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WORLD

ARCHITECTURE
The Nordic people have managed, through their ingenuity, talent and artistic
commitment, to combine an interest in nafure and the senses with a purposeful
and practical rationality. \Mhat is more appealing than the free flowing curves of
a bentwood chair a glass bowl by Aalto, the controlled rhetoric of Asplund's
slender columns or the dignity of a church interior by Lewerentz or Utzon?
This handful of examples highlights the more human and much less ideologically
hardline face of modem design: they touch the spirit in man.

There are many shared characteristics in the regional architecfure of
Scandinavia. There are also common forms - some very original ones too - and
well tried techniques and materials. Recently a growing acceptance of the
richness of a revived architectural vocabulary has been demonstrated, and
furthermore, this new language of forms is shared internationally. For example,
it would be difficult, even absurd, to categorize Ralph Erskine's recent work as

specifically Swedish, let alone as a regionally-based Scandinavian style. He is,

after all, a British trained architect with years of experience behind him.
Life was not without difficulties during his early years in Sweden, as he recalls in
our interview with him for this issue. But the fruits of his experience as a designer
place him firrnly in the intemational camp, and examples of his work can be

found in places as far apart as the Arctic Circle and Milton Keynes, England. But,
like a good red cheese from Edam, there is no doubt from whence the flavour
comes.

Erskine's recent work provides a summary of some of the tendencies of
Northern European architecture. It is fastidious in its detail but never fussy,

particularly the schemes for community housing. Erskine's participatory processes

of community design involvement have proved to be successful tools. Out of
these processes good schemes have emerged. Clearly they are derived in part
from the strong tradition of collective and co-operative housing that Swedish
architecture developed in the 1930s. This housing movement encouraged simple
functional plans, featured efficient modem kitchen design and sun-seeking
balconies, and combined these characteristics with a British sense of privacy for
the individual and links with nature. Erskine linked it to a keen sense of colour
and an almost obsessive interest in roofs, their protective shaping and symbolic
significance.

This is all very encouraging. Howeveq, it should perhaps not be forgotten that
in Sweden in the 1970s there was a specific attack on the values of postwar
Swedish architecfure, its drabness and "inhumanity".

At the Lillevachs Gallery, Stockholffi, h 1980 the aggrieved organizers of an
exhibition entitled Unfulfilled Functionalism assembled a rich collection of
examples of traditional and contemporary international architecture. They were
modest in scale, innovative in ideas, colour and materials and, above all, rich in
the "spirit" of mankind. The exhibition attacked the lifeless, limp projects of
repetitive blocks that were then going up in the centre of Stockholm. Th"y poured
ridicule on fagades that might easily be peeled off to provide unmelodic scores to
accompany the cacophony of noise arising from the traffic arteries that were
being funnelled through the new concrete jungles. Pedestrians were simply
regulated to underground warrens. E
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The following orticle hos been printed with the
kind permission of the publishers Byggforloget
of Stockholm, ltis on extroctfrom Mots
Ege/iuss book Ralph Erskine - Architect, to be

published in English,loter this yeor,

ln the sub-Arctic, a town is best placed on a south-east
slope, where it can make the best use of the moming sun
kthen the need forwarming-up is greatest). lt should lie
half-way up the slope: too high, and the nsk is of high
winds and aaalanches, while the aalleys fill with shadows
and cold air inwinter, andwith mosquitos in summer.

KEEPING OUT
OFTHE\MIND
Ralph Erskine has constantly emphasized the
function of buildings as climatic shelter, both in

his designs and his writings.

Determining a site requires a balance

between many different factors: local

topography, existing buildings, service needs,

planning regulations, flne views and climatic

factors. ln the North it is very important to
avoid heat loss, so Erskine made wind
protection and the receipt of sunshine a

priority: "Here houses and towns should open

like flowers to the sun of spring and summer

but, also like flowers, turn their backs on the

shadows and the cold northern winds, offering
sun warmth and wind protection to their
terraces, gardens and streets."

The most favourable position should be

chosen, rather than trying to improve a poor
position. To make use of as much warmth as

possible in winter, a building in the cold zone

ought to face south and the midday sun, ln

northern latitudes, where the winter sun is

always low, the idealtown would be built on a

south slope to get maximum sunshine,

Protection from the wind is of the greatest

importance in the North, because of its chilling

effect. A wind speed of l0 metres a second in a

temperature of +2oC is the equivalent of
-25"C with a wind speed of one metre per

second. Human comfort is measured on an

index of effective temperature that combines

wind velocity temperature and humidity. An
awareness of this is clear in Erskine s ideal town,
which shows that the place with the highest

temperature is not necessarily best for
buildings. Strong winds on the tops of hills and

high humidity in the valleys must also be taken

into account.

