have 
the desire to satisfy the functional demands of 
architecture using materials which are 
aesthetically pleasing,

However, the architecture of Testa is 
characteristic and distinctive in spite of the wide 
variety of materials that he uses. Beyond the 
immediate differences which exist between his 
state buildings of Santa Rosa and the Banco 
Holandes Unido (United Bank of Holland) in 
Buenos Aires, his work is unified by a common 
denominator which transcends the mere use of 
terminology. To find this unity, it is necessary to 
consider the overall idea of each project and 
the way in which component parts are brought 
together.

There is a notable absence of theorising in 
Testa's work. It is extremely hard to reduce his 
architecture to a series of statements. This 
naturally causes problems when trying to 
explain the principles on which he bases his 
work. In terms of following a system of 
standards, Testa is the least "classic" of 
architects that can possibly be imagined.
He is an extremely skilled architect who has 
renovated the art of architecture.

He possesses an audacious talent, a vigorous 
and creative imagination and a fine sensitivity 
that makes it as difficult to situate him within an 
architectural style as to ascribe to him a 
particular artistic tendency or to define his 
theoretical position in relation to his own and 
other people's architecture. He prefers to let 
his work speak for him; “what I wanted to say is 
said by the works that I have created'. He was 
not exaggerating when he told a reporter in 
1981 that he was "not very well-informed 
about architecture" and 'not interested in 
information ,.. Really. I don't know which 
architects and painters I like'.

There are no preconceived ideas in his 
designs which are likely to hinder their 
realisation. This allows for greater freedom.
He remains loyal to his belief according to 
which an artist should always be prepared to 
try something new. to modify, to take a chance 
with traditional values. However, we are not 
dealing with a man obsessed with form but 
rather a creator of spaces in which individuals 
can live together, abolishing the isolation and 
loneliness which he criticised in Habitar 
(Living). It seems that his motto is that man 
should not only have more, but that he should 
be more.

Testa is also one of the figures who inspires 
architects in Argentina and in the rest of 
America to look closely at the assumptions on 
which their architecture is based. The clearest 
example of this was the impact made by the 
Bank of London in the 1960s, Its repercussions 
were of international dimensions and today it 
represents an important milestone in the 
architectural heritage of South America.

Exterior vieu’ of the Cii’i'f Centre of Santa Rosa, La Paiupa.

The overall idea
One of the dominant features of the view of 
architecture which can be deduced from Testa’s 
work, is that there are no preconceived ideas 
about the space in each building, other than 
that it will emerge from a particular ^t of 
parameters. What is preconceived is that it
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We also believe that at times like the 
present, when the attacks and criticisms of the 
modern movement come from very different 
quarters - without the clear emergence of any 
suitable way of correcting the defects within a 
supposedly international architecture - that 
the ideas of Testa deserve to be studied closely, 
although (and perhaps precisely because of 
their creative characteristics) it is impossible to 
derive a formalised doctrine from them.

At least, there is no set of rules to refer to. 
and this makes us think again about these ideas 
in times of crisis - in spite of untransferable 
stylistic principles - and their validity as 
revolutionary elements which may enable us to 
aim towards valid alternative solutions. This 
was the basis for the suggestion that many of 
Testa’s works were ‘architectural operas’.

These works comply satisfactorily with the 
requirements of style, but, by using 
architectural materials which are aesthetically 
pleasing, they also provide a complete 
intellectual stimulation for the observer. It is not 
merely a coincidence that he prefers to use 
reinforced concrete, a material which in 
addition to its monolithic and malleable qualities 
offers the possibility of constructing in 
prefabricated, streamlined sections which 
never lose their expressive powers, With this 
basic component, the architectural elements 
designed by Testa acquire an unusual strength, 
which is particularly true in tfie case of the 
Bank of London and the National Library.

In the field of architecture, it is quite possible 
to achieve a lot with very little. To support this 
statement we only have to refer to non-stylistic 
or alternatively to ahistorical architecture, the 
‘architecture without architects" such as that 
found in the villages on the shores and islands of 
the Mediterranean. There is nothing 
sophisticated or intellectual in these structures,
It IS a logical and direct form of architecture 
with results that are important on the level of 
formality.

The idea of achieving a lot with very little 
can be recognised in the works of Testa which 
are aesthetically pleasing other than appealing 
to the intellect of the spedalists. In this respect, 
it occurs to us to make a comparison between 
the forms used by Le Corbusier and those of 
Testa, the point of contact being closer to the 
chapel of Ronchamp than the Villa Savoye. 
Certainly the works of Steiner, Mendelsohn and 
German expressionists of the 1920s also 
deserve to be menboned, for their interest in

must be a space of a high imaginative quality - 
as in the case of the Bank of London, the Coso 
Di Telia, the restructuring of some of the offices 
of Aerolineas Argent/nos - and not a space 
which is the result of the ’functional' or 
technological principles of the planning process.

This implies that the limits of the space, i.e. 
the walls and floors, are part of a unified 
three-dimensional scheme and not a 
two-dimensional drawing which has an 
imaginative value in its own nght. Taking the 
work as a whole, we notice that Testa has a 
dominant double preoccupation - the creation 
of a particular interior landscape and the 
incorporation of the building within its setting.
In terms of the first, we have already 
mentioned the worldwide repercussions of the 
Bank of London. As for the second, it is 
possible to refer to an “awareness of 
environment", which includes the topographical 
environment and which is demonstrated 
magnificently by the National Library and the 
Civic Centre of Santa Rosa.

Therefore, one condition that characterises 
Testa's architecture is the clear existence of an 
overall idea for each prqect. Another, which is 
related to the first and is perhaps even more 
important, is that when this idea is realised, it 
should be a perfect summary of aspects of style 
and principles of technology and aesthetics in 
one coherent and unified whole. If we mention 
the importance of this marginal note, it is 
because we know only too well the distortions 
and fantasies that arise from the dominance of 
one of those factors over the others.

Two vieiosofthe refurbished interior of the Argentinian 
Airlines offices, Buenos Aires.
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giving precedence to the field of the imaginative 
vision over the other architectural values.

It is not our intention to demonstrate that 
Testa is continuing the historical line of 
expressionism, or that he simply derives from 
Le Corbusier, Since all forms of creation derive 
from somewhere, and antecedents can always 
be recognised, his architecture summarises 
those old Vitruvian maxims which, far beyond 
form, continue to be the lifeblood of the 
discipline, suitably developing what has been 
produced in the past or in the present without 
subscribing to any trends of fashion.

In identifying the parameters which can be 
said to characterise Testa's work, it is more 
relevant to define his ottitudes towards 
architecture rather than any formal 
characteristics. In attempting the latter, we 
would be falling into the trap of thinking that 
Testa can be defined in stylistic terms by means 
of the appearance of his work: the contrast 
between solidity and emptiness, the feeling of 
the consistency of the material. Although this is 
possible, it is certainly very much a secondary 
consideration compared with his overall idea of 
what a work of art should be,

In support of this, two of his projects stand 
out, which can be compared in terms of theme, 
environment and typology. One is the central 
building of Argentinian Airlines - a tower 
described as “a high table with drawers', which 
leaves floors free or without 'drawers' to be 
completed as required - to be erected in the 
centre of Buenos Aires in the Catalinas Norte 
district, amidst a group of towers of similar 
height. The other is the development for the 
government offices in the city of Santa Rosa, in 
the province of La Pampa, which from the 
beginning took into account the possible future 
costs of the project. In fact, the work was 
divided Into at least three stages, each stage to 
coincide with the beginning of a new decade; 
I960, 1970 and I960. However, apart from 
the biographical details, it is important to stress 
the so-called “historical' aspect of both projects 
- how they stand up to the passage of time, 
what precautions have been taken, how much 
freedom has been allowed.

Once again we observe the strength of a 
main overall idea which draws together the 
various aspects of a piece of architecture, and 
the spontaneity and absence of preconceived 
ideas with which he approaches each new 
project. The exf>ressive vitality which emerges 
and the absence of prescriptions, makes a

welcome change for overburdened 
architecture.

The design in action
Testa has written; 'From the moment I started 
to work intensively svith Agostini on what was 
to be the Bank of London, we began to think 
about what was going to be a covered public 
square. There were two very narrow streets, 
Reconquista and Bartolom^ Mitre, 
approximately ten metres wide.

“On one side there was the National Bank, 
built in the 1940s by the architect Bustillo, well 
known for its French style and for being very 
well constructed. On the other side there were 
two other banks, old buildings with huge 
columns. We made use of the angle formed in 
order to create, as I have said, a sort of covered 
public square,

“The outer facade gave us no cause for 
concern. In fact, we wanted it to echo the 
facades of the two banks opposite, and also it is 
not seen in its entirety, only from a 
foreshortened angle. Finally, we supported the 
idea of the street going into the bank, without 
which there would be no division between the 
interior and exterior space. The building had to 
be incorporated into the city, but bearing in 
mind that when it was finished, perhaps the 
building next to it may have been demolished. 
The city is a living thing which is always 
changing, and in this respect there must be 
certain guidelines. In the Bank of London, we 
were not too much concerned with preserving 
the style of the neighbouring building, since, like 
our building, it might one day disappear.

'We were concerned, on the other hand, 
with finding a way of immediately widening 
those narrow streets. In order to do this we 
created this great open space, and by doing so 
made access to the bank very easy. It is 
important to make things easy for people 
moving about the city. To do this, we initially 
came up with the idea of a covered square, 
along the lines of the Loggia dei Lanzi in 
Florence. When you are on the ground floor 
of the Bank of London, you have access to a 
large sunlit area, but there is also a huge roof 
and columns. The structure of the Bank of 
London is intended to be a huge loggia in which 
all types of activity can be earned on.'

The basic principles of the concourse of the 
Bank of London and South America, illustrate 
the need to ‘convey a feeling of integrity, 
efficiency and confidence by a clear and concise

Proposed neti; office building for ArgeiititiiatiAiTiines.
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protective screen against the reflections of 
sunlight inside the building and takes on an 
unusual and significant expression, In this way, 
it is the structure which gives the work its 
remarkable characteristics.

The single space is broken by the six 
horizontal levels which are connected by two 
structures reserved for the vertical movement 
of the public and employees respectively. The 
first two of the six upper floors are for client 
services, and the remainder are for internal use. 
These, plus an additional level, have the 
distinguishing feature of being suspended from 
the main roof by steel cables which gives the 
building its very particular feeling of creative 
freedom.

The approach to the angle formed by a high 
public area is emphasised by a screen of 
enormous dimensions, constructed in concrete, 
as are the other elements mentioned above. 
This screen limits the space and view from 
inside. In all cases, special care has been taken in 
the finishing of the concrete from the visual 
point of view, which is a distinctive element of 
the building. If the apparent limits of the 
building are those defined by the concrete 
structure, the confines, technically speaking, 
are determined by an aluminium structure 
which stands independently of the building and 
serves to support the panes of glass.

The theme of a dominant main hall, which is

means of architectural expression which does 
refer to images of the past or to modern cliches 
which then become out-dated".

They also wanted flexibility in the 
distribution of facilities, stating clearly that the 
columns within the precincts of the building 
should be kept to a minimum. Testa’s design not 
only better fulfilled the functional rquirements, 
but was also the one which most dearly fitted 
the symbolic purposes by using technical 
resources which were unusual vrtthin the 
setting, and an outstanding creative imagination 
which accentuated its presence.

The building, which was opened in 1966, 
has three floors below ground level and six 
upper levels - a total area of almost 80.000 
square metres - with a height of up to 
26 metres, complying with the basic idea that a 
building functions within a single space and that 
the area it covers distinguishes a private from a 
public area. It is noticeable that the latter, for its 
part, functions in relation to the external space 
as a prolongation of the adjacent streets.

The plan of the "single space" becomes more 
defined by the limitation of the Wock of the 
roof - with its network system - and by the 
two boundary walls, the volume being 
completed by the two facades; a perimeter 
colonnade or curtain wall which is rich in 
expressive value. The roof is partly maintained 
by this colonnade, which also acts as a

The Bank of London, Buenos Aires: exterior i»teu’ 
and detail.
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The Bank of Lontiat: vieio of the entrance.

almost obligatory in this type of building, 
assumes surprising characteristics in the Bank of 
London, since here it is a question of a ‘full' hall 
rather than an ‘empty" one. Unlike the classic 
examples of this type, this space has a use. 
Without losing any of its character, it is filled 
with the connections and elements which are 
usually peripheral. Perhaps this is the true 
identity of the Bank of London, a continuum of 
space which materialises through the use of 
concrete and a highly imaginative use of form.

Reading and memory
In contrast to the Bank of London, the National 
Library is situated on a site with a rich variety of 
trees, in an urban district consisting of 
residential buildings with extensive green 
spaces, stretches of water and public recreation 
areas. The main concern of the architects has 
undoubtedly been to preserve the rural aspect 
of the setting which was the reason for 
adopting this particular plan.

The shelves for the books and reviews have 
been placed on three levels, like large naves, but 
accommodated below ground level with the 
idea of occupying as small a space as possible 
by using superimposed structures. At the same 
time it allows the strong shape of the building to 
rise energetically, which, in the midst of the 
gardens and at the highest point on the site, is 
symbolic of the function and the superiority of 
this cultural land mark.

The reading rooms are situated on the 
upper levels, producing a kind of inversion of 
the characteristic layout of the library of recent 
years. But it must not be inferred from this that 
there has been a radical transformation of the 
system, rather it has been adapted to a 
particular urban situation.

The physical aspect of the building should 
provide a priori a clear expression of the 
functions performed by each part within the 
whole, so that by looking at the external form, 
there should be no doubt about the 
organisation of the internal structure of the 
building. This was largely responsible for the 
idea of raising the public areas, enabling the 
space of the gardens to be brought into the 
building and continue uninterrupted below the 
main raised section.

From the upper floors of the library can be 
seen the distant river and the parks which 
extend on two sides, a truly essential setting for 
the type of activities carried on within a library.

The basic design of the solid structure of the

The Bank of London: preiiminaiy sketches.
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building Is in keeping with the general district.
It is constructed in reinforced concrete and 
below ground level uses a system of slabs 
without girders but supported by columns. The 
main part of the building above ground rests on 
four large supports, erected on an independent 
system of piles, in such a way that the different 
elements of the structure can co-exist without 
difficulty.

At different levels, the slabs are held in place 
by systems of columns or by steel cables, 
suspended from large flat surfaces of the 
structure. For example, on the level of the main 
hall, there are no vertical supports other than 
the four main supports referred to which 
define a unified space,

Work on the library was started in 1971, 
nine years after the competition. Ten years 
later, a third of the building had been erected. 
The State, which on various occasions had cut 
back on funding for the project, then 
announced that it wanted to speed up the work

and increased economic resources. This 
considerably reduced the period of five to eight 
years which (in 1980) Testa had estimated 
would be necessary to finish the Library: 
'Neither Bullrich nor I mind the fact that the 
building is being completed slowly.
Architectural projects also need time to be 
created, and that is what is important. It 
doesn't matter if it takes twenty years to 
complete, it continues to be a valid piece of 
work ... In the same way that a painting 
cannot be worked again once it is finished, the 
Library will continue to be built according to 
the plan. The only possible changes will be of a 
technical nature."

National Librarit Buenos Aires: side vku\

The parts which make up the whole
The Cultural Centre of Buenos Aires, currently 
being built, consists of a series of buildings from 
the eighteenth and nineteenth centuries with a 
total area of some 20,000 square metres and 
with 8,000 interior thoroughfares, courtyards.
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The Cultural Centre of the City of Buenos Aires.

r
windows are not the originals and there are 
concrete blocks which will not be kept as they 
are not in keeping with the period.