Form
ln the "ideal project" and in regular
commissions, Erskine has tried to arrange the

buildings to make a huge sun trap, with the

highest buildings to the north, up a slope.

ln giving the whole the form of an antique

theatre that offers shelter from north winds, he

makes it compact and its forms simple, and

keeps windows smallto keep down radiation
losses. Thus his sketches of a housing area look

like something in a Mexican pueblo, but if his

buildings for a cold region resemble those of a
village in a hot, dry zone, this is not really so

strange because their problems are similar.

Pueb/os are massive collective soil structures
with good thermal qualities that insulate their

interiors from the sun, Erskine suggested the

same concentrated form for his Arctic
buildings, but to keep the heat in, not out.

lf heat losses are to be reduced, then
compact forms are preferable because

buildings lose heat through their outer area,

and the smaller the surface to volume ratio, the
less the heat loss. But, unlike Mexico, a conflict
arises in the Arctic, because Arctic houses must

37

Df, ro r...' Lo\r rx6ll or st a t^Dlll'tlo.l tm*OST ll^rorraNce- Iti ?{f, SrrD-lr<TlC



absorb as much radiant heat as possible and, to
avoid shadows, there must be plenty of room
between buildings,

The unrelieved use of smallwindows only
has been questioned by research which
suggests that windows facing the sun absorb
more heat than they lose. Nor is the town's
rounded form ideal, because some parts are
not orientated towards the sun and can cause

unnecessary shadows,

A radical solution in the creation of these
intensive communities is the wholly enclosed
town, with a cupola or plastic bubble enclosing
an artificialclimate. Although he has made
sketches of such solutions, Erskine is on his

guard against them. His interest in climatic
conditions has not caused him to overlook the
psychological aspects of living in a totally
controlled sphere, of making a sort of Arctic
mole run.

Structure
There are in principle two structural concepts
that have been derived from climatic
considerations: structural protection and

structural separation, Both are based on the
assumption that it is important not to pierce the

structural envelope and so increase the risk of
frost damage and conduct cold into the
structure of the building,

Cold conduction occurs between the inside

and outside of a building, as when a floor in a

conducting material (steel or concrete)
continues outwards to form a balcony.

On account of this, Erskine separates outer
elements, such as balconies and stairways, from
the body of the building, by suspending them or
making them freestanding. This is the strongest
single element in his formal language: these
detached elements on the building enrich its
fagade at a cost that is less than treating the
faqade itself in some way with a view to
creati ng i nteresti n g forms.

Erskine's method simplifies the erection of
the outer material of the building, in addition to
its futu re mai ntenance,

Material
Erskine's knowledge of materialfor severe
climates is something he has not turned into a
strength. As he has seldom desigend luxury
housing, he has mostly been content to use

conventional material, often on economic
grounds. ln these cases, a strict set of norms for

d-'.: .',:s
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Sketch of an idea and (right) plan for the housing area at
Lassaskog, Viixsjo. Balconies are suspended from the roof.

Cold conduction is thus aaoided, as floor elements do not
project out into the cold asbalcony floors.
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burlding and his readiness to use bearing walls
has guaranteed an acceptable insulating
capacity He has tried to use the good insulating
effect of snow, arranging things so that it will lie
on roofs and pile up against north walls. He
chooses almost always to present a flat wall
with few apertures to the direction of the
prevailing wind; this has the additional
advantage that the material is not so exposed.

He concentrates on form and appearance
and trusts readlly to colours that are dark and
heat-absorbing rather than pale and reflecting.
He selects material more for its plastic qualities
than for its capacity to insulate or stop air leaks,

Plastic form nevertheless helps to keep down
heating costs in the sense that a cupola or
rounded corners offer less wind resistance and
expose a small sur{ace area. Another
advantage of these fcrms is that they convey a

sense of protection. Erskine s solutions are
often a symbolic gesture, but even if it must be
said that he often devotes to form money that
is more usually devoted to material, the result is

often a saving of resources,

Jsrah\

Parts of a building
Erskine is very interested in the components
buildings and, in contrast to many other
architects, he has always been personally
engaged in therr solution, His interest in details
has found expression in persistent work on his

own rnventions for new ski bindings. Often he

develops an aesthetic quality in some detail, for
example in placing outside a window a shutter
or the like that can be adjusted to shut out the
cold, or give protection against excessive heat
or troublesome light, He thinks it is important
to have insulating shutters,

Light is projected into a building by means of
shutters and ceiling reflectors, inventions that
surt especially deep buildings. Another typically
Erskine arrangement, which also derives from
his studies of climate, are ventilation scuttles on
fagades. ln Sweden they have been used to shut
out snow, and in England to damp down the
intrusive noise from a motorway

In an Arctrc town, heavy drifts and
accumulatrons of snow have to be anticipated,
Accumulations in the lee of protective walls
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particularly have been the cause of several

original arrangements. Snowdrifts have been

stopped by virvelkommore or snow fences,

Entrances have been protected by portals,

while large roof hangings hinder snow from
blowing down onto south-facing balconies.

ln wondering how snow can be cleared in an

Arctic town, Erskine has come up with some

orrginal suggestions, By building walls in a

variety of forms, the wind itself can blow
walkways and important places clear of snow.

A more aesthetic use of the wind is, as at the
Borgaf]dll Hotel, to let it form sculptures
of snow,

Buildings north of the Arctic Circle
Erskine's studies of Arctic habitation were the
basis for his much-discussed housing projects in
the two Swedish mining towns, Kiruna and

Svappavaari, just north of the Arctic circle,
Each is wholly dependent on the iron ore mines

that are state-owned through the company
called LKAB, Besides dominating the local

labour market, the company also decides on

the welfare, housing and service levels of the
entire community, ln the early 1960s, mining

operations expanded in Kiruna, and a new

mine was opened in Svappavaara.
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St,appat,aara: proposal for a ttouel, small-scale tttztttt tttith
a protectiue u'all of builditrgs. Only part of the proposal
u,as realized.
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Since the mid 1950s, Erskrne had been

designing a new centre for Kiruna, on hrs own
initiative. After putting forward a large number

of proposals in 196 | he was asked to realize his

original proposal rn the part of the town called

Crtdrivaren. lts central locatron made it

necessary to use the land area effectively, and

its financial stability was rncreased by including

shops and offlces; a nonconformist chapel was

also included. This land use was lustified by land

prices and climatic conditions. Energy had to be

saved, and short distances between buildings

were necessary to keep down the costs of
technical links and snow clearing.

What marks out this housing area is the

slanted form of its roofs - a most un-Swedish

sight. The reason for thrs form is that
"south-facing faqades are higher to absorb

warmth and north-facing faqades are lower to
avoid casting long shadows", ln this respect,

Erskine succeeded in giving modern
architecture a novel forn,, which derives from a

fundamental functional analysis. ln addition, he

was guided by an intuitive feeling for form, as

this project shows: in low burldings he reversed

the slant, on climatic grounds but not the same

ones, his purpose being to admrt sunshine

between the buildings,

Another characteristic is the beautifully

rounded corners, which are economical in the

sense that they reduce cooling effects, His

interest in putting forward primarily rational
arguments reflects more on the society he was

living in than on hrmself: to win respect in a

society that had steeped itself in scientific

reasontng, Erskine felt obliged to adopt a

tacticai objectivity, but in drafting his designs he

successfully retained his subjective, intuitrve

manner, He seems to have been able to
produce an endless stream of concrete

suggestions that modern technology made

feasible; in choosing among them, he could

employ an oblective approach or simply rely on

the client's ability to perceive the most rational

solution,

Erskine has found it possrble to keep a foot
in both the objective and subjective camps

without losing his balance. He has thus been

able to work with artists, engineers and those

who make the final decisions, including clients,

who have often been relieved to find that
Erskine can admit his feelings and those of
others. His dualistic manner has enabled him to
see the matter of building as a unity - which

may be the definition of a good architect, -
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THEIMPORTANCEOF
BEING ERSKINE

It was a bright, warm afternoon in

Drottningholm. Nothing remarkable about
that you might think, except that this was early
February There had been no winter this year,
no snow and precious little cold,

It had been a brilliant morning with a low
sun casting long shadows across the green
English garden outside the Royal Palace.

It was damp and giving underfoot, guite
uncharacteristic for the time of the year,

The bold outline of the famous Baroque
Theatre with its fine front and its great
longitudinal neo-classical meeting hall for those
who loved the opera and mingling with royalty,
closed the view from the garden. lt looked
sombre in the quietness of the morning, a quiet
punctuated only by the occasional crack of
leather on the shingle as the royal guards' boots
hit the ground.

Over the way, beyond the car park, is a fine
terrace of eighteenth-century town houses.
Behind them lies Ralph Erskines modern house
with its adjacent twinned office divided by a
landscaped courtyard designed for outdoor
living in the summer, fhe house and office fit
snugly into the existing urban fabric. You can
see right into the rooms of the studio. They are
open, part of the public domain in a sense,

without sound barriers and with a richness only
revealed upon entry.

ln the morning the house had been empty,
Erskine was out. This cacoon of liveable space
with the precise curyes of a machine-made
object is overhun gby afloating roof that gives
it an unusual air, a kind of neighbourly
architectural grace and a gesture towards local

conformity Undisputedly it is an architect's
house, but a residence fit for a king.