It does not fit in with the idea of the project 
to simply think of a monastery in which works 
of art are being exhibited. On the other hand, 
the diversity of cultural exhibitions that will be 
housed by the Cultural Centre require an 
exhaustive analysis of the areas to be assigned 
to each of the component parts. For example, 
the Fernandez Blanco Museum, dedicated to 
Argentinian colonial art and furniture of the last 
century, is situated in the eighteenth-century 
cloisters. The museums of modern art and the 
cinema are housed in late nineteenth- and early 
twentieth- century buildings. The Capilla, 
which dates from the end of the last century 
will be maintained in its general state both Inside 
and out, but a tiered, sunken area will be

terraces, gardens etc. Its functions include the 
different areas of cultural activity within the 
urban community such as the plastic and 
performing arts, cinema, music, audiovisual 
methods ar>d others which are developed in 
31 exhibition halls, auditoria, mini-cinemas, 
laboratories and all types of areas linked to the 
specific role of the Centre.

The particular characteristic of this building 
is that it is neither a new building nor a 
restoration, but rather a conversion which 
adapts the existing facilities to the functions to 
be fulfilled. What is being preserved is. strictly 
speaking, the structure of the building, which 
has changed its use several times during the 
course of history. It was originally a monastery, 
then a p>rison and, finally, an old people's home. 
The cloisters, for example, are the arched halls 
remaining from the original building. The

National Ubrary, Buenos Aires: front I'ieu'.
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in so well with the ftnished product that it does 
not appear that each part is separate from the 
entity but. on the contrary, that it belongs to 
and is part of that entity. In addition to the plan 
adopted, the treatment which is characteristic 
of the work of Testa also contributes, for 
example, sculpture and design in certain areas 
such as roofs and terraces, tiled floors and 
ornamental coverings, and the singular use of 
colour to support more formal designs.

Testa: artist^architect
Finally, Clorindo Testa, whose talent exceeds 
his professional activity, reminds us at each 
stage of his work that art is the complement of 
architecture and vice-versa. On the other 
hand, it is also the need to sublimate a desire, as 
an irrepressible and inexhaustible creative drive, 

As far as he is concerned, his imaginative 
and architectural works are entirely different, 
but this is achieved with the feeling that his 
entire inspiration is being poured into each one 
of them. The differences are grasped when we 
consider the specific function of the two 
disciplines, but the all-encompassing nature of 
his conception marks the deep-seated 
similarities which exist between them.

Similarities and differences provide the key 
to an understanding of Testa's work, without 
forgetting that the distinction between the two 
is purely formal and analytical. Architectural 
and artistic ideas occupy the same place 
alternately within his imagination, There is a 
continual transition from one to another, and 
sometimes he produces art in architecture and 
architecture in art.

In his poem El Golem, Borges wrote;
If, as the Greek said in his Cratylos,
The name is the archetype of the thing.
The rose is in the word rose 
And the whole of the Nile is in the 

word Nile.
By referring back to Plato's ideal of language as 
an expression of reality and a condition of 
understanding it. this beautiful verse can 
persuade us to consider and share the feeling of 
the case of the architect. His projects are 
vibrant with the reality of the work of 
architecture, as is his world of the imagination 
which is as real as the external world, as secure 
and as productive.

If, in the words of Socrates, 'the word is the 
archetype of the thing", the work of Clorindo 
Testa is also a substantial archetype of his world 
of construction and visual expression.

r
incorporated in the centre to act as 
a lecture or projection theatre.

It is possible to summarise the architeaural 
treatment in a few basic principles: respect for 
the different buildings by preserving the 
character of each of them, new buildings 
constructed in accordance with modern 
criteria, maximum use of existing buildings 
through their interior space. In line with these 
same principles, operations of a different kind 
are sometimes carried out, such as demolition 
— complete or partial — or new construction 
and, obviously, conservation and/or 
conversion, as much of entire areas as of 
sections of component parts, for example 
sections of walls.

The conversion project naturally takes into 
account the external spaces, mainly through 
two main avenues: a central avenue giving 
access to all buildings and the other following 
the boundary of the property the former 
incorporating a semi-covered loggia and an 
open air theatre. The whole thing is completed 
by a series of spaces linked to the parks and 
green areas in the neighbourhood.

In terms of an architectural operation, the 
most outstanding achievement is to have 
converted existing buildings into a truly 
coherent whole, generating a central route 
with a series of alternative choices and not 
merely a collection of parts, each one having its 
own separate function. The individual parts fit

The CulfumI Centre of the City of Buenos Aires: 
interior vieios.
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ONCE UPON 
A TIME IN 
AMERICA
Professor Tomas Dagnino offers an assessment of Testa's influence. Born in Naples, Italy, in 1923, Clorindo Testa 

arrived in Buenos Aires when he was only three 
months dd. It was in the Argentinian capital 
that he became and still is an architect, where 
he developed his talents as a creative artist and 
where, essentially he demonstrated his 
imaginative creation of unusual form.

Buenos Aires is a true metaphor for urban 
development. The city originally had a strong 
Spanish appearance, which was superseded by 
llalianate and later by French style, eventually 
reaching its present eclectic form. The history 
of the city has always been linked to that of 
Europe and its people, customs, builders and 
architecture. It has therefore always been 
considered the most European city in Latin 
America,

It is this co-existence of Europeanism and 
Americanism that has produced “the Architect 
of America". The buildings of Clorindo Testa 
are always more than just consumer objects, 
and several of them have affected the 
development of architectural form in South 
America. Confronted with his work, one 
wonders whether Testa’s architecture can be 
considered truly representative of Latin 
American style. To answer this question, many 
different aspects of his work, and as many 
more determining factors must be taken into 
account,

As an architect, painter, draughtsman and 
sculptor, Testa forces any attempt at analysis to 
go far beyond the work of architecture.
If we consider his work from an Americanist 
standpoint, bearing in mind that his early career 
was strongly influenced by Le Corbusier, 
we have to recognize that his creativity has 
personalized his work so that it stands out 
clearly from other work simply following 
international fashions and trends.

And he is not the only example of this.
This early reinterpretation of the legacy of 
Le Corbusier is also strikingly present in the 
works of Oscar Niemeyer in Brazil, which are

The Naval Hospital
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Nationa} Compefilm for the Prelminary Plans for the 
Hospital ofBariloche. in unfir the architect,
Hectare. Lacarra. First Prize. 1970.

how he experiences that moment.
it was in this way that in the 1960s he 

created a landmark in American architecture 
with the head office of the Banco de iondres. 
today Lloyd's Bank. Also, with his paintings and 
drawings he inspired successive artists and 
architects who were basically trying to convey 
the same freedom of creation.

With the project for the government offices 
of Santa Rosa, the capital of La Pampa. he 
showed how to move from the geometric 
order of Le Corbusier (used in the project 
which won him the first stage of the national 
competition) to the freedom of a more 
spontaneous kind of order (developed in the 
idea for the second stage, in another 
competition which he won twenty years later). 
And here it is appropriate to mention, in order 
to extend comparisons, how Latin American 
creativity has passed from the geometric order 
of the Spanish urban grid to the controversial 
*favelas' or shanty towns produced by the 
genuine spontaneity of their inhabitants.

Authenticity and creative spontaneity are 
the two mainstays in Testa's works. Works in 
which the functional has a place and is a valid 
response, but in which the imagination always 
takes over to develop the basic definition of the 
formal idea. From there, his works take on 
their monumental feeling, another feature 
which sets them apart through the strength of 
the Americanist influence.

It is also worth quoting another well-known 
example. The Bib/ioteco Nacional (National 
Library) is enclosed vwthin the social arrogance 
of a protected landscape where the green of 
the park and the trees provides stronger relief 
for the sculptural forms of the spacious building 
which seems to "float', lightly supported by the 
huge pillars of the lower level.

With his houses. Clorindo Testa 
distinguishes himself even more from the 
traditions of an ambivalent social class which 
seeks refuge under Spanish or French tiled 
roofs and within forms ranging from the exotic 
‘Californian’ to brick cor\structions which are 
not always stylistically coherent. The creator 
creates a language for his houses, He starts out 
like a cultured twentieth-century man who 
recognises the value of memory, and to this 
inherited merrxxy he adds his own memories. 
This gives rise to his forms which, sustained by 
the strength of imagination, he feels to be his 
own. The combination of memories and 
imagination is transformed into special places in

National Lottery: vira> from the second floor bekrw ^wumi 
leivl.

city and strengthening belief in a new type of 
urban concept.

Whether as a creative artist or an architect, 
Testa varies his work, as do the composers of 
Latin American music, and his attitude towards 
the creative moment is similar to the attitude of 
the poets who write about love. As such it is a 
direct reflection of the written art forms of 
Latin America.

It is also impossible to place him within a 
specific category as he never has any 
preconceptions about the space he is about to 
design, although he always manages to invest 
the finished product with a high standard of 
Imaginative creation. He does not belong to 
any particular trend and he is always coherent, 
but with a coherence which is based on 
freedom - a freedom which arises from 
expressing the way he is at any moment or

examples of a severe translation of the 
modernist language made in response to the 
needs of Latin America, albeit at the cost of 
criticism and incomprehension,

For hiS part. Clorindo Testa is aware of the 
ever-changing nature of Latin American cities. 
He has sakJ: "The building must be 
incorporated into the city, bearing in mind that 
when it is finished, the building next to it may 
well have been demolished.* He knows that the 
cities in which he has to work are living 
elements which are continually changing, and 
that in this way they are different from the 
almost everlasting consolidation of European 
cities. Perhaps it is because of this that he is 
trying to make an impression through 
architecture, by leaving landmarks in each of 
the cities in which he has worked. Always with 
the idea - or so we believe - of developing the
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which to live.
And so. one after the other, sketch after 

sketch, projea after project, building after 
building, his path can be discerned. Ail are 
chapters of a story written in the cities of Latin 
America, and we are telling a story to try and 
relate this analysis more closely to the 
personality of Testa, because those who have 
worked with him say that when it is time to take 
a break, he pulls a chair out from the table and 
begins to tel! a story,

And perhaps this is why we can say:
Once upon a time in America, there was an 
architect... □

Buenos Aires.
I960;
Wins the competition for the headquarters of 
the Bank of London with the practice of 
Sanchez Ella. Peralta Ramos and Agostini (the 
building is fitted out in 1966).
1961:
Wins the Premio Nadonal Di Tello (Di Telia 
Award).
1962:
Wins the competition for the new 
headquarters of the National Library with 
Bulrich and Cazzaniga (work begun in 1971). 
1965;
Third artistic cycle; grooves and folds.
Is awarded the Premio Arte de America de la 
Blenal Latinoamericona Kaiser (Kaiser 
American Art Award of the Latin-American 
Biennale),
1968:
Builds his first family dwelling: Casa Michel. 
1970:
Wins the competitions for the Municipal 
Hospital of San Carlos in Bariloche and the 
Hospital Central Naval in Buenos Aires, both 
with Lacarra (the second building was fitted 
out in 1981).
1971:
Wins the competitions for the hospitals San 
juan Bautista in Catamarca. and Presidente 
Plaza in La Rioja, with Lacarra,
1972:
Fourth artistic cycle: the Medic/ones 
(Measurements) series. Commission for the 
headquarters of the United Bank of Holland, 
Buenos Aires, with Cesari and Net (the building 
was opened in 1976). Commission W the 
second stage of the Civic Centre in Santa Rosa; 
the Legislative Building in collaboration with 
Lacarra and in association with Gaido and Rossi 
(the building was fitted out In 1976).
1974:
The Habitor, trabajar. circular, y recrearse 
(Living, Warking, Travelling and Relaxing) 
series. With Lacarra, wins the competition for 
the Hospital de Esquel.
1975;
The Coperucito Roja (Red Riding Hood) series. 
First prize, with CAYC group, in the exhibition 
'30 Years of the United States' in Zagreb. 
Yugoslavia. Wins the competition for the 
headquarters of the Aerol/neas Argent/nos the 
Argentinian airline, with Lacarra and Rossi. 
1976:
The El caballo (the Horse) series.

Re-structuring of the Argentinian airlines 
offices. P6ru 22, Buenos Aires, with Lacarra 
and Rossi, the project for the Central Hospital 
of Abidjan, Costa de Marfil, with Lacarra and in 
association with Donaldson and Torcello.
1977:
La peste en la ciudad (Plague in the City) 
series. First prize, with the CAYC group, in the 
International Biennial of Sao Paulo. Brazil. 
Becomes a full member of the Academio 
National de Bellas Artes (National Academy of 
Fine Arts). Invited to the reunion of the grand 
masters of architecture in Lima. Peru, which 
produced the Cana de Macu-Picchu 
(Machu-Picchu Map).
1978:
La peste en Ceppaloni (Plague in Ceppaloni) 
series.
1979:
Tendederos series. Commission for the Cultural 
Centre of Buenos Aires, with Bedel and 
Benedit, for the Town Council. The first part of 
the project was fitted out in 1980.
1980:
Anotodores (Annotators) and La batalla naval 
(Naval Battle) series.
1981:
Homenaje a los arquitectos eqipcios (Homage 
to the Egyptian Architects) and Reconstruccion 
de la Acropolis (Reconstruction of the 
Acropolis) series. With Lacarra wins the 
competition for the third stage of the Santa 
Rosa Centre (Court House, extension of 
Government House). Death of Lacarra. 
Exhibition of his works of art and architecture 
in New York, organised by the author, at the 
Institute of Architecture and Urban Studies. 
1982:
Retrotos de Adan y Eva (Fbrtraits of Adam and 
Eve) series. Project for the Centro Commercial 
(Commercial Centre) on the avenue of la 
Recoleta, in collaboration with the architect Lii 
Demaria. He represents Argentina at die 
Venice Biennial. Exhibits his work in Germany 
at an exhibition of'Latin American 
Architecture", Berlin Festival.
1983:
One of the judges of the International 
Competition for the Opero de la 6asti//e, Paris. 
1984:
Monograph: Clorindo Testa: Pintar y arquitecto 
published by UtA.
1987:
Academician, the International Academy of 
Architecture.

Chronology
Clorindo Manual jos^ Testa, born in Benevento, 
Naf^es, 1923. A year later his family returned 
to Argentina. Testa qualified as an architect at 
the National University of Buenos Aires in 
1947, ending a university career which began 
in 1942.
1948:
He enters the Oficina de Plan Regulador 
(Planning Control Office), as an employee of 
the Buenos Aires Town Council.
1949-51:
Travels to Europe with a scholarship from the 
University of Buenos Aires. He lives in Italy and 
visits France and Spain.
1952;
First exhibition of paintings. He wins first prize 
with his plans for the headquarters of the 
Cdmora Argentina de la Construccion (the 
Argentinian Chamber of Construction), in 
collaboration with Dabinovic, Gaido and Rossi. 
1956:
He wins the competition for the first stage of 
the Civic Centre in Santa Rosa, La Pampa 
(Government House), which will be fitted out 
in 1963. Temporary professor of architectural 
composition in the Faculty of Architecture, 
University of Buenos Aires, a post which he 
occufwes until 1959.
1957:
Second artistic cycle: abandons all traces of 
figurativism and, from I960, all colour,
1959:
Member of the Consep Directive (Directive 
Council) of the Buenos Aires Plan Regulador 
(Planning Control) until 1961. Before this, from 
1952-1956, he was an architect in the Oireccion 
de Urbanismo (Town Planning Department) of
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the context of Latin American culture.
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Luis Bamgdn, Fuente “El Bebedem' 1959. LisArboledas, 
Mexico.