42

The Anglo-Swedlsh orchitect Rolph Erskine hos goined o reputotion os o good
conversotionolist os well os on originoldesrgner ln o recent interview hetd in
Stockholm, with Dennls Shorp ond Arne Klingborg, he spok e of mony subjects
moking the Bllowing perceptive comments on urbon desrgn ond the sociol ond
economic volidity of the modern city.

Later in the day, as the light faded, we
reapproached this flefdom. lt was now more
animated. The lights were on, the front door
slightly ajar. Erskine was there. Soon an open
log fire in the living room was lit. We could now
begin the interview. lt was not going to be an

inquisition but a dialogue, a triad in fact, as with
us was an old friend of Ralph Erskine s, the
Swedish painter and guru, Arne Klingborg, who
is the eminence grise behind the community
experiment at Jarna carried out by another
colleague of Erskine s, the Danish architect Erik
Asmussen.

Klingborg, a valued companion, has lived his

whole life in or near Stockholm and knew
architects such as Gunnar Asplund and

Eleuation and Sections of Erskineb own house, 1963.



)

. *--ry
6

i,;;, on

*;

F\&

t*
,f .'*,.

*. :''

t

-S*
i *?'

t-t
i1t'

r!
'rae.-l .

'ttffi-
ua
$.

l'*I.
,.!
,\r

6f,
3
c

c
3
o

d

-:-tr*'a*rl{'*s

Workers' Row Houses, 1.953.

\',,r it.
:\-''

c""

I

fa ',,

l
f,

f

6,
3
c

E

3
o

C

Housing at ladraas, 195L.

43



Left, aeial aiew of the BykerWalI, Newcastle uponTyne,
England (1959-81).

Below, cancept drawing for Byker Wall.

Bottom, the interior, south-facing side of the BykerWall
showing the uirtue of the intensiue planting scheme which
has both softened the design and acted as a barrier against
aandals. Litter howeuetr remains a problem.
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Chapel in Aaasjo.

Paullson, He attended the Stockholm exhibition
of 1930 and has intelligently observed the
major changes of over a half century in his

country,

Both Klingborg and I had vowed to try to
keep to the point, Let s get Erskine to talk about

the Sweden he came to as a young man from
England in 1939, Let us ask him about his

philosophy and the ideas that underlie his open,

pluralistic and individualistic architecture, and

let's talk about urban life, the city, its problems

and influences, people and architecture, and

the future and life . . . and so on! We did allthis,
and more.

Anyone engaging Ralph Erskine in

discussion must understand that even the most

hardened interviewer will find it difficult to map

out any real conversational route. One has

eventually to accept a pathway through the

words hoping to reroute the conversation into

a clearing and to understand the issues raised,

Thus it was that we found ourselves dealing

with a lifetime s ideas in less than five hours.

We covered aspects of the second world
war and the change from a traditional and

indigenous society with its own distinct social

and democratic aims in the area of education,

housing and city living, to the consumerist

internationalism of the present day. And of
course to classicism and the northern

traditions, the regional climate and the florces
mojeurs of professional life. Ralph Erskine, now

into his mid-seventies, knows all about these

things. He has done it, seen it, and changed

things, He has reinvented many wheels.

Much of what he speaks about
acknowledges the strength of traditions and the

continuities of cultures and their common
characteristics, particularly in the urban sense.

"Cities are the most fantastic artefacts and

works of art that human beings have made . . .

in them we move together for common
interest, to exchange ideas . . ." he said, in a

discussion about a scheme he had done with

other international architects in Florence. "l had

done a sketch of Florentine streets, squares and

shops whereas Richard Rogers collected allthe
things together in one building, a super

shopping centre; he even put a bank on top of
it . . , I took the characteristics of Florence and I

sketched out the scheme. There was a central

park with streets and squares, a common

function, the weave of the town.'Erskine
showed his fellow architects his scheme and

they called it "nostalgic",

Defending his ideas he said: "You would

expect to express the common characteristic

first. There would be a basic characteristic even

in the aesthetics and then endless variations.

This is like all old towns, allthe buildings are

different from one another but the concept of
the city has a common character except for the

churches and the Kings palace , . , Florence has

the same characteristics. They kept talking

about llDuomo and Brunelleschi. I said there is

one Duomo, and one or two other churches.
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Uniuersity of Stockholm, Frescati, 1.987.

Even if you look at the palaces here, you have

got the Pitti and the brutalist palace llke Polozzo

Vecchio - a very good investmentl Several

hundred years old and still useable, now the
town hall. Many of the palaces in Florence just

form part of the street, they have common
characteristics and they are a bit more refined
in detail than the less wealthy houses, but they
form part of the street, part of the city and

then you get these exceptional buildings for
exceptional functions. lt is the same in Siena

where I also did a scheme that was looked upon
as'uninteresting',"

During our conversation Erskine claimed
that a "feeling for a common identity is not very
popular in the new liberal situation we find
ourselves in , . . the central part of Stockholm
has got on very well because they have

maintained city blocks",

Warning about the chaotic nature of
modern cities, particularly in Japan but also

Holland, he spoke of the symbolic nature of
towers in the city which he reckoned, "should

only be used when expressing something of
common interest, a town hall or, in the old
days, a church, but not a company", Arne
Klingborg interjected a remark about the new

company buildings and towers that can be seen

on the journey to Stockholm centre from the
airport at Arlanda, Erskine replied: "At one

time I played with the idea of putting a high

building there, That is the old city entrance, you
know", referring to the new interchange bus

station and railway link building he has recently
designed with colleagues, "l sat on the island at
the south side of the city", he continued, "and 

I

looked over the whole silhouette of Stockholm,
It goes up and down, presumably one or two
storeys higher than it was before but still with
the same buildings stacking up, one or two of
which are still relevant and one or two which
are not, This we felt should be defended and

we scrubbed the idea of a tower, We would
not have been allowed to put it there and a

good thing too". He then demonstrated
through a recent town centre project, the new
pressures on modern urban planning which
reflect a new liberalism and a dogmatic attitude
to the market place: "lt has become a religious
thing as most economies are religious. lt is not a
natural phenomenon."

Erskine recalled a time when he was
working on a scheme for Milton Keynes and the
conversation he had with a librarian, "who

believed that a mixed economy was a very
good idea, Business is very good at producing
things; it is very good at choosing what to
produce. lt produces things that pollute , . . lt is
the public role to actually set up the
parameters, but then you have to assume that
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Early sketch and clerati(nls o/St Gttrans Matsal. you have good leaders in the public sector.

That was his theory: the public sets up the
parameters, business can compete according to
the capitalist system as long as there is not too
much corruption." This has its effect on urban
planning, even down to - as Erskine himself

demonstrated - the positioning of bus stops in

a town centre which then influence the way
people move through a part of a town, to the
shops or the housing, They can easily be guided

into rmpulse buying and into "stressful and

polluting activities" and "sometimes debt".

(Perhaps it is worth recalling here that when

Erskine went to live in Sweden only 400/o of the

Sl Crrnurs Matsnl 1985-6

population lived in cities, ln 1937 only three
cities had populatrons over 100,000.) "When

I am building a township with people working,
living and shopping I put the bus stops in one

way. lf I am building in the interests of
commerce I build them in other places,"

The conversation soon shifted back to
Stockholm, the city that has been referred to as

an urban park by the sea, Erskine maintains

that over the past few years it "has become a

much more exciting town, We are part of the
international world . , , The youngsters here still

go out into the forest because it is convenient

but there are a lot of city dwellers like in New
York," He expects that the American narcotics

curse may follow in a few years, as well as that
growing "anonymity of larger crties", People are

clearly gettinS anxious. Arne Klingborg spoke
of the negatrve influence that the environment
can have: "Can't the environment have a
positive influence too . , ." he asked, "we have to
cultivate nature , , , architects are all sitting in

their offices and they are working for their
clients but they are not struggling for socral

ideals anymore . , ." Erskine replied: "lt is not a

matter of giving up the fight but of realising the
difflculties. One of the important influences in

Moscow is that McDonalds has come there,
Hundreds of metres of queues. lt is this business

of belonging to the world culture."
Another thing has happened: "The Leaders

get concerned about pollution when the shit
falls in their own garden and that is beginning to
happen , . . the problem is that the whole
culture has shifted and the artist has shifted

with it as well as the politicians and business

people, This country when I came here was

inordinately honest. Today everyone is tricking
each other like mad, from directors to road
sweepers . . . the media is one of the problems
but here it is not too bad . . . but we have the
apparatus selling the alternative life style , . .

it is the easy sell that dominates,"
"How does the architect relate to this

philosophy?", I asked. He replied: "lthink it
depends on the architect, There are many roles
for architects. Some are business people. Some

are earning their living, some are trying to get a

bigger car, some have got ideals and are

battling along but they cannot get their ideas

through . . . as Overstreet says in his book fhe
Moture Mind everything works for maturity in

the human being and everything works against

it. The thing to do is to strengthen that which
works for maturity and judgement and choice."
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Ralph Erskine: A Chronology

1940-41 Two Houses, Dlupdalen

Traditional timbered style.

1942 Own house (The Box), Lissma

One room 6 x3.6 m. Built in wood clad with panelling. For

RE &'famrly. Reconstructed in Drottnrngholm 1989.