Luis Bamgdn, Casa Gilardi, 1976, Mexico DE; patio.

Faced with the dilemma of post­
modernism, many architects are now 
turning to regionalism in response to 
professional demands. This trend seeks to 
resolve the antagonism between 
standardized so-called International 
Architecture and a personal architecture 
which reflects specific economic, cultural, 
climatic and other factors of an area. It can 
be seen as a rebellion against the 
prevalence in some areas of the 
perfectionism which favours advanced 
technology and high-cost industrialized 
materials. Similarly it opposes both 
nostalgic historical trends that tend 
towards purely decorative solutions, and 
eclectic, populist or even sentimental 
attitudes dictated by the desire for 
nationalistic revaluation.

Regionalism is a worldwide movement. 
It seeks new, creative and sensitive 
architectural solutions for individual 
places. This has been achieved by taking 
into account both prevailing assumptions 
of contemporary architecture and various 
local characteristics - economic, technical, 
cultural and geographical. The climate and 
local materials are as important as the 
customs of the inhabitants and their 
economic means. Naturally, this has led to 
a wide variety of different forms of 
expression and trends across the world.

the universal. In the Mexican arena, 
painters such as Diego Rivera, musicians 
like Carlos Chavez and writers such as 
Mariano Azuela have made a name for 
themselves, providing creative solutions 
within this dichotomy. In the field of 
architecture, albeit lagging behind the 
other arts, Luis Barragan was the first 
exponent of this new wave, and 
nowadays, thanks to his followers, he has 
become part of the so-called regionalist 
movement. A study of his work will enable 
us to understand better his pioneering 
position.

Luis Barragan (1902-1988), winner of 
the Pritzker Prize for Architecture in 1980, 
has received much international acclaim, 
especially after the exhibition of his work at 
the New York Museum of Modem Art in 
1976. The refined architectonic expre^ion 
for which he is known, however, 
represents his creative maturity at the end 
of the forties, when he successfully 
combined the various professional 
influences acquired during his life.

After graduating from University, 
Barragans first works - and those of a 
group of other architects from Guadaljara 
- were trying to give concrete shape to the 
plastic values of the region, in particular 
the spirit of the small villages like 
Mazamitia where he lived during his early

The Latin American Experience 
Thrtiughoul the twentieth century, the 
position of Latin America in relation to this 
artistic situation has shown a constant 
ambivalence. Mexico, as part of this 
cultural area, is no exception. It is trying, on 
the one hand, to become integrated into 
Western culture, emulating the avant-garde 
movements, and on the other, it has 
become inward looking in the search for 
original solutions derived from its cultural 
past. Art and architecture have reflected 
this ambiguity which has rarely been 
resolved successfully, but almost always 
with conflicting corrsequences; one 
tendency or the other has prevailed, 
presenting alternating periods of openness 
and introspection, so far neither 
triumphing completely. Among this 
confusion, certain stances have emerged as 
coherent responses to the two trends, 
successfully combining both the local and

Opposite: Luis Bamgdn, Casa Gilardi, 1976, Mexico DE; 
interior.
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Ricardo Legomla, IBM factory, 1975, Guadalajara, fai; 
entrance.
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years. He was influenced by what he 
encountered during two trips to Europe 
made in 1925 and 1931: the Moorish 
architecture of southern Spain, Ferdinand 
Bacy and his gardens, Me^terranean 
buildings, Frederick Kiesler's architectonic 
theories and above all, Le Corbusiers 
lectures in the Paris of the thirties. On 
returning to Mexico City, the influence of 
Le Corbusier was prevalent in his work to 
such an extent that it was only in 1945, 
with a series of gardens, and in 1947 with 
his own house, that he achieved a 
synthesis of his experiences, creating a new 
architectural style which gained him a 
following. Two other decisive influences on 
his work were those of the self-taught 
Mexican painter Jesus Reyes Ferreira, and 
his collaboration with the famous sculptor 
of German origin, Mathias Goeritz.

From this moment on, Luis Barragan 
adopted the term 'Emotional Architecture' 
to describe his own work, causing the 
architecture of his mature years - and 
hence that of his followers - to be known 
by this name. The essence of Barragan's 
doctrine, which defines the principles of 
his works, is provided in the speech he 
gave on receiving the Pritzker Prize. It is a 
body of work rooted in the vernacular, 
while seeking the expression of the 
spiritual to celebrate beauty and its 
harmony with nature. This takes the form 
of massive buildings with sobd walls and 
small openings, and a preference for bold 
colours of folk origin; likewise the use of 
artisans’ materials is dominant, with the 
emphasis on textures and finishes, while 
both light and water play a vitally 
important part in his compositions.
Lastly, his love of nature is expre^d in 
mysterious gardens which complement the 
homes, spaces and public squares, offering 
the visitor solace and relaxation. Some of 
his works have achieved international 
recognition such as the Prieto (1950), 
Galvez (1959), Egerstrom (1968) and 
Gilardi (1976) houses as well as the 
Capuchinas Sacramentarias del Purismo 
Corazon de Maria chapel (1955), all built 
examples of his creativity. Likewise the 
gates and fountains for residential areas.

Mathias Goeritz. cmceytual drawing of the experimental 
museum 'El Eco", 1953.

Emotional Architecture 
The working relationship between 
Barragan and Goeritz was of major 
significance, especially after Goeritz had 
built the experimental museum El Eco in 
1953, the inauguration of which came at 
the same time as his exhibition Emotional 
Architecture. Goeritz's exhibition 
proclaimed the supremacy of emotions in 
architectonic creation as opposed to the 
indifference of International Architecture,
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the Gardens of El Pedregal (1950) and 
Las Arboledas (1959), are part of the legacy 
he gave to urban improvement and 
landscaping.

domestic nature of that of his predecessor 
and his ideas are applied to large-scale 
projects of great complexity. He has made a 
name for himself in certain areas, such as 
industrial and hotel architecture, in 
addition to residential buildings.

Legorreta's first structure which can be 
said to belong to this regionalist trend is the 
Aulomex factory (1964) which reflects a 
preoccupation that will remain with him 
throughout his work. In executing this type 
of building, he wants it to be both a 
promotional symbol of the company and 
also to fulfill its mechanical functions. But 
at the same time, his main priority is with 
the overall effect and dignity of the work. 
There are several examples of this concern, 
such as the IBM factory at Guadaljara 
(1975) and the Renault car factor)' at 
Gomez Palacio (1983) whose massive form 
emphasized by bold colours made it a

Ricardo Legorrela, RenautI car factory 1984. Gomez 
Palacio, Dgo.; office building exterior.

Current Regionalist 
Ricardo Legorreta (b.l931) distinguishes 
himself as the main exponent of present 
regional expression in Mexico. This 
designer, after receiving a professional 
training heavily biased towards 
functionalism, has succeeded in 
developing a whole new architectural 
language as a result of his profound 
friendship with Barragan and a prolific 
working relationship with Mathias Goeritz, 
Given that the origin of many plastic 
solutions is to be found in Barragan's work, 
Legorreta's can also be defined as 
Emotional Architecture, However, 
Legorreta's work has transcended the
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Ricardo Legorreta. archileclunl studio, 1966 and 198ft 
Mixico DF.

Ricardo Legorrela, Banamex Financial Centre, 1983, 
Monterrey, N.L; patio interior.

■■■■■I

i

Financial Centre of Monterrey (1982) is 
perhaps the most outstanding example 
among a large number of banking 
establishments, as is the office and shop 
complex of Solano, near Dallas, Texas, 
(1988). Solano displays once again his 
qualities as a town planner, seeking first 
and foremost to preserve the site and create 
an effect of harmony with nature.

and textiles, combining refined aspects of 
folk craftsmanship.

In a brief study of Legorreta's innovative 
work, we should mention two other 
building types which he has executed 
successfully. The first is the house, where 
he has managed to combine the functional 
with the recreational. He has built many 
homes including his own (1964), in 
Mexico City and more recently in 
California, carrying his ideas well beyond 
the borders of Mexico, Here, both the 
climate and the culture of the area enabled 
him to stamp these buildings with his own 
hallmark.

Lastly, there are many commercial 
buildings executed with his characteristic 
style and careful design. The Banamex

landmark, while the IBM technical centre 
in Mexico City (1977) with its grey finish 
blends into the urban landscape. In the 
area of hotel building he uses an 
innovative concept which rejects the high 
tower block. He reintroduces the pleasure 
of wandering through a building, offering 
agreeable comers for relaxation or 
meditation, set into a carefully planned 
environment. The Hotel Camino Real 
Mexico (1968) was the first hotel of this 
sort, followed by the Camino Real of 
Cancun (1975) and that of Ixtapa (1981), all 
highly attractive and acclaimed buildings. 
With these hotels, he preserves a language 
of local recollection, covering his generous 
spaces with warm textures and colours, 
with natural materials such as clay, wood

A New Wave
There are many Mexican architects who 
have been influenced by Luis Barragan's 
ideas and who seek their own form of 
expression within this trend. Likewise, it is 
important to add that the return to the 
national and local has recently attracted a 
large number of designers to such an extent
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AntatioAHolini, Monastery of Jesus Maria, 1981, 
San Luis RUosi, S.LP.; exterior I'ira?

that it constitutes a new wave, and many of 
them have adopted the theoretical and 
aesthetic guidelines established by 
Barragan. However, within this group of 
professionals, it is worth singling out two 
for the quality of their contributions and 
their creativity.

The first is Andres Casillas, who was a 
disciple and later an associate of Barragan's. 
Casillas executed some works with his 
master, and currently excels in house 
design. In these works he has succeeded 
in keeping the spirit of Emotional 
Architecture alive, while reflecting the 
cultural tradition of the Jalisco region.
The use of natural materials and local 
architectonic elements adapted to the 
needs of the climate and to regional 
customs, confer a distinctive stamp on 
his houses.

On the other hand, Antonio Attolini 
stands out for the strength of his buildings 
and the profound conviction of his ideas. 
Similarly, his works are imbued with an 
emotive character, as much through the 
generosity of internal spaces as through the 
use of polyhedral forms which give his 
projects a special touch. The abandonment 
of the rigorous use of the right angle 
corresponds to a personal quest within 
spatial development and to a desire to 
adapt to and harmonize with the terrain.
He too employs materials of natural origin, 
with an emphasis on textures and the use 
of light, to the extent that it becomes a 
plastic element. He has built a large 
number of hous^, for that is his speciality. 
He also designed the Monastery of Jesus 
Maria at San Luis Potosi (1980), whose 
austere exterior dominates the landscape, 
emphasizing its conventual character.

There are countless elements both 
constructive and decorative which make 
up this trend and which can currently be 
found in a large number of buildings. 
However, it is appropriate to say that the 
science of Emotional Architecture can be 
found in various writings by Luis Barragan, 
whose ideas advocate an architecture 
where the words 'beauty, serenity and 
silence' provide modem solutions. These 
ideas have been successfully adopted by 
various Mexican architects who have 
succeeded in realizing important examples 
of recent architecture. □
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Anicmio Attolini, CasaMeniiez, 1983. Mexico DF; 
entrance.
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HOMAGE TO
ALEXANDRIA
Manfredi Nicoletti explores the 
imagery of his plans for a imv library 
at Alexandria, Egypt, which won 
second prize in the UNESCO 
competition, 1989.
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General yipu' the Miiiri Library lo the
Plolemy Hall. t33
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Overleaf: Etei'atims and sections and first letvl plan.

Behw: General perspectiir views and block plan.

The City of Alexandria is in search of its 
own identity. It has 3.3 million inhabitants 
spread along 35 kilometres of seashore, 
and all physical traces of its illustrious past 
have disappeared. Not even a fountain 
stone is left either of its once famous 
Bibliotheca, or of the Lagides Palaces, or 
the old Islamic settlement; only a small 
group of eclectic, art nouveau buildings 
survive in the centre of the City. With very 
few exceptions,
the urban scenery is dominated by 
anonymous, modernistic. International- 
style buildings. Alexandria today does not 
seem to be a pluri-millennial city, but rather 
an enormous, rootless place.

With the design of the new Bibliotheca 
Alexandria we faced one of the most 
tantalizing problems of today: our 
relationship with history and the future.

The rebirth of the Bibliotheca 
Alexandria provides an opportunity to 
revive the lost continuity between past and 
present and to invent a new future for this 
city, It also creates new bonds with 
tradition, not through imitation, but by 
interpreting its spirit. These bonds are most 
strongly evident in the organisation of the 
urban and architectural structure and the 
environmental control of the inner spaces 
- such features were found at their best 
during the so-called Egyptian-Islamic 
Classic p>eriod which spans the tenth to 
thirteenth centuries.

Similar to the al-Azhar mosque of Cairo, 
all the different elements of the new library 
such as museums, schools and conference 
facilities, are assembled in a single 
structure. A lower section, based on a 
square grid modular pattern, acts as a 
podium dominated by two monumental 
and geometrically perfect volumes: the 
tetrahediic form of the Ptolemy Hall (the 
main entrance to the building) and the 
Library Reading Room which is a truncated 
inverted cone, 110 metres wide and 
35 metres high.

Follouingan ancient Mediterranean 
typology, this podium closes itself against 
the winds of the sea and noise of the 
comiche, acting as a continuous wall, 
whilst opening up onto a large inner court, 
a public esplanade, which is the 
distributive heart of the whole complex. It 
opens towards the city in the most inviting
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sunlight while supplying a view of the 
landscape, natural diffused light for 
reading, and shadow and ventilation of the 
internal structure, thus producing a natural 
cooling effect.

The roof of this space is a lens-like light 
tensile steel structure with non-conductive 
thermal and acoustic properties. It is 
p>erforated by a central 'eye' and numerous 
fine fissures which allow diffused sunlight 
to penetrate. The effect thus created evokes 
the image of a stone sky dotted with stars, 
as perceived by Hecateus on entering the 
tomb of Rameses II - believed to be the 
model for the ancient library at Alexandria.

The basement incorporates two 
important structures, both located at 
1.50 metres above the water-table, which 
corresponds to the average sea-level. A 
parking garage for 250 cars is beneath the

manner; through a grandiose portal in Port 
Said Street, threshold of the esplanade.

In controlling indoor microclimatic 
conditions. Western culture deals mainly 
with physical effects, almost disregarding 
the psychological ones. Such a dichotomy 
does not exist within local Islamic 
traditions, where solar radiation, air 
motion, temperature and the quality of 
light and views are used to the benefit of 
both body and mind.

Such a synergic concept has been a 
constant guide in our design. The conical 
envelope of the Reading Rooms utilises the 
sunlight to obtain environmental comfort 
and energy savings. It is formed of two 
concentric walls, separated by two metres 
of air space. Only the openings in the 
internal wall are glazed; those in the 
external wall stop the infiltration of direct

Scheme illuslTaling the use of sunlight and natural 
air-flow to obtain a comfortable working environment in 
the Main Library
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Ailjffi Library 
interior I’ifjii

esplanade, and beneath the Main Library 
are the closed rooms for book storage with 
a seven million volume capacity, On top of 
the main library are the plant rooms, and 
thus the noise and pollution at plaza level 
is avoided.