1942-43 Lrda Lersure Centre, Tullrnge

Wrth Gustav Brrch-Lrndgren and his assistant Aage

Rosenvold, Tradrtronal timber style.

1947-43 Houses, south of Stockholm

Houses and stugor (small houses) in tradrtronal timber style,

planned together with Karl Danrels, a builder.

1943 Fredholm House, Saltslobaden

I 945 Gyttorp, Vastmanland

Dwellrngs rn lrghtweight concrete and plaster in strong

colours,

Shops and heatrng centre.

1947 Karlberg House, Fagersta

Wrth Aage Rosenvold. Two-storey house with a brick

faqade,

!947 lYolrn House, Lrdrngo

With Soren Wrmmerstrijm. In [ghtweight concrete and

plaster.

4947-8 Erskine House, Lewes (UK)
With Norman Foley. For RE's parents.

1947-8 Nilsson House, Gastrikland

Wrth Ake Malmin. ln wood, with frame of modules.

1947 Westblad House, Sollentuna

North of Stockholm

I947 Barregard House, Tyreso

1947-B Mattress Factory, Koping

With Soren Wimmerstrom and Uffe Olrik. Factory, store,
offices and staff restaurant. Frame of concrete pillars,

brick-clad fagade, shell desrgn concrete roof.

I 947 Norrsundet, Gastrikland

Wrth Aage Rosenvold and John ltlorton. Dwellings,

paper-pulp store, factory, workshop and offices. Rebuilding

of workers' dwellings in apartment burldrngs done in l95l .

1947 Avaslo Kapell, Borgaflall

With Soren Wimmerstrom and Uffe Olrik, Wholly in

wood, shingle rool
I 947 Hammarby, Gastrrkland

With Aage Rosenvold, Lennart Bergstrom and Soren

Wimmerstrom.

Urban plan for industry dwellrngs, shops, premises for
meetrngs, leisure areas.

Dwellings 1948. Famrly housing in freestanding, row and

continuous-terrace houses rn lrghtwerght concrete.

Plastered and panelled fagades: the flrst instance of ER

seeking future residents' vrews in his design work.

Old-peoples dwellrngs.

1948 Parish Hall& Resrdence, Stockholm

t948 Hotel Are.

1948 Nilsson House, Saltsjo-Duvnas

Wrth Soren Wrmmerstrom. ln Iightweight concrete and

brick, plastered fagades.

1948 Ski Hotel, Borgaflall, Avasjo

With Aage Rosenvold, Lennart Bergstrom and John
Staalehoef Built in material available or prepared locally:

rough-sawn timber, stone, brick, telephone poles.

Traditional grass-sown roof later converted to metal

sheeting.

!949 Bage House, Lida

Walls rn natural stone. Walls and ceiling of interwoven

birch bark,

3atple''r'

ti

1950 Chemrcal Facotry Gnesta

Wrth Soren Wimmerstrom, Factory, offices and

warehouse. Plaster fagades, shell design concrete roof for
the factory.

1950 Lea, Uppsala

With Soren Wimmerstrom. Offlces and warehouse for a

wholesaler of domestic goods and foodstuffs. Faqades in

yellow brrck.

1950-3 Fors, Avesta

Wrth Soren Wimmerstrom, Beres Wrlcox, Birger Nygell

.Janos Kleineisel, Lennart Bergstrom.

Cardboard factory: Frame in cast pillars, faqades in yellow

brrck.

Dwelilngs: Extended-terrace houses, linked by walls and

sheds; built rn brick Two-storey attic-passage houses,

four-storey pornt blocks.

1950 Nordstrand House, Storvik

I 950 Clothrng factory, Upplandsbodarna

Wrth Soren Wimmerstrom. Faqades rn red brrck.

l95l Haaland House, Stavanger (Norway)
With Aage Rosenvold.

195 I Jadraas, Gistrikland
With Aage Rosenvold.

Dwellings for forestry workers.

195 ! Standard house in timber,

195 I lndustrial building Stockholm

With Soren Wimmerstrijm, Cosmetics laboratory and

offices for Enequrst, Holme & Co.

1952 Johnsson House, Saltsjobaden.

I953 Moller House, Ekero.

1953 Summer house, Grlleleje, (Denmark).
1953 Housrng area, Froso.

1953 Factory warehouse, offices, Sodetille
With Lennart Bergstrom. Frames and factory roof in

reinforced concrete, walls in lightweight concrete.
Windows and frames in wood. Skylights in factory roof,

(Known as Ostermans.)

1953 Detached houses, Avesta

With Soren Wrmmerstrom.
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Sketch for a touist hotel at Borgafiall 1948.

Sketch to show how to dioe a snowpbugh in the gunds
of an old peopleb home.
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1953 Shoppng centre, Malmo,

1954 Tesdorpf House, Skovde

Witr Lennart Bergstrom.

1954 Shopfrnt centre, Lulea.

1954 Rented apartrnents, Lassaskog, Vdxjii
With Aage Rosevold. Six sctrn-storey blocks, an early
instance of prefabrication wi0r concrtte elements lifted into
place by crane. Balconies suspended on cables hung from
projecti n g roof cantilevers,

I 955 Central buildings, Kiruna

With Peer-Ove SkAnes. Proposal for a plan,>f new

construction in this Arctic town.
1955 Old peoples'home, Kdlltorp
Near Goteborg. With G6sta Wiman.
1955 Shopping centre, Linkoping

Apartments, Kiruna

With Yngve Fredriksson. Buildings with four apartments on
each ofthree floors.
1955 Pihlsson House, Malmo

1955 West Hotel, Stockholm

1955 Hotel, Leksand

1955 Office & Warehouse, Stockholm

With Yngve Fredriksson.

1955 Sailing Vessel Verona

English east-coast sailing barge converted for use as an

architect s office afl oat.

1956 & l97l Coffee roaster's premises, Stockholm
With Nicke Anckers, John Elliott and Jane Erskine. Offices,
roasting facilities and warehouse for coffee,

!956 Waterside hotel, Mariefred

A project for boating enthusiasts,

I 956- I 990 Tibro, Vlstergiitland
With Aage Rosenvold, Yngve Fredriksson and Herbert
Scheiwiller.

Dwellings and shopping centre, Vallmon

Housing area, Brittgirden, I 959-69
Central facilities, 195 I -65

Urban plan, Skattegdrd, 1953-55

Housing area, Sprittebo, 195 I -69

Communal building, 1959

With Bengt Ahlqvist. Featured light reflectors on roof,
to catch low-angle Northern light,

Urban plan, Higgetorp, 1970-76

Shopping centre, Tibro, 1972

With Herbert Scheiwiller,

!957 Offices and laboratory Sollentuna

With Nicke Anckers and James Codrington.
1957 Airport, Mirsta
A proposed international airport.
1957 Arctic town
An ideal, climatically-suited communrty

I957 Moutka House, Jukkasjirvi
With Alfred Andersen.

1957 Farmhouse, Ringsrum

1958 Holiday house, Shaeffer, Ohio (USA)

1958 Leisure centre, Visteras
1958 Housing area, Forsacka

1959 Summer camp for boys, Stegeborg
1959 Detached belltoweri Lovii
!959 Housing area, Sutton Benger (UK)
1960 Church, Segato (Zimbabwe)
Exterior intended to look like a trditionalAfrican meeting
place,

1960 Bakery and offices, Malmo

With Nicke Anckers, Vernon Gracie, Mike Linnett,

Jane Erskine and Arne Nilsson. For a family company
called Pdgens.

l96l School, Gyttorp
With Mike Linnett, John Elliott and Peer-Ove Skines, Each

classroom giving onto its own outdoor place.

196! Gadelius House, Lidingii
With Peer-Ove Skdnes and Mike Linnett. The roof has

been covered with earth and planted with greenery.

196 I Ortdrivaren housing area, Kiruna

With Peer-Ove Skines.

196! Strbm House, Stocksund

North of Stockholm. With Mike Linnettand NickeAnckers.
l96l Church, Storsiter
l96l Sub Arctic town
An ideal project for a community in a sub-Arctic climate.
1962 Nordmark House, Sodertdlje

Whh Vernon Gracie and Nicke Anckers.

l962City-centre plan, Cambridge (UK)
19t2l/l Barberaren housing area, Sandviken
With Aa3a Rosenvold, Bengt Ahlqvist, Peer-Ove Skdnes,

Janos Klairid and Jane Erskine.

! 963 Hou.*t6. Svappavaari

With Aage 'Rcarvold and Peer-Ove Skines.

1963 The En*incs'own house, Drottningholm
ln prefabricated bghtttight concrete planks; roof in black
corrugated metd $eethg
! 966 Les Crosets (Srvitzalad)
With Andrews, Enu:sr ard Sherlock.
1968 Mens hostel, Sadri<st
With Aage Rosenvold.

1968 Clare Hall, Cambndge(tK)
With Mike Linnett, Bengt Ahl$irt,Jane Erskine, Tony
Smith and Ken Twist of Twist a$Whitley,
1968 Killingworth, Newcastle (.()
With Bengt Ahlqvist.
1969 Studlands Park, Newmarb(L{)
With Klas Tham and Pehr Tham-
I 968-70 Slaggsmeden, Sandvika
With Aage Rosenvold, Janusz H*hi-and Bengt
Ahlqvist.