The flexibility and the extensibility of 
the project are implicit in the constant use 
of a square pattern structural grid and in 
the compactness of the design. Both facU>rs 
allow for change to the internal 
arrangements, for extending the use of the 
underground area and for the construction 
of two additional floors over the low 
building network that welds together the 
main emerging volumes.

The design has faced the inherent 
problems of the low level of local building 
technology and the severe environmental 
conditions principally caused bv the 
proximity to the seashore: strong winds 
and a high rate of sand and salinity in the air.

In spite of the magnitude of the scheme, 
the great simplicity of construction will 
limit the cost of the realization and upkeep. 
The structure is in reinforced concrete,
All the exterior surface finish materials are 
kxral: granite from Aswan and, above all, 
yellow ochre limestone of a light tonality.

Biography
Manfredi Nicoletti is an Italian Architect.
I le holds a Masters Degree in architecture 
from the MIT, USA and is the author of a 
number of books on architecture and 
architectural theory. He is a professor at the 
University of Rome, Italy where he holds 
the chair of Architectural Design.
His vast professitmal practice deals with 
urbanism and architechire, and among his 
major projects are: the new Palaces of 
justice of Rome; the University City of 
Udine; the extension of the University City 
of Rome; the passengers' air-terminals of 
Detroit, Catania and Trapani Airports; 
various hospitals ranging between 600 and 
2000 beds; the design for the Satellite 
Town of the Principality of Monaco; the 
Parking Terminal of Venice; an extension of 
Manhattan over the water.

He has conceived well-known 
innovative structures such as the Helicoidal 
Skyscraper - a 600 metre-high building 
typology, integrating the technology of

suspended bridges to aerodynamic 
principles.

Among the designs in progress are: the 
Subway stations of Rome; the remodelling 
of the entire sea-front of the city of Reggio 
Calabria and, for the Italian Government, 
the urban and architectural studies for the 
Bridge over the Messina Straits - the 
longest span ever built to connect Sicily to 
the Continent.

Main Library - detail of

65
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IAKOV CHERNIKHOV ARCHITECTURAL FANTASIES
This exhibition is organised by the International Forum of Young Architects and the International 
Academy of Architecture with the kind sponsorship of Lufthansa German Airlines. It opened in 
Sofia on )une 23 1989, and is now on the move until 1992, visiting the leading cultural centres of 
Europe, America, Australia and Asia. The exhibition includes over 700 original drawings, models 
and publications by the master, over half of which are on show for the first time.

The centenary of the birth of Iakov Chernikhov, the celebrated Soviet artist and architect, and also 
student and teacher of architectural composition, coincides with a wave of revived interest in his 
work on the part of architectural professionals and critics worldwide,

Chernikhov's most widely known sequence of works condenses and expresses, in an almost 
emblematic way, the aesthetic ideals of Soviet Constructivism. But his woric also encompasses a great 
breadth of architectural thinking, ranging from the mythological folk pnnciples of his "Architectural 
Tales' to the Classicist magnificence of the "Palaces of Communism’ and the Constructivist poetics 
of “Machine Forms’ - a world in close resonance with today's multi-faceted architectural culture.

Maybe the greatest significance of his work lies in the fact that it upholds the tradition within 
which the architectural image no longer remains a technical means for transmitting the architect’s 
intention, but attains an independent value within architectural culture. It becomes a carrier of 
professional ideas not found in architectural practice, and significantly overtakes that practice. 
Whereas Chernikov's books can be defined as research into the artistic ideology of form in 
architecture, his architectural fantasies are in fact an arsenal of conceptions that have only had the 
chance of realisation in the works of his successors within the contemporary avant-garde.

These characteristics of Chernikhov’s legacy place him in one of the key positions within the 
tradition of conceptual thinking in twentieth century architecture,

The organisers of the exhibition of Chernikhov's works are joint founders of the /nternotiono/ 
Chernikhov Foundation, which aims to stimulate and develop the conceptual tradition in architecture 
in the work of the world’s young architects.
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ARCHITEKTURTHEATER 
"RUSSIAN AVANT-GARDE OF THE 
1920s" IN MUNICH 
FACHHOCHSCHULE HALL

Interview with BARBARA KREI5 
by Elizabeth Mayer and Jurgen Rauch, 
Munich.

'The Russian Avant-Garde of the 1920s'. 
This Architecture Theatre delighted 
audiences and colleagues alike with Its 
surprising presentation of the subject; the 
buildings themselves were the leading 
actors. This innovative method of 
presenting the ideas of that era to the 
public decided us to ask the author herself 
about her work.
INTERVIEWERS: Barbara Kreis, you 
have been involved with Russian 
architecture, the avant-garde and the 
aims of socialist realism for more than 
ten years. What special characteristics of 
this period have inspired you to create 
this Architecture Theatre?
BARBARA KREIS: Well, the substance and 
the character of the avant-garde and the 
post-revolutionary era in the Soviet Union 
itself was the basis of this idea. 1 have given 
a lot of seminars on this subject, and I have 
always felt the contradictions between the 
character of this rebellious time and the 
conventional way of presenting its basic 
elements which forces the listener to 
assimilate passively. The young artists at

Wlien we arri\’ed at the Munich 
Fachhochschule, we had no idea of what 
'Architecture Theatre" was - whether an 
institution or the name of a play. Once 
inside the four-levelled hall, we were faced 
with several wood and wire frames, which 
were identifiable as models of 
post-revolutionar>' Russian architectural 
projects. We took our seats. Suddenly, out 
of the dark, the spotlights fell on a giant 
model, we heard music, and the mtxlel 
began to tell its sloiy'. The lights shifted to a 
wire frame, whose voice interrupted that of 
the other model, then a woman spoke ...

Thus on 7-10 and 25 November 1988 in 
the domed atrium of the Munich 
Fachhochschule, the spirit of an extremely 
creative and stirring period in the histon,’ of 
architecture and culture was revived, 
when, under the direction of the university 
lecturer Barbara Kreis, students and young 
architects performed a play on the subject

Conceived, written and directed by 
BARBARA KREIS

Soon after graduating from Berlin 
Technical University, Barbara Kreis went 
to Moscow for a year of research, and to 
the United States for six months. In 1984 
she completed her doctoral work on the 
subject: "Moscow 1917-35 - From 
Housing Construction to Urbanism", at 
the Academy of Fine Arts in Hamburg. 
She is the author of numerous 
publications and has given lectures in 
Soviet architecture, which has become 
her specialist field. She spent six years 
teaching at Munich Technical University, 
and it was during her lectureship at the 
Munich Fachhochschule that she 
conceived the idea of an Architectural 
Theatre.
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Fmf>inent ofihe Proki^ue:Qmiposilioitsfnnu thv
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Pnn’ocaleur" aiuiQniteniporary

Architecture" 1925-1929 “Aitiiotmcer' iimidsf
audience aud models

So, during my lectureship in the winter 
term of 1986/87 at the Fachhochschule,
I decided to break with the old approach in 
my lectures. 1 fell they had to be presented 
in such a way as to make the elan and the 
spirit of the architectural philosophies of 
those days clear to the students. So I 
decided, along with the students, to 
integrate the information and the model 
constructions into a play, so that these 
events could be brought "into the streets' 
for both the students and the public, and 
also to reopen the discussion on todays 
architecture, to make architecture the 
subject of active participation for everyone. 
INT: What gave you the unusual idea of 
letting the buildings speak for 
themselves?

that time wanted to shout out what was 
new to the world, to provoke, and to 
challenge the unimpeachability of the fine 
arts. The fine arts were carried out into the 
streets, and the revolution unchained the 
artists' creative forces. The view of new 
possibilities, the turning away from 
tradition and traditional construction 
materials - all this roused an ardent desire, 
and in the imagination of the young 
architects fascinating projects were bom, 
which for the most part were to remain 
unrealised. None of them worked in the 
direction of a fixed idea of form - the 
projects were manifestos and the results of 
experiments. And it was by means of these 
novel ideas that they brought architecture 
to the public.
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Ahnv: /. C/ifnirA7ic>i' 
G>w/{H>5ifiP»> frvni the 
svrie? 'Fairy Tales of 
luiiusiry’i928-1935

Bfiow: Ari hitekturtheah'r 
MoiM expressing the 
spatial concept of }<ikolai 
Ladoi’skv^ Community 

Hmse

BK: Well, 1 kept in mind the aphorism of 
Phaedrus who asks Socrates whether he 
has ever come across buildings "that 
speak', or those that 'even sing". And I also 
remembered the exciting adventure of 
those 'son-el-lumiere' presentations, as at 
the Chateau of Chambord in France, and 
for me the most impressive experience of 
this kind was on the Registan Square in 
Samarkand, when the buildings of the 
Qu'ran schools surrounding the square 
were suddenly illuminated, and began to 
tell their tale; 'Ja Registan - I am Registan’. 
INT: Which aspects determined your 
choice of the projects and buildings 
making up the verbal antagonism of the 
play?
BK; First of all. Id like to stale that for us in

the West, Constructivism is the only known 
architectural style of those times, because it 
was its representatives who had the best 
contacts with the Western countries. The 
other world of architectural philosophies 
remains closed to us. The Vbsnin brothers' 
design for the Moscow Brandt of the 
Leniugradskaifa Pmviia stands for the 
Constructivist school of thought. The 
representatives of ratio-architecture 
wanted to experience the psychology of 
space; they emphasised the impact of 
exp>eriments and intuition on architectural 
concepts, they intended to intensify the 
feeling of space, to get to the bottom of the 
subconscious, with this fundamental idea; 
'Architecture comes alive through space, 
not through bricks, wood or concrete' -

69



Bp/mi'; Ariliitekturiheater
Gmf<ofitiini fnm the of the
serkf ‘Bases of Lt’itingmiskaya Pravda

buihiifigtScale l:10)bytheQfiitemporary
Architecture’ 1915-1929 U’SHfn

themselves?
BK; Soon after the start of the play, Tatlin's 
Monument to the Third International is 
introduced by the melody of the 
'Internationale', and says: '1 am the spiral 
of life. My secret is the dynamics of 
progress. My extreme height is not caused 
solely by functional necessity, it embodies 
absolute greatness...'

Each building presents its design ideas 
and philosophy and all of them enter into 
antagonisms - with each other and with 
the voice of the people, represented by four 
actors. The Agent Provocateur takes the 
role of the inciting element, the Announcer 
keeps to the background, and the only 
building which has proved its worth in 
everyday life keeps calm during the play

these were the design principles behind the 
Community House by Nicolai Ladovsky. The 
Orator's Platform for Lenin by Lasar Ussitski 
stands for the fine arts as means of 
propagating ideas in the hands of the 
people. The Commune-House by Nikolaev 
embodies the extreme functionalist 
conception of human life, Grouped 
accortling to age, everyone's daily life is to 
be organised into production-related 
routines taking place in the different parts 
of the building. The architect Krutikov 
went even further with his project of the 
F/ynig City symbolising unconditional 
confidence in the philosophy that 
everything can be attained by technology 
and science.
INT: And how do the buildings express
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Top left ^0 right: Omamenf 1914-1930: Bottom left, top right:
t. Cheniikhov Objectless composiliint Compositions from the
Composttion from the from "The Art of series ‘Bases of
series “Aristography" Inscriptm" 1928; Cimtemponiry
1919-1925: Omiposifioiifrum the Architecture’1925-1929
Composititvi from the series “Arisfogntphy"
series “Geontelric 1919-1925

and tries to act as a mediator. This is the 
Sergei Zuyev House by Golosov. Speaking of 
its 'harmony of all movements’, it claims to 
be misunderstood by all the architects who 
have quoted its forms in all the years after 
its construction: 'It's not a question of 
praising or criticising the form, but of 
understanding the aim it stands for'
INT: Not only the statements of 
architecture itself, but music also is used 
to characterise the spirit of these projects 
and their philosophies. How did you 
choose the particular pieces you use, and 
who are the composers?
BK; Reflection on the dictum describing 
'architecture as materialised music’ was 
my inspiration to give expression to the 
buildings by providing them with a

character melody. The pieces are extracts 
from compositions like 'The Bells' by 
Rachmaninov, and Stravinksy's 'Sacre du 
Printemps',
INT: How did you come up with the idea 
of adding the figures of the Announcer, 
the Agent Provocateur and the Voice of 
the People, characterised by the figures 
of Olga Semionova, Ivan Ivanovitch, 
Ludmilla and Victor?
BK: The Agent Provocateur was intended 
as a propagandist in the play, referring to 
important people of the time like Vladimir 
Mayakovsky, the Announcer's function 
was one of a 'realist', and he was in fact 
my mouthpiece, supporting the play and 
creating a bridge linking that situation with 
today.

INT: And what of the role of the 
Peopled Voice?
BK: This represents the people of the time. 
Their words are an interpretation of the 
literature of those days, much in the same 
way that the text I wrote for the buildings 
came from original texts, and quoted the 
VNTitten material of their architects, but 
relating to today's period. Ludmilla and 
Victor, euphoric young people, 
prepared to participate uncritically in the 
process, whereas Olga and Ivan are simple 
people, farmers. The impact that the 
famine and the struggle for the revolution 
had on them did not give them any reason 
to dream high-flown ideas of progress; 
they were concerned with urgently needed 
improvements in their own lives. This

are
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people, Dissention and disharmony 
follows on the heels of the enthusiasm: the 
buildings attack each other. Tliis discord 
amongst the buildings, and the negative 
resonance from the people, destroy the 
dream of these new philosophies of art. 
The epilogue, seven decades later, creates 
the bridge to texlay: the buildings of that 
time are now demanded by the people of 
today. In those* days, the time was not yet 
ripe; but today people have developed to 
such an extent that they want to be 
inspired by those buildings.
INT: Would you say that a positive 
evaluation of the Russian avant-garde 
should today be adopted?
BK: Without a doubt. But, please, not by 
copying their forms. The architecture of

problem of providing for the masses - this 
was the reason that many intellectuals 
were not understtKxi, in spite of their 
self-imposed task of helping the masses. 
The pattern and the structure of my script 
was intended to reflect the rise and fall of 
a dream.
INT: How did you structure your play? 
BK: In a kind of prolt>gue. the Agent 
Provocateur calls out to the consumerist 
and media-spoilt society to pay attention to 
the ideals of the architecture of that time; 
following this, the buildings introduce 
themselves with their melodies and by 
speaking, cr\*ing out enthusiastically their 
ideas and philosophies; and those are 
commented on, applauded and criticised 
bv the different representatives of the
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lhat time was supported by a philosophy 
and by actions that we should somehow 
try to employ today. The architects of the 
avant-garde believed the fulfilment of their 
profession lay in the creation of ideas for a 
new' world, and in bringing these to the 
petiple. A lot of architects these days are 
only after setting up monuments to 
themselves. Our time has become really 
poor in this respect.
INT: Can you see yourself doing 
something similar with another 
architectural epoch, another country, 
other buildings?
BK: This intention is incorporated in the 
idea behind the Architecture Theatre. 
Imagine a quarrel bet^veen post-modern 
copies, and their Renaissance or modem

precedents! But I first prefer to show the 
play about the avant-garde in front of a 
wider audience.
INT: So youd like to perform the play 
again?
BK: With pleasure, Id be delighted to! One 
problem, however, is that most of the 
actors have just graduated, and to do so 
they will have to interrupt their 
professional lives, which will be very 
expensive. We would like to go to Moscow, 
and we are already discussing the 
possibility of taking part in the planned 
‘International R‘stival of the 
Avant-Garde'. But first we are planning a 
tour of Germany in the autumn. 1 am 
thinking about performing the play both at 
home and abroad.
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The theme of engineering ami its architecture began in World Architecture 4 and is ccmtinued 
here. We present an introductioti to the logic and design of tension, especially fabric, structures. 
This is written by John Thornton, a director of OveArup and partners. This isfollotoedbya 
picture essay of the work ofIPL, a West German company specialising in the science. In issue 8 
of World Architecture we will present a substantial profile ofFrei Otto, the moderti father of 
tension structures.

is fundamental to the design of fabric 
structures. A flat piece of fabric has no 
resistance to loads applied normally to its 
surface and can only carry such a load by 
changing shape so that there is a 
component of the tension in the fabric 
which can resist it. The traditional tent or 
canopy carries load by changing shape, 
The roof of a ridge tent will sag due to self 
weight and snow and billow up under the 
suction of wind. A bell tent, however, can 
resist the suction, which is the most 
common load, without changing shape to 
such an extent because it is already curved 
in the direction needed to resist this.

The changes in shap>e and movements 
of these structures are acceptable. They are 
temporary structures made of resilient 
materials and generally not large. Their 
performance satisfies the expectations we 
have of them.

In contrast to these structures, which 
can be designed by rule of thumb, are the 
engineered structures which reflect 
advances in materials and methods of 
analysis. They differ from the traditional 
tent in many ways:
• they are usually permanent
• they are often very large
• they cannot be designed using practical

experience only
• they use higher strength materials
• they should not have wrinkles
• they should not flap
• they are expected not to fail.

Flapping can be very destructive,
especially with some fabrics, but our 
expectations are also higher than for 
traditional structures. We do not expect to 
see wrinkles and flapping; we certainly 
expect them not to fail or suffer the type of 
defects which might previously have been 
accepted.

There are distinct stages in the design 
process: form finding, analysis and fabric 
design, pattern making detail design.

The structures are designed so that the 
fabric has double curvature, like a saddle. 
The curvature in one direction resists 
gravity loads while the curvature in the 
other resists wind suction. The fabric is 
tensioned to pull the roof into shape and 
get rid of wrinkles, to bed down the fibres 
in the fabric so that the extension under 
load is predictable, and to preload the

TGHT
Some of the most dramatic and interesting 
structures that have been built over the 
last twenty-five years have been tension 
structures. A particular characteristic of 
these is that the influence of the structural 
engineer on the design is far greater than 
with conventional buildings. In most 
buildings, within limits, the architect can 
incorporate the structure in his design 
without reference to an engineer. With 
tension structures, and fabric structures in 
particular, the technology is too complex to 
remain within the grasp of all except the 
most technically sophisticated of architects.

A tension structure can be defined as a 
structure in which ties, which are members 
exclusively designed to take tension, are 
major elements. The tie is the most efficient 
structural element since the full section can 
work up to the design strength.

A cable-stayed roof uses ties in 
combination with struts and beams to 
create a framework which can support 
rigid cladding as a secondary element; 
while fabric roofs and cable roofs take this 
a stage further by using ties as both the 
enclosure and a primary structural 
element. Pneumatic structures are a type of 
fabric structure in which the shape is 
maintained by air pressure.

Tents are an ancient form of structure 
which, until recently, have been made of 
natural materials and generally had only 
single curvature, or none at all. Curvature

A traJifionet circus tent structure.

Opposite:
Main picture and lower insert: Lxhibition hall constructed 
from framework arches supporting mechanically 
tensioned membrane pands. Architect, cottsuUant 

engineer, and implementation: IPL Area covered:

10,000
Upper insert: Schlumberger Research Centre, Cambridge, 
U.K. Cable supported, mechanically tensioned membrane 
structure. Architect: Michael Hopkins Associates. 
Cmsultani engineer: Anthony Hunt. Implementation:
IPL Area cowred: 1800 m\
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Pneumatic structure model for swimming pixd roofing, 
Weinheim, Wes/ Gennany. Architect: f&W Lippert. 
QmsuUant engineer and implementation: L Stmmeyer b 
Co. Area covered: 2,000 m^.

because, for example, it overstresses the 
fabric, or inverts under wind load.

Once a suitable form has been found, 
patterns must be specified so that the fabric 
can be tailored to give the correct shape 
when prestressed. The details of seams and 
connections can also be worked out at this 
time.

Models can be used for design but this 
technique is no longer used for significant 
structures, except for visualization in the 
early stages; specialized computer 
programmes are used instead. This is not to 
say that design is sfanply a question of 
feeding numbers into a machine. The 
computer is only a tool to help the designer, 
who must have a thorough understanding 
of the stnictural behaviour and the limits of 
the computer model and programme.

The point of this is to illustrate how 
fabric structures are technically perhaps 
the most difficult to design. They have 
their own internal logic which is 
unforgiving to those who seek to impose 
stylistic decisions on the design. The 
architect, clearly, can contribute to the 
choice of the overall form and boundary 
conditions, if he understands the 
principles. Beyond that point the design is 
driven by the engineering which is the 
reason why, with a few exceptions, fabric 
roofs have been largely designed by 
engineers.

Fabric roofs can provide economic cover 
and span large distances, given sufficient 
space and supporting structure to generate 
the necessary curvatures. Being light and 
flexible they can adapt to extreme 
conditions such as earthquakes. A lot of 
energy can be locked into the structure, 
however, and the design must take into 
account the possibility of failure of the 
fabric or a cable. The consequences of the 
failure of one element must be limited: it is 
unacceptable if a tear in one part of the 
fabric could cause the collapse of an entire 
roof. It may be that damage in one part will 
be self-limiting and that alternative load 
paths in the fabric will be found, but it 
might also mean introducing extra 
structure to provide secondary load paths. 
Again, this requires a detailed 
understanding at the engineering level.

Probably, though, the main reasons for 
choosing to design a fabric structure are the

fabric against the external loads to be 
applied. The fabric will not go slack and 
flap if the amount of prestress has been 
chosen correctly.

It is not possible simply to draw the 
shape of a roof and construct it. An 
approximate shape can be drawn which 
satisfies the criteria of double curvature, 
appears to have reasonable radii of 
curvature and defines boundaries and 
supports. The actual shape is determined 
by the geometry of the boundaries. A soap 
bubble has a unique shape for a particular 
boundary and the surface of a fabric roof is 
usually made to the geometry' of the soap 
film.

EXPO '64. Lausanne, Su'itzerland. Mechanically 
tensioned sails suppiirteJ by ridge and boundary cables. 
Architect: Saugey. Qmsultant engiiieerand 
implementation: L Stmmeyer b Co.

When the geometry of the form has 
been defined, it is analysed for the various 
load conditions. This analysis is 
complicated by the fact that these 
structures are non-linear, which is to say 
that the response to a change in load is not 
directly proportional to the change. This is 
because the geometry and the material 
properties vary under load. A new 
geometry must be found if the analysis 
shows that the form is unsatisfactory
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computer pbl of a lypcial. 
saddle-like, double 
cun’alure fabric structure. 
IPL

dramatic and beautiful forms which can be 
achieved and the quality of space and light 
under them. Unfortunately, many fail to 
achieve the clarity that the concept 
suggests. Sometimes the form itself is 
unattractive but in many cases the root 
cause is the designers' inability to look 
beyond the overall concept and recognize 
the inherent restrictions and 
contradictions.

The contradictions exist at both the 
technical and formal level. The main 
technical contradiction lies in the 
magnitude and position of the loads 
delivered to the supporting structure and 
the failure to achieve in this the same 
elegance and clarity as in the fabric; in 
concept, size and detail. Although the roof 
is itself light, the snow and wind loads are 
the same as for a conventional structure. 
These loads are converted into tensions of 
several tonnes per metre at the edge of the 
fabric while catenary boundary cables 
themselves can generate very large forces 
by virtue of their shape. This usually 
means large horizontal forces at some 
distance above the ground, where they 
may be awkward to deal with without 
heavy structure. To achieve double 
curvature, the roof must be held some 
distance above the ground, which can 
cause struts and masts to have large 
diameters. Non-rectilinear structures can 
generate awkward connection details.

The formal problem is how to deal with 
the edge. The ^st roofs have no walls and 
float above the ground, to link the free 
form of a fabric roof with the more rigid 
form of a wall seems clumsy as well as 
being technically difficult.

The danger of these structures is that the 
demands of the technology are such that 
they can overwhelm the design and 
exclude the non-specialist; those who 
understand the technology do not always 
produce the best designs, in the broadest 
sense. Many of the structures lack the 
necessary balance between form, detail 
and context; others are technical tours de 
force which impress with their virtuosity 
while lacking the essential feeling of 
rightness. But, with the right designers and 
circumstances fabric roofs can achieve an 
elegance matched by few other 
structures. □

IPL: A SNAPSHOT R^SUM^ 
OF TENSION AT WORK
IngeniL'urplanung Leichtbau GmbH. (IPL) 
of Radolfzell, West Germany, are 
consultants in specialized lightweight 
structures, and they have shared in the 
development of tensile structures having 
designed and developed 450 such 
structures since the company's foundation 
in 1974.

Harald Muhlberger, founder and sole 
owner of IPL, is a graduate in structural 
engineering of the University of Stuttgart, 
and prior to founding IPL he worked with 
L. Stromeyer, Peter Stromeyer and Frei 
Otto. He is a member of the West German 
government's expert commission for the 
application of plastics in buildings, as well 
as a member of the German DIN-standards 
committees - DIN 4112 Flying Structures, 
and DIN 4134 Pneumatic Structures. IPL 
also has close relations with City 
University, London.

The engagement of Muhlberger and his 
team (IPL has 10 stafO in these structures 
has given IPL much experience in material 
developments, structural and erection 
techniques as well as the design of tension 
structures. Experience on the job is what

IPL has built on during 16 years of 
existence.

IPL works in the following areas:

Creative structures

Space for creativity 
Corporate identity 
Something new

Recreation space 
sports/leisure/multipurptise 
music/concert halls 
theatres, open-air theatres

Exhibition space, fairs

Technical applications

climate control shelter 
environmental control shelter 
sewage/water/wasle treatment

industrial space 
st()rage/protection 
pollution protection 
aircraft shelters/hangars

agricultural shelters, greenhouses
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Roofing for open spaces/sheiters, WORLDEXPO '88. 
Bri^ane. Australia. Cable-supported, mechanicallif 

tensicmed membrane panels. Architect, consultant 
engineer, and implemenlatim: IPL 
Above and iwffom right: Ttfpical structures.
Left, lap to bottom: Initial computer studies; wind tumel 
testing of scale model; finished structure.
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Isometric view of a typciel mast head. /PL

IsoPKfric view of a typical mast foot. /PL
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Computer study for 
bridge covering. 
MechanicoUy tensiotied 
rtKmbrane structure 
supported by bent steel 
tube arches. IPL

Below and black and white sequence: PVC retractable 
roofing over a swimming pool. Pusseldorf, West Germany 
Architect: DyckerhoffSr Widmann. Consultant engineer 
and implementation: IPL Area covered: 1900 ml

Computer study showing solid modelling of 
membrane structure. IPL
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Aboiv and right: Diplomatic Club, Riyadh, Saudi Arabia. 
Interior and exterior views ofdcnjble ^in PTFE-Fibreglass 

structure. Architect: Omrania/Otto. Consultant engineer. 
Happold Bath, tmptementafim: IPL
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Lakeside Concert Pavillioii, Radolfzell. West 
Germany. Mechanically tensioiised stainless ste^ 
cablenet structure, and stainless steel mast, with 500 mni 
mesh width, supporting transparent polycarbonate plates. 
Architect, engineer and implementation: IPL
Area coivred: 300 m^.

Aboiv right: Night vieu' loith illuniiiiated mast.
Right: Computer plot of cablenet structure.

Left: Sports Complex, King Abdul Aziz Uniivrsily leddah, 
Saudi Arabia. Mechanically tensiceied steel cablenet 
structure, with 500 mm mesh width, supporting outer and 
inner PVC coated polyester skins. Architect: 
Culhrvd/Otto. Omsullant engineer Happolii Bath, 
tnipkmentatim: IPL. Area covered: 10,000 m^.

Top: Interior vieu> during construction.
Middle: Rwf construction detail.
Bollont: Cablenet structure during construction.
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THE DEVIL’S 
THRESHOLD

Jeremy Myerson ami Robert Silver look at the secure threshold.

The door governs Ihe relationship between 
a building's users and its visitors. In Japan, 
the great tea master Sen-no-Rikyn, who 
lived from 1521 to 1591, designed his 
teahouse so that visitors had to enter 
through a mjirigtichi (a 'kneeling' entrance) 
which was a space in the wall just 72 
centimetres square. This entrance made the 
space inside appear larger, and it required 
the person entering to adopt the posture of 
humility appropriate to the tea ceremony.

Doors mark the transition from one 
space to another. It could be from public to 
private (for example, from street to house) 
or from one function to another. Thus 
doors have become metaphors for 
transition in commonplace language as 
well as the architectural vocabular)’; doors 
of opportunity open in advertisements 
while in Western Europe grooms carry’ 
brides across the threshold at the start of 
married life.

An account by the nineteenth century 
traveller Richard Burton in Architecture of 
the Islamic World (edited by George Michell, 
Thames & 1 ludson) refers to the practice in 
Harare of using a man's door as security in 
litigation. Burton wrote that 'when a man 
rejects a summons, his dtwr is removed to 
the royal courtyard on the first day; and on 
the second, it is confiscated'. The point of 
this action is that it removes the barrier 
between private and public space: it 
removes the very thing that makes the 
house secure, and turns private space into 
public.

Many cultures attach special

significance to the door. In Islamic 
architecture, the building of each new 
Swahili house begins with its most 
important element - the door. In many 
Muslim countries, door frames are 
decorated in blue to combat the power of 
evil. Blue is the colour of water which the 
devil cannot cross. Anthropomorphic 
decoration found on entrances in dwellings 
in the Upper Volta of West Africa serve a 
similar purpose: to ward off malevolent 
spirits. These spiritual forms of security 
acknowledge that the entrance is the weak 
point of any building, but why can't the 
devil simply come through the walls?

The spiritual dimension of the door is 
not confined to the third world.
Throughout modem industrial Europe and 
America, Orthodox Judaism uses a 
mezzuzzah or tiny scroll attached to the 
door of each room to effectively bless the 
house and people who live in it.

Dooruays, then, have rich spiritual and 
symbolic values. Yet much twentieth- 
century architecture has ignored these 
values. Historically too, doors have 
expressed welcome while denying access, 
by disguising security in decorative 
ironwork or glasswork. However, in many 
contemporary settings the security aspect is 
paramount, with no aesthetic invitation to 
the visitor or visual consideration for the 
passer-by.

Why this should be can partly be 
attributed to the unprecedented dangers of 
the age we live in. TTiere is also the legacy 
of the mexiem movement. The writer Tom

Oppcsiie:

Top: The tVes/ Germany company Metallban Mockmuhl 
GmbH, isaie of ihe leading manufacturer?, of high quality 
ritwrs. Here we are s/iou'ii Ihe plans and elevation of one of 
their rewlving itoors.

left: Highly decorated dix’rs rri Oman. Nate the 
predominance of the colour blue, used in some countries to 
keep uuf the devil.

Bottom right: Traditional doors in the United Arab 
£»itraft*s showing combined timber and metal decoration.
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Like wrought iron, doors made of glass 
allow visual but not physical access to 
protected spaces or buildings. Glass doors 
were first introduced in the Hague in 
Holland in the seventeenth and eighteenth 
centuries as a way of letting more light into 
the building and as a sign of wealth. Today 
Wolfe, author of From Our House to 
Bauhaus, argues that Walter Gropius, Mies 
van der Rohe and the other 'white gods' of 
the modem movement did away with the 
age-old law that grand buildings need 
grand entrances. The result of returning to 
'the year zero' in building design was that 
architects effectively started doing away 
with main doors in corporate buildings.

Tom Wolfe has said: 'You've probably 
had the experience I've had. You go to one 
of these buildings after working hours, and 
you've got an appointment with someone 
who is working late, and you can't find the 
entrance. You start pushing on these slabs 
of plate glass and they never open. It 
becomes tike one of those casebook dreams 
where you're desperately trying to make 
progress and you're getting absolutely 
nowhere.'

Traditionally, the wealth of decoration 
on the door represented the affluence and 
status of those who lived behind it. This 
decoration may have been superfluous to 
the utilitarian requirements of the door but 
it was a subtle and sophisticated way of 

^ expressing the security that financial 
success brings.

Decorative wrought iron proved an 
ideal disguise for the security function of 
wooden doors and it proved capable of a 
range of artistic and emotional expressions 
depending on how it was used, W'roughl 
iron gates and grilles became popular in 
many parts of the world, especially Europe 
and America. In the French countryside, 
baroque gates would stand in front of the 
chateau, allowing a view of the house from 
afar but also acting as a first line of defence 
against unwanted intruders. In Spanish 
cathedrals, wrought iron doors screened 
off the side altars from the main aisles - 
enabling the faithful to see and pray in 
front of a particular altar, but preventing 
the godless from stealing the church 
furnishings. WVought iron allows you to 
look into forbidden places whilst keeping 
you firmly in your place - without.

a

j

Lotegrotv and Brown have created a beautiful and 
ingenious design. An 'intelligeni" door which redefines 
the meaning of threshold, barrier and securitrf.
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glass is especially used in entrances of 
public buildings such as department stores 
or hotels which aim to entice and seduce 
people inside to spend money. The ability 
of doors to progressively conceal then 
reveal the innermost secrets of the 
buildings they belong to, is part of the 
armoury of visual strategies open to the 
architect. And although historically doors 
have been made of glass, wood, wrought 
iron or bronze, the twentieth century has 
added a new material to the repertoire; 
plastics.

Plastics have not enjoyed sustained 
success in interior design- Many architects 
and designers attribute this to the rampant 
nostalgia within the industry. Classic looks 
call for classic, natural materials, from 
woods to marbles. But just as plastics were 
first introduced to replace valuable natural 
materials such as tortoiseshell and ivory, so 
they now have a role in interiors to replace 
the use of hardwoods currently tom from 
the fast-disappearing tropical rainforests.

To encourage this trend, US multi­
national General Electric recently invested 
£ 2.4 million in a Plastics Concept House as 
part of a 'living environment programme'. 
Fifteen industrial design consultancies 
were selected to take part in the project. 
Among them, UK designers Lovegrove and 
Brown chose to tackle the door because 
'the door is still in the iron age'.

Doors, like chairs and light fittings, fall 
into that crossover area between 
architecture, furniture and product design. 
Lovegrove and Brown developed a new 
product with a high technological content: 
it is undeniably a door but it could have 
been a refrigerator or TV set.

Plastics enable the door to have a 
smooth curved finish: the curved 
polyurethane frame prevents clothes 
catching on sharp edges and incorporates a 
host of additional features. Research 
revealed that people open doors with their 
had at chest height but pull them shut with 
the hand below the waist. So Lovegrove 
and Brown have set polyurethane handles 
at different heights to suit the functions. 
The latch is released electronically by 
applying slight pressure to the handle: this 
flexes the door's edge and creates a gap for 
light to reach a photosensitive cell, which 
activates the latch.

• mo 9
* ere •lin

There is a glass window in the door with 
a liquid crystal display showing time, date 
and temperature. The glass is opaque but 
heat-sensitive: touch it and you can peer 
into the room to check a sleeping child, for 
example. A sprinkler system on the top of 
the frame provides fire resistance, and a 
wide range of finishes and textures are 
intended. Brown and Lovegrove say their 
plastics door can be transformed by 
removing panels and by photographic 
surface transfers, to look like anything 
designers want. The transformation they 
dread is a simulation of natural wood.

Lovegrove and Brown's high-tech door 
has fixed attention on the function and 
symbolism of one of the most under­
utilised elements in modem 
architecture. □

Detail of Lovegrove and Brown's all-plastic door.

87



Balmy buildings aloft 
on the cumulus of 
Princely Principles

A vision of Britain
by HRH the Prince of Wales, 
Lcnidon, Neiv York, Toronto, 
Doiibleday, 1989, £16.95 
So this it it? The book of the 
BBC television film that caused 
the furore with the Prince's 
views on architecture, especi­
ally in historic cities and in the 
countryside. He excludes, quite 
specifically new towns where 
indeed he says (p 85): "Perhaps 
we should give the best contem­
porary designs a sporting 
chance?" Of course he has 
views about "the best".

But what about the book 
itself? Well it's handsome: hori­
zontal format, lots of colour 
pictures, large type, much of it 
italic. Occasionally one is tom 
between reading on or stopping 
to peruse extended captions.

And the contents? A bold 
introduction on personal likes 
and dislikes; 24 pages of these 
applied to various towns and 
cities, to individual buildings. 
There's the famous trip down 
the Thames from the film, in­
cluding Docklands; schemes by 
Foster, Farrell, Wilson, Stirling; 
the Paternoster Square 
Competition; the Prince's 
"Ten Principles* (or "Ten 
Commandments") and a 
community-induced conser­
vation scheme in London.

There are the Prince's views

on the architecture of his ances­
tors and their patronage of 
Inigo Jones, William Chambers, 
John Nash and Henry Cole. 
There's a further catalogue of 
likes and dislikes, a section on 
Glasgow, then the Prince's 
views on drawing. There's Leon 
Krier's scheme for the Prince at 
Dorchester, in the context of 
Saltaire, Blaize Castle Hamlet, 
Letchworth, Bedford Park and 
Seaside.

There's fighting talk for 
those architects who want to 
muzzle the Prince on "their" 
subject; comments on the 
charge of "pastiche" against 
those who do classical designs; 
the need for a revival of the 
crafts. There's a plea for the 
"reappraisal of our values' - 
especially spiritual values - and 
the importance of architecture 
as the "outward expression of 
an inner inspiration" best 
summed up in the Prince's own 
words: "We must concentrate 
on creating environments in 
which people can prosper 
psychologically as human 
beings, not merely as cogs in a 
mechanical process."

So it's not the most tightly 
structured of books but what 
are the findings? That the 
Prince dislikes large lumpen 
masses of building looming in 
any environment: rural, small

town or historic city; but he does 
like large buildings with 
intricate skylines and intricate 
detail such as the Houses of 
Parliament. He dislikes brutalist 
concrete, the anonymity of 
large, unrelieved scaleless 
surfaces especially if they be in 
horizontal bands. But he likes 
the small scale, the intimate, 
the decorated, be it the indigen­
ous vernacular of the Cotswolds, 
the gothic, the classical, the arts 
and crafts and, though he denies 
it, the post-modem (Dorchester 
Hospital, offices in Comhill, 
housing by Jeremy Dixon).

I agree with some but not all 
of his assessments and with his 
view that all great urban design 
- he ranges from Sienna to 
Seaside - has been based on 
formal, articulated planning 
codes or rules.

Like so many others who 
think something is wrong he 
defames architectural educa­
tion. His advisors have told him 
that the schools do not teach 
measured drawing, the orders, 
classical design, that they 
ridicule students who try to do 
these things. But one school 
(Portsmouth Polytechnic) has 
been teaching them, by student 
demand, since 1979 as part of a 
commitment to pluralism!

So what's new, or ostensibly 
so, in the Prince's "Vision"?
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The Ten Principles are at 
least new, in the way he sets 
them out; 1) a sense of Place;
2) a sense of Hierarchy by the 
marking of entrances and so 
on; 3) Scale; 4) Harmony;
5) Enclosure by building 
around courtyards and squares;
6) Materials - especially local 
materials; 7) Decoration - 
especially if it be arts and crafts;
8) Art embodied in rather than 
stuck next to architecture;
9) Signs and Lights enhancing 
rather than defacing buildings;
10) Community, not only in the 
process of designing but in the 
later lives of buildings and 
those who live there.

The Prince lays no claim to 
originality. So it would be 
strange indeed if there were no 
echoes of the classical tradition 
from Vitru\ius onwards; the 
Picturesque of Humphrey 
Repton and many others; the 
'GikkJ ard Bad Manners' of 
Tristan Howards. But the mood 
of the Princes 'Vision' seems 
presaged most clearly by 
Christian Norberg-Schultz and 
Christopher Alexander. 1 can't 
think the Prince will have read 
'Genius loxi' - 1 find it almost 
impenetrable - but the Spirit of 
the Place is there alright.

He is closer to Alexander's 
'Pattern Language' but the 
latter has 253 'Patterns' and 
the Prince has ten 'Principles'. 
Some of them are the same, or 
similar and some of the Prin­
ciples embody several Patterns. 
Such as Alexander's 7) The 
countryside; 45) Necklace of 
Community Projects; 61) Small 
Public Squares; 102) Family of 
Entrances; 114) Hierarchy of 
Open Spaces; 115) Courtyards 
Which Live; 122) Building 
Fronts and so on. And the 
Prince's favoured examples 
consistently include several 
other "Patterns' such as:
21) Four-Storey Limit;

95) (Intricacy of) Building 
Complex; 116) Cascade of 
Roofs; 117) Sheltering Roof; 
and 119) Arcades. I’m surprised 
that 'Four-storey limit' does 
not figure as a Principle!

So if what the Prince says is 
so familiar, why the angry' 
response from much of the 
British architectural profession? 
Clearly because he doesn’t like 
their buildings, but nor do 
many of the public! We should 
remember that in 1984, when 
Prince Charl^ fired his first 
broadsides, he announced his 
interest in two causes: for alter­
native medicine and against 
modem architecture. He would 
see which caught public atten­
tion. There was a fairly resound­
ing silence on alternative 
medicine. 'All a bit cranky' the 
public seemed to say. So he 
can't be accused of forming, or 
even manipulating public taste. 
But, say his opponents, he 
interferes with the process of 
planning. His devastating one- 
liners, such as 'glass stump' of 
a Mies tower commissioned for 
London by Peter Palumbo or 
'montrous carbuncle' of ABK^ 
Extension to the National 
Gallery, caused planning per­
missions to be refused! But in 
each case there was an intensive 
Public Inquiry, in each case the 
Inspector heard a mass of evi­
dence, analysed it and produced 
a closely argued Report. In each 
case permission was refused.

I spoke against the Mies on 
grounds of building performance 
and despite a last minute 
'corridors of power' attempt to 
intervene by Mrs Thatcher we, 
the opposition, won. (Which 
would you rather have: an out­
spoken Prince or a manipulating 
Prime Minister?) After which 
Palumbo bravely commissioned 
james Stirling. The Prince 
likened the latter's design to a 
'1930s wireless' which - like

his 'glass stump' remark - had 
not the slightest effect on the 
Inspector's decision: the 
'wireless' is to be built!

No, his opponents are stuck 
in that historic, early tw'entieth- 
century mode; the avant-garde 
in which you had to be unloved 
and even shocking to be modem. 
That avant-garde had an 
historic course to run which it's 
mn. The day-follows-night 
reaction is the 'we want to be 
loved' of post-modernism and 
not just in architecture either.
Like anyone attuned to the 
spirit of this age the Prince 
wants paintings which look like 
actual things, music with tunes, 
poems that rhyme, and archi­
tecture that people can love; 
you can't get more post­
modernist than that!

Modem/post-modem? The 
acid test for me is building 
performance; the fit of space to 
activities, environmental 
filtering; symbolism; economic 
performance, environmental 
impact and so on. That's why 1 
opposed the Mies but not the 
Stirling! For according to my 
criteria some modem buildings 
are superb and others quite 
dreadful. Some of the Prince's 
likes are splendid too; and 
some are not. The slanging 
match is absurd. We need 
sounder bases than slogans: the 
Prince has his Principles, I have 
my 'functions' and if others 
don't like them they should 
write their own. Not vague 
platitudes about the spirit of the 
age - by which they seem to 
mean the brave new world of 
the 1930s - but actual criteria 
for judging the good, the bad 
and the indifferent. Then we 
can have a proper debate to the 
agenda so splendidly suggested 
by the Prince. □

The Prince of Wales: Right or 
Wrong? An Architect Replies
byMaxivell Hutclihison, London 
& Boston, Faber, 1989, £4.99 
(US$8.95>.

In 1939, when the war 
started, I was in England as a 
student of the Architectural 
Association. I was in England 
again in 1943 during the V-1 
period (1 missed the V*2s by 
returning to Italy to take part in 
the Resistance). Nowadays, 
should a Royal architectural 
V-3 be falling on the United 
Kingdom, I am quite prepared 
to leave for London, Glasgow, 
Edinburgh or wherever and 
fight for creative freedom and 
democratic conduct.

This does not seem to be 
necessar)', however. Maxwell 
Hutchinson's book The Prince of 
Wales: Right or Wrong? - an 
Architect Replies testifies that 
foreign help is not essential. 
British architects know only Ux) 
well who are their enemies: 
academicians, blind conserva­
tives, eclectics, post-modernists 
and pathetic lovers of the 
vernacular and picturesque. 
They are also perfectly aware of 
an insidious, vicious "fifth 
column' made up of a few 
cynical critics willing to support 
simultaneously pre-modem, 
post-modem, late-modern, 
neo- modem, together with 
what His Royal Highness 
approves and what he does 
not like.

I lutchinson is not simply an 
apologist for the modem move­
ment. He recognizes its nega­
tive aspects and sometimes 
comes down rather hard on 
fundamental experiences of the 
welfare state, specifically on the 
London County Council work 
and on the Festival of Britain. 
What he refuses to accept is the 
indiscriminate waste of the 
splendid patrimony, lx)th 
linguistic and social, of the last

Geoffrey Broadbent
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in 1926, He continued to work 
throughout the 'Modem 
Movement' years, adopting a 
more formalistic approach 
which culminated in the design 
of Rijksmuseum Kroller-Muller 
in Otterlo.

The section of the book deal­
ing with the post-1920 projects 
held the most surprises, at least 
for this reader. Van de Velde has 
been celebrated as an 'Art 
Nouveau' architect and 
designer, and his later work has 
been largely ingored. Several of 
his houses, however (including 
the Wolfers house in Brussels 
{19‘̂ 0), La Nouvelle Maison, a 
house for himself in Ter\oiren 
(1927) and work for E>r. 
Martens), assume the formal 
language of modernism as 
competently as his early work 
demonstrated the individuality 
of the craft ideal.

This book, therefore, 
provides an impressive photo­
graphic survey of van de Vfelde's 
achievements... perhaps 
confirming the architects 
conviction that his work in 
design and architecture in­
volved an art parlaiU. The text, 
however, is less penetrable. 
Klaus- Jurgen Sembach did not 
set out to provide a biography, 
or a monograph; his aim was 
'to detach the most important 
of the many facets presented by 
the artist van de \felde, the 
architectural oeuvre, and to 
present it in sharp focus, and 
without distractions'. With an 
architect as complex (and as 
active) as van de \felde, how­
ever, any consistency of focus is 
difficult to achieve, mainly 
because of the problem of 
relating Iheor)' to practice over 
so long a period. The larger part 
of the book contains photo­
graphs and descriptions of the 
major buildings; the text is a 
series of thematic essays 
relating to van de \^lde's

The danger we face is not of 
being too modem but, rather, 
of not being modem enough. 
For the first time we have the 
knowledge and the means to 
create a paradise or a rubbish 
tip on earth. The choice is ours.' 
With His Highness' blessing 
or not. □
Bruno Zevi

revolutionary' whose income 
and independence was 
sustained by a bourgeois 
revolution of wealth and 
enterprise. For most of van de 
Velde's clients and supporters in 
the years leading up to the First 
World War formed part of that 
growing network of wealthy 
European intelligentsia who 
were prepared to spend either 
their own money or that of 
their patrons on museums, 
theatres and art galleries, as 
well as on the lavish private 
houses that bourgeoned in the 
suburbs of European cities: the 
Kroller-Mullers in Holland, for 
example, Karl Ernst (Dsthaus 
and Count Harry Kessler in 
Germany. So the early vision of 
'regenerating the appearance 
of things' by designing only 
those forms which could 'be 
easily manufactured or re­
peated by modem machinery' 
had to be tempered by the 
experience of matching his 
ideals to those of sophisticated 
and demanding clients.

Van de Velde was 51 when 
the First World War broke out. 
He was by then well estab­
lished in Germany, and was 
working in Weimar, where he 
had built a delightful house for 
hinriself, as well as the now 
famous Art School with its 
adjacent Craft School. Other 
projects were planned, but the 
war shattered van de Wide's 
career in Germany. He had to 
leave the country, and since he 
was determined to continue 
working as an architect, he had 
to adapt his ideals to changing 
ideologies. He slowly re-estab­
lished himself, first in Holland 
(mainly through the patronage 
of the Kroller-Mullers), and 
then in his native Belgium 
where he was involved in a 
scheme of Stalinist monument- 
ality for the Left Bank of the 
Schede in his native Antwerp

fifty years. 'Community archi­
tecture' cannot be achieved by 
preposterous mixtures of 
Parthenon and Siena, authori­
tarian order and futile permis­
siveness. Our built environment 
will not be improved by using 
those superficial, retinal atti­
tudes which evaluate architec­
ture only for what it looks like, 
and not for the way it is lived 
in. The vague and confused 
desires of the heir to the throne 
have long since been intelli­
gently expressed in Ian Naim's 
Outrage, Gordon Cullen's 
Toumscape and particularly in 
the concept of the neighbour­
hood unit. The Prince's 'Vision' 
is really innocent of ideas.

In Italy we had some trouble 
with the monarchy (in 1899 we 
had to kill King Umberto 1, in 
1943 we kicked out King 
Vittorio Emanuele 111 and, 
immediately after, his son 
Umberto II). As a consequence, 
our architecture can draw no 
benefit from Royal tastes and 
feelings, nor from unconstitu­
tional interventions on artistic 
problems. We lack the equiva­
lent of Prince Charles' ten 
platitudes, or 'commandments', 
a cocktail of Romanesque and 
Neo-Classical quotations, and 
we lack a 'Vision of Italy' full 
of cliche, nostalgia, pseudo- 
historic memories and 
rhetorical mythologies.

In the foreword to 
Hutchinson's book, Richard 
Rogers summarizes the 
arguments of the anti-anti- 
modems: 'Departure from 
tradition has always provoked 
ferocious controversy... The 
defence of modem architecture 
is a daring thesis in the present 
climate in which the architect is 
blamed for many of society's ills 
... Architecture mirrors society, 
its civility and its barbarism ... 
Ours is an age of business 
giants and cultural pygmies ...

Henry van de Velde
by Klaus-jurgeu Sembach 
Loftdon: Thames & Hudson, 1989 
£30.00

Henry van de Wide was 
bom in Antw’erp in 1863; he 
died, still working, 94 years 
later in Switzerland - a formi­
dable lifespan in formidable 
times for a self-taught architect 
inspired by nineteenth century 
ideals of social commitment. 
Van de Wide, according to 
Klaus-Jurgen Sembach, was 
'a representative of that 
contradictory type, the 
bourgeois revolutionary... 
whose mission foundered on 
the conflict between ideal 
concepts and material reality'

Van de Velde's 'ideal 
concepts' were inspired by the 
example of William Morris.
He had trained as a painter and 
was beginning to make a name 
for himself in France, when, 
prompted by social conscience, 
he decided to devote his life to 
design and architecture. He 
designed and built houses, 
theatres, exhibition halls and 
art galleries; dedicated to the 
ideal of the Gesamtkunstwerk, 
as well as beauty for all, he 
designed his projects down to 
the last details - from furniture 
to door handles; and as well as 
designing dresses for his wife 
and daughters, he designed 
books, typefaces, posters, and 
packaging — a 'bourgeois

90



activities and ideals. These 
essays are interesting but they 
fail as an assessment of van de 
Velde's achievements, either 
within his own, his contem­
poraries', or any other terms of 
reference.

The author has assembled 
an impressive and comprehen­
sive selection of photographs 
and plans of van de Velde's 
work, and the book is the first 
in English to attempt to convey 
the whole range of the 
architect's achievements. (One 
minor, but vital point: someone 
should have informed the 
blurb wTiler that van de Velde's 
'new School of Applied Art’ 
is in Weimar, not Dessau, as 
stated on the bookjacket. 
Walter Gropius will be turning 
in his grave, and Sembach will 
be none too pleased!) □
Gillian Naylor

with - all the chief artistic 
movements of the first half of 
the twentieth century.

Early drawings indicated 
Chemikhov's ability as a 
natural draughtsman. Sparse 
landscape settings, beautiful 
life drawings and student 
architectural drawings provide 
a salient starting point for an 
artist whose work displayed all 
the bubbling enthusiasm of an 
initiate teacher. These drawings 
are little known, The 'Fantasies', 
of course, are well known in 
the text books such as his 
FutuiainetttalsofCotitetniJomn/ 
Arc/iitecfure published in 1930 
but were drawn in 1927. 
Certainly it was Architectural 
Fantasies: 101 Compositions in 
Colour published in 1933 that 
people of my generation 
responded to when it was 
rediscovered in the 1950s.

In this book the various 
periods of architecture 
expressed are depicted in the 
form of Architectural Fantasies. 
'These fantastic drawings have 
a remarkable dynamism uncon­
strained by the conventions of 
the time. 'They constitute, as Dr 
Cooke points out in her lucid 
introduction, the most fully 
developed architectural images 
of Chemikhov's 'modernist 
period'. Their importance 
today will surely be further 
enhanced when the fantastical 
world of Iakov Chemikhov is 
positively connected to the 
current interest in 
Neo-Constructivism and 
Deconstruction in architecture. 
Side-by-side with this will be 
the sheer enjoyment that 
anyone has in viewing the 
inspirational work of modem 
architecture's Piranesi at the 
exhibition and through the 
pages of this well presented 
and colourful catalogue 
book. □
Dennis Sharp

Shorter Notices
Following the success and 

format of their earlier book on 
Sigurd Lewerentz, the enter­
prising Swedish publishers 
'Byggforlaget' have issued a 
volume on the lAA 
academician Ralph Erskine. 
'This Swedish language 
publication comprehensively 
covers Erskine's career from his 
training in London during the 
1930s, through the familiar 
Swedish, British, Finnish and 
Arctic Circle projects to recent 
schemes such as the elegant 
and original low scale Matsal 
at St Goran's Hospital in 
Stockholm (1985-86). An 
English language version of this 
book compiled by Mats Egelius 
will appear shortly.
Among a plethora of new 
architectural biographies are 
books on the Dutch Master 
H.P.Berlage (1856-1934) 
compiled by Sergio Pulano 
with contributions from Fanelli 
and van Rossum (London 
1989). The eccentric, idiosyn­
cratic and all-American archi­
tect Bruce Goff (1904-82) by 
David G de Long (Cambridge, 
Mass. 1989) and a detailed 
study of the buildings and life 
of Lois Welzenbacher (1889- 
1955) an important, if 
somewhat overlooked 
modernist, by August Samitz 
(Salzburg, 1989).

A welcome addition to the 
gradually expanding area of 
architectural criticism is the 
third volume in the Aga Khan 
Award for Architecture 
Seminar series edited by Robert 
Powell entitled Criticism in 
Architecture (Geneva/ 
Singapore 1989). □

Iakov Chemikhov’s 
Architectural Fantasies
Catherine Cooke and Andrei 
Chemikhozf (Eds), Lotidon, 
Architectural Eksign Profile 80, 
1989 paper, E7.95

The retrospective exhibition 
of Iakov Chemikhov's Architec­
tural Fantasies which opened at 
the time of the Sofia Biennale 
last year showed a staggering 
volume of work. This fully 
documented issue of AD 
Profiles forms the exhibition's 
catalogue. Many of us were 
excited at the prospect of seeing 
the drawings of this inspira­
tional teacher and artist, but 
few of us, I imagine, expected 
to see so much and so many 
different techniques. 
Chemikhov's prodigious 
output is represented in the 
exhibition (now on tour), by 
drawings, models, photos, 
sketches and paintings that 
seemed to touch - even collide
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notorious grave and monument robbers), 
had established the beginnings of a new 
architectural vocabulary based on the 
asymmetrical 'harmony and beauty' of 
Arab house forms but with spatially 
determined interiors and logical planning. 
The public buildings were finished first but 
nevertheless the new estate w’as not 
popular with villagers w’ho were familiar 
with the domes of the mausolea and 
disinclined to want to live in one. Anyhow; 
they preferred modem concrete rather 
than mud-brick.

El Gounia represented, in fact, that kind 
of gap so often identified in Utopian social 
projects and which emerges between the 
good, in this case brilliant, concept and a 
half-baked social programme. Fathy was 
ahead of his time and peasant psychology 
was against him. New Gouma has not 
proved successful on the ground but the 
lessons to be learned from it were 
enormous. Twenty years after its design 
Fathy produced the first edition of what 
has now become a classic work. The 
Architecture of the Poor: Art Experiment in 
Rural Egypt issued by Chicago University 
Press in 1973. His other celebrated study. 
Natural Energy and Vernacular Architecture, 
also published by Chicago in 1985, was 
partly the result of years of work with the 
international Institute of Alternative 
Technology which he founded in Egypt in 
1977.

palaces for the worlds richest men in the 
Gulf States-

After serving as a member of the 
Steering Committee of the newly founded 
'Aga Khan Award for Architecture' 
between 1976-80, he received the 
Chairman's Award. Some four years later 
architectures world body, the Internationa! 
Union of Architects, awarded him a Gold 
Medal. In 1987 he was awarded the Louis 
Sullivan Medal for Craftsmanship. All this 
of course acknowledges the enormous 
significance of Fathy's unerring pursuit of 
architectural tradition, harmony, truth, 
beauty and the natural place of architecture 
within society and culture. The tradition 
lives. □
Dennis Shar^t
(Reprinted courtesy The Editor, The 
Independent newspaper, London.)

ARCHITECT
OF THE POOR
Ha,san Fath\’ (1900-1989)

For many people Egv'ptian lAA 
Academician Hasan Fathy had become a 
legend in his own lifetime. He was 
acclaimed throughout the world for his 
vernacular and passive public housing 
project built between 1946-53 in Western 
Luxor. This scheme, with its revival of 
Nubian forms, formed the bedrock of his 
career. Prior to this work at New Gouma, 
which he had carried out as a public 
authority architect, he had taught a lot but 
built very little,

In the late 1930s Fathy had drawn up 
and exhibited his first mud-brick house 
design for Lower Egypt at Mansourah. A 
prototype soon followed in 1940 at Bahtim. 
Two years later he built the first phase of a 
mud-brick studio house for artist Hamid 
Said with a dome and vaulted /u’tm. It was 
extended in 1945 with additional vaulted 
and domed chambers and a courtyard. 
Other more ambitious houses followed in 
this first active peritxi of his career, during 
which he sought out the framework for a 
new Islamic vernacular architectural style. 
His ideas for vaulting developed from 
Pharonic precedents whilst the domes 
came from native examples of Mosques 
and Mausolea. Both could be found 
referenced in Nubian rural buildings. From 
about 1952 he became interested in the 
details of thick walls and small openings, 
and also in the interrelated courts, domes 
and arched vaults to be found in Turkish 
houses. Simple building technologies, 
natural materials and craftsmanship were 
also to be incorporated into his own 
interpretative designs. His work during the 
next two decades was important. He 
wrestled with the spatial concepts inherent 
in Arab architecture: 'Arab architecture 
begins with the interior and goes to the 
exterior. The function of space is primary", 
he said in an interview on his 75th birthday.

His early designs for the village of New 
Gouma, a settlement for 9000 to rehouse a 
local community (which included

BOKHARA: PAST AND FUTURE 
lAA Workshop

The next International Workshop 
organised by the International Academy of 
Architecture will take place from April 14 
to May 3 1990, in the prestigious town of 
Bokhara, Uzbekistan, USSR.

Participants - young architects between 
25-40 years old - will work in teams on 
one of two themes; The rehabilitation of a 
section of the historical centre, or the 
design of a new extension, in the spirit of 
the local tradition.

The lAA Workshop will be led by Pierre 
Vago, and lectures will be given by 
Raymond Lemaire, El-Wakil, Mustapha 
Aoun, Louise de Mereles and leading 
architects from Uzbekistan.

As usual, there is no charge for 
participation, and all expenses, from arrival 
in Moscow (or Tashkent) to departure and 
including a visit to Samakand etc, will be 
covered by the organizers.

The number of participants is limited to 
40 (plus 5 architects from Uzbekistan). 
Those willing to take part in this 
exceptional workshop should apply, with a 
short Cy through the national sections of 
the UIA or directly to the International 
Academy of Architecture, 2, Bid. Rouski, 
Sofia 1000, Bulgaria. A good knowledge of 
English, French or Russian is essential,

During the 1950s Fathy again turned to 
teaching, holding a professorship in 
architecture at Cairo University before 
becoming Dean and Head of the School of 
Architecture between 1954-57. He had a 
profound influence on his students at the 
time, some of whom have carried his ideas 
to places far outside Egypt.

Around the age of sixty, at the age most 
architects would be thinking of retirement, 
Fathy's own career began to take off.
I le became adviser to the Egyptian 
Government on housing and schools, he 
worked as a Consultant with Doxiades at 
the Ekistics Centre in Athens and, among 
other international appointments, advised 
the United Nations on refugee issues.
His own work flourished with community 
planning and architectural projects in and 
around Cairo, he built houses for the poor 
as far away as New Mexico, and villas and
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LES SEXE DES ANGE
Pierre Vago's polemic deals with the 
curse of self righteous vanity.

containing 4 lifts and 6 staircases. It is 
crowned by a dome 60 metres high and a 
40-metre lantern. This certainly outdoes 
the cufK)la of Michelangelo which is a mere 
42 metres in diameter, and Saint Paul's 
which is only 132 metres high compared 
with the 156 metres of Yamoussoukro, if 
I’m not mistaken. The esplanade in front of 
the basilica which measures 275 x 160 
metres, has been surrounded by 128 
columns, 21 metres high. The materials, 
techniques and construction companies 
were mainly European, but the architect 
and the 'foreman" who chose him were 
from the Ivory Coast.

I thought of this grandiose structure 
when a collection was being made in my 
small home town for the poor little African 
children dying of hunger and as a result of 
lack of medical care and proper education.
I thought of it as I looked at the many 
publications issued by welfare 
organisations, at pictures of povertv' and at 
statistics calculated to bring tears to your 
eyes and make you put your hand in your 
pocket.

1 alst) thought about the discussions that 
took place in Malta in December 1987 
under the auspices of the Aga Khan ' 
Foundation and which revolved around 
tradition, cultural identity, use of local 
materials and techniques and the refusal to 
'import' culture.

And I thought of the discussions at the 
recent seminar organised in San Kyriko by 
the French International Academy of 
Architecture and Habitat, the United 
Nations centre for welfare organisations 
for the third world. Eighteen countries 
were represented at the seminar of which 
1 was privileged to be chairman, and it 
would have been an ideal opportunity to 
present the monument of Yamoussoukro 
as a blatant example of precisely what 
should not be done.

Allow me, for once, not to speak as an 
architect, or not only as an architect.

Faced with this montrous self-righteous 
vanity. 1 could not help thinking of a 
passage from the Gospel in which Jesus 
said to his disciples: When thou prayest, 
enter into thy closet, and when thou hast 
shut the door, pray to thy Father which is in 
secret; and thy Father which seeth in secret 
shall reward thee openly. (Matthew 6.6.)

de !a Paix, 

at
Gvrsf.

May I be forgiven, but I couldn't help 
thinking of Byzantium when, at the last 
Biennial in Sofia, a fierce verbal battle 
raged between the partisans of so-called 
post-modernism and those of the newly 
emerged Deconstructivism.

Thousands of kilometres away, another 
Biennial had just taken place in Buenos 
Aires at which an impressive assortment of 
celebrities presented their ideas and 
achievements to a large and interested 
audience. The success of these two forms 
of expression is living proof that architects 
are not averse to discussing ideas and that 
the)’ are interested in meetings where 
architects can discuss architecture, whereas 
they have an increasing tendencv to avoid 
‘official’ conferences.

What the two Biennials, in Sofia and 
Buenos Aires, appear to have had in 
common was the inevitable 'prize giving". 
As far as I am concerned, 1 always find the 
endless litany of 'awards' both boring and 
unpleasant. To a large extent, the prizes are 
devalued by their sheer number, and the 
way in which they are presented often 
gives rise to serious objections. But it would 
appear that the beneficiaries of these 
awards are pleased to receive them, if the 
annoyance shown by the forgotten few is 
anything to go by!

In Buenos Aires, a prize awarded to one 
of the stars of the day caused quite a stir. 
The benefidar)' (who, I hasten to add, had 
nothing to do with this fuss!) is one of those 
responsible for the project for the cathedral 
at Evry, a 'new town' which has sprung up 
on the outskirts of Paris, It is a building of 
modest dimensions, considering that it has 
over 900 places, but important because it is 
the first cathedral (with the exception of

Marseille - a mediocre nineteenth-century 
construction) to be built for centuries in the 
country which is the home of such 
cathedrals as Notre Dame de Paris, 
Chartres, Reims. Amiens and Albi.

The building is fairly tall and takes the 
form of a truncated cv'linder, but the 
architect had the somewhat ludicrous idea 
of crowning the outer edge with a row of 
identical trees. The perfect symmetr)’ of 
this arrangement runs the risk of being 
somewhat modified by the laws - and the 
mcxxls - of Nature. Unless of course the 
trees are made of plastic!

Was he thinking of the Hanging 
Gardens of Babylon? Or perhaps Lourdes, 
where the flagstones are covered with turf? 
But there the architects buried the basilica, 
which houses 25,000 worshippers, out of 
respect for the exceptional site. For the 
moment, it is a matter of finding funds, The 
estimate is rather high for a building of that 
capacity and intended for a community 
with a fairly low level of income. It is 
hoped to find 'sponsors', another trend 
which the Church has not escaped.

But the opinion of those who confuse 
beauty and cost would appear to be that 
'nothing is too good for God!'. An opinion 
which seems to be shared by those who, in 
a tiny Black African country in the throes of 
economic difficulty, have just built a huge 
basilica with 18,000 places. The village of 
Yamoussoukro where it is situated and 
which has been promoted to the status of 
capital as a result, does not appear in my 
atlas.

The central part of the building has a 
diameter of 100 metres. It is supported by a 
triple colonnade of 48 Doric columns and 
12 Ionic columns, 31 metres high and
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TM spotlight for 
QT12100W/ 
24VThe antt- 
dazzle atta­
chment narrows 

>t emission to 
Interchange­

able reflectors 
are avaiM^le for 
light cones up to

Edipse spotlight 
with interchange­
able light heads 
forQT12100W/ 
12 V. The lumin­
ous flux can be 
set to 60%, 60% 
and 100% using 
the safety trans­
former

h

decorative aspects are of 
importance and wherever 
one might want to achieve 
several lighting effects; 
such as in galleries, muse* 
urns, display windows and 
department stores.

TheTM spotlight with its

These two luminaire 
can be used with variot 
lamps not just lowvoltc 
halogen.

The new Optec spot! 
demonstrates an evolu 
made possible by new 
lighting technology srr

The Language of forms 
for new light.
Low voltage halogen.

You see here different 
forms of creating brilliant 
light using little energy; 
four low voltage spotlights 
which can be equipped 
with various lamps.

They can be used 
wherever economical and

numerous accessories 
opens up new possibilities 
in the production of light. 
On the other hand, the 
Eclipse spotlight, designed 
by Mario Bellini, offers great 
flexibility with the use of in­
terchangeable light heads.
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ERCO lighting 
Limited
38 Dover Street 
London W1X3RB 
Telephone: 
01-4080320

Optec spotkghi 
vnth elecironic 
transformer and 
integrated dim­
mer. Light head 
suitable lor mar>y 
towvehage 
lamps Aaxs- 
sones can be 
attached to the

Domotec spot­
light, for QT12 
50W/12V.The 
spot reflector 
creates a 10° 
light cone The 
flood reflector 
creates a 30° 
light cone. anti-glare ring

ns for smaller lights- 
mal Art in lighting. 
iiis spotlight offers not 
r a new compact shape 
the smooth dimming of 
t achieved by an elec- 
ic transformer, 

you can see. the facts

vi^ich speak for each of 
these spotlights are not 
only Illuminating but also 
aesthetic.

ERCO
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The outstanding success of the steel structure for the 
new passenger terminal building at Stansted is due in 
no small measure to our relentless policy of the per- 
suit of excellence in structural engineering.
Already acclaimed for its remarkable quality of archi­
tecture, engineering and production, this structure is 
destined to become the standard by which others will 
be judged for many years to come.

Acknowledgements:
Client; BAA. pic.
Architect: Foster Associates 
Consulting Engineer: Ove Arup & Partners 
Management Contractor: Laing Management Contracting 
Company Ltd.

Kington Works. Qaverdon, Warwick CV3S 8PR, 
England
Tel: 092 684 2761 Telex: 311288 Fax: 092 684 3494TUBEWORKERS LIMITED



BOO EDAM DOORS MOVE PEOPLE 
CAIRO TO CANNESFRO

Our revolving doors are 

sophisticated people movers. 
The three wing 3M or 3.4M 
diameter TRITOUR range has 
a capacity of 100 people per 
minute, and is ideal for all high 
capacity situations, such as 
shops, airports, seaports, 
clinics, offices, hotels and 
supermarkets, even where 
there is bulky baggage 
involved,
IVe have considered all 

safety specifications with 
sensors and automatic 
controls, and there is a 
‘disabled button" to slow the 
rotation when required.

In emergencies the doors fok) 

back and the outer drum can 
hinge open to provide maxi­
mum clear passageway.
For added security you may 

specify night locks and night 
sliding doors.
Revolving doors exclude 

external air, noise and 
pollution, helping to maintain 
the interior climate of the 
building.
When you realise our pro­

ducts are used worldwide, 
from Cairo to Cannes, it tells 
you something about our 
international reputation and 
capabilities.

BOON EDAM 
TRITOUR shcrm 
insialted at The Hotel 
Martinez Cannes

Iha TRfTOORttiiao 
irstaDed at The Nile 
HIton Cairo

The Tritour in 
normal position

Once the doors have 
been unbolted 
they can be 
folded 
together.

The FreeFlow system 
almost doubles the 
capacity, lor use in 
panic situations.

BOON EDAM LTD. 
Willesborough industrial Parit 
Kennington Road 
Willesboroiigh 
Ashford Kent TN24 OTD 
Tel; 0233 622008 
Fax: 0233 646252

BOON EDAM 0V 
Postbox 40.1135 ZG Edam 
Holland
Tel: 02993-72251 
Fax: 02993-72859 
Telex: 16252 Boon nl

BOON EDAM INC. 
4050 South 500 West 
Complex 27 
Salt L^e Ci^
Utah 84123 USA 
Tel: (801)261-8980 
Fax: (801)261-1612

ENTRANCE TECHNOLOGY



THYSSEN
a \

THYSSEN AUFZOGE

m]

ESCALAIORS
in Great Britain:

THYSSEN UFTS & ESCALATORS Ltd. 
Streatham Village, LcxKJon SW162BT 

Phone6777511

in Germany: 
Headquarters 

D-7303 Neuhausen a.d.F. 
Phone (7158) 12-0



FLOOR 
GRES

5

€
QD C <Roo * C * c

CERAMICHE
INDOORS AND OUTDOORS: FOREVER.

With 25 colours. 6 thicknesses.
6 sizes and 21 trim pieces. Col-
ormassa tiles have all the variety

® ®needed to win your preference.
Colormassa is a tine porcelain
stoneware that’s ideal for public
areas, industrial floorings, ur­
ban decoration applications and
high-resistance outdoor paving.

lyColormassa cleans easi be
cause it’s vitrified, remains in­
alterable with time due to its
mass-colouring, and
gives you

the certain­
ty of a technical 

quality certified by 
Floor Gres, the first Italian

<**

tile-making company utilizing 
three technologies; extrusion, 
pressing and casting. Ask for the 
Colormassa catalogue. It will as­
sist you in selecting the best tile 
paving for a real solid investment.
r n
I For more Information, send this coupon to 
I Floor 6m • 24. via Canai^ - 41042 Fiorar>o (MO) 
I Ital^ - (el 010-39-536-840111COLORMASSA. 

A REAL SOLID 
INVESTMENT.

I
I

NAME

COMPANY

ADDRESS

ZIP CODE

CITY WO/C
I

I □ PRIVATE □ DESIGNER □ COMPANY \i_----------------------------------------- _l



These German materials 
are appreciated 
worldwide. You should 
have them in your sales 
programme.

JURA MARBLE
Blocs, random slabs, tiles.

SOLNHOFER
LIMESTONES

Unique material, quarry rough 
surface, beautiful colours 

and structure.IMPORT-EXPORT

NiefneckBP
MARMORWERK LUDWIG NIEFNECKER GmbH Co KG 
D- 8078 Eichstatt Weslenslrasse 101 
Phone: 08421/1031
Telex: 55916 NIWO D Telefax: 08421/8407

ENGINEERING MANUFACTURINGCONSULTATION

GEORGIA FOUNTAIN COMPANY

4727-J NORTH ROYAL ATLANTA DRIVE 
ATLANTA. GA USA 30084
PH (404) 934*3297
FAX (404) 934-8770



Elegant, sophisticated and yet practical. Liftboy Cabinet fits all rooms and every interior. 

Perfect organisation, rapid access and reliable protection for your CDs. Tip top performan­

ce every time from the Liftboy Cabinet. For further information call your nearest distributor.

LIFT
Plion*; AUSTRALIA 02/9708066. AUSTRIA 0222/5973838. CANADA 1/807/468/5727. CTPRUS 02/441261. DENMARK 42/1176T7. FINLAND 
90/2223744. FRANCE 1/48867980. OERMANV 04122/470012. GREECE 01/3606030. HONGKONG 51/7607618. HUNGARY 94/21559. ICELAND 
01/600900. ITALY 031/400294. JAPAN 03/4470956. REPUBLIC KOREA 02/8851994. NETHERLANDS 03402/49800. NORWAY 02/648370. 
PORTUGAL 02/63518. SINGAPORE 2231671. REPUBLIC SOUTH AFRICA 012/3488926. SPAIN 1/S774S94. SWEDEN 0764/68070. SWITZER­
LAND 01/8214711. TAIWAN/REPUBLIC CHINA 02/608 0368. UNITED ARA6 EMIRATES 14/217546. UK 0753/868120. USA 201/945-6700. Systems with future.



IK YOU KNOW OF A SOLAR 
CONTROL SYSTEM WITH MORE 

THAN 91% SOLAR HEAT 
REFLECTIVITY, AND AN 

INSULATION VALUE OF MORE 
THAN 1.6 W/(nl^ K) ;

USE IT!

IF NOT, CONTACT;

REFLEX - ROL U.K.
De Leeuw Ltd 

RYEFORD HOUSE 
RYEFORD 

NR ROSS-ON-WYE 
HR9 7PU 

ENGLAND
TELEPHONE: ++ 44 98981 704 

TELEFAX: ++ 44 98981 768

Laboratory of the Go\ernment Chenusts. London. 
England / 465 units fitted.

r

ii n
I

I

Centre Point Building. Jakarta 

1500 units fitted.

Readers Digest European Headquarters. 

Amsterdam. The Netherlamls! 400units.
P.S......and we won' I cut you

from the outside world!f!
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CANOBBIO
covers
the whole
world

,k'
>,•j’ y-'.

f.:

•ji

'tH

Since 1926 Cenobbio S.p.A., the leading company 
in the field of light coverings, has installed 
numerous sophisticated coverings using Ten­
sioned Structures, Air Structures, Geodetic Struc­
tures and Lamellated wooden Structures for 
sport, industry, entertain­
ment, exhibitions, architec­
tural purposes, fair and 
transport, thanks to the co-

operation of highly reputed designers, architects
and engineers, as well as to their skilled staff and
the use of advanced technologies.
The Palatrussardi, the tensioned structure
covering Piazzale Italia at the Milan Pair and the

Tent Theatre in Monte Carlo
are some examples of
Canobbio’s large produc­
tion.

THE TECHNOLOGY OF COVERING

CANOBBIO S.p.A.
Via Spartaco, 23 - 20135 MILANO - Tel. (02) 55188166 rie. aut. - Telex 340093 CANTEL I - Telefax 55183182



The struggle to bring halogen and 
Par 38 together is over

best. That unique brightness will 
last undiminished the life of the lamp. 
And, during the lamp life. Halogen 
Par 38 De Luxe brings considerable 
savings in electricity costs. For 
example, a 100W Halogen 
Par 38 De Luxe replaces a 120W 
conventional Par 38 lamp, without 
any loss of light intensity. It will also 
last longer: 2500 hours instead of ^ 
the usual 2000.

So try it wherever you were using 
ordinary lighting. You'll see, it makes 
a beautiful change.

With a simple turn of the wrist, now 
^ can change to luxurious, 
modern halogen light. No special 
fittings or transformers are needed 
Our new Halogen Par38 De Luxe 
works off the mains current. Just turn 
it into the socket, as you would 
an ordinary reflector lamp.

New Halogen Par 38 De Luxe is 
the first high voltage tungsten 
halogen reflector range. It means 
instant enhancement for hotels, 
shc^s and restaurants, because it 
makes the change to halogen fast, 
ecoTHDmical and amazingly easy. And 
since it comes from Sylvania, you're 
getting halogen technology at its

o

SYLVANUk