1969 Esperanza, Landskrona

With Aage Rosenvold and Mike LirG.
1968-82 Byker, Newcastle (UK)
With Vernon Gracie, Roger Tillotson, Bengt Ahlqvist, Mike
Drage, Plr Gustafsson, Trevor Harris, Per Hederus, Dave
Hill, Gerry Kemp, Mike Linnett, Ken McKay Arne Nilsson,
Tony Smith and Nils Viking.

Urban area built in stages. Row houses in an area screened
by Byker Wall, a long building of varying height on a
curving plan containing smaller apartments, Screened area
divided into smaller units with open spaces, playgrounds
and squares. Brick and hor izontal wooden panelling on
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faqades, strongly coloured wooden battening on balconies

and galleries. Schools, shops and old peoples' housing.

l97l Town centre, Vistervik
1972 Steninge, Marsta

With Bengt Ahlqvist and Torbjiirn Einarsson.

1973-8 Nya Bruket, Sandviken

With Aage Rosenvold, Janusz Halkiewicz, Mike Linnett and

Torbjorn Einarsson. Dwellings (50) in buildings with

galleries and balconies, grouped round rectangular

common courtyards; excepting a screening three-storey

building to the north, alltwo-storey buildings.

Day-care centre, old people s home and sporting facilities.

Vigorously coloured horizontal wooden panelling on

fagades, horizontal wooden battens on balconies.

1973 Eaglestone, Milton Keynes (UK)
With Klas Tham, Pehr Tham, Mike Linnett and Malcolm

Andrews. Car-free area of small houses on narrow streets,

alleys and small open spaces of greenery Two-storey

detached, semi-detached and terraced houses around

courtyards. Fagades variously in brick and horizontal and

diagonal wooden panelling in strong colours.

!973 Resolute Bay, North-West Territories (Canada)

With Peer-Ove Sk6nes, Boris Culjat and lan Elmes.

Community for Eskimo and immigrant people in an

extremely cold climate.

I 974-8 I Frescati, Stockholm

Student building for Stockholm University, With Bengt

Ahlqvist, Peer-Ove Skines and Erik Mulbach, Over a

triangular building, an irregularly and softly curving roof, its

southern edges being supported with inclined wooden
posts. Similar to RE s earlier climatically adapted buildings.

(Known as Al/huset.)

University library With Bengt Ahlqvist, Peer-Ove Skines

and Erik Mulbach. Quadratic form, great internal volume,

one bay giving onto a group of oaks, Massive freestanding

balconies linked to the main building.

University sports hall. With Bengt Ahlqvist and Nina

Jansson. Glued-timber beams. Fagades of wooden
panelling, multi-directional on gable ends. RE s typical light

reflectors over the roof.

Law students' building, Roofed similarly to the main student

building.

1977 Vallhov Sandviken

With Aage Rosenvold and Janusz Halkiewicz.

Dwellings in single- and wvo-storey buildings along

irregular pathways and open courtyards.

!977 Shop interiors

With Pehr Tham.

1977 Leisure centre, Vattnan

ln Hirjedalen. With Pehr Tham and Lars Estlander. Small

groups of leisure houses around an open courtyard.
1977 Leisure centre, Lindo

At Vallentuna, north of Stockholm. With Peer-Ove

Skines, Pehr Tham and lngemar Fundin.

I 977-85 Myrstuguberget, Huddinge

South of Stockholm. With Klas Tham, Torbjorn Einarsson

and lngemar Fundin. On highly uneven terrain, a housing

area comprising a high screening building, with a

characteristically uneven roof profi le. Patterned brickwork
on faqades; row houses to north with fagades in Folu red

wooden panelling.

l97l-19 S6dra Lina, S6dertdlje

With Nils Viking and Lars Estlander, A housing area on a

slope stretching down to the canal.

I 978-8 I Tapetseraren, Sandviken

With Mike Linnett and Lena Pihlsson. Dwellings and

offices in central Sandviken occupying almost an urban

block, terraced with balconies and areas of greenery; open

concrete stairways and red brick faEades.

!979 Jochberg Hotel (Austria)

With Klas Tham and Bengt Ahlqvist.

1979-83 6stra Steninge, Mirsta
With Klas Tham and Torbjorn Einarsson.

t979-81 Ostra Oringe, Tyreso

With Klas Tham and Nils Viking, A housing area of row
houses.

I 980 Moliets-et- Maa, (France)

With Peer-Ove Skdnes and Roland Larsson. Proposalto

extend leisure village in a wooden region of C6te
d'Acquitaine.

I 980 Utkiken, Sodermalm

With Bengt Ahlqvist, Lars Estlander and lngemar Fundin.

New and rebuilt dwellings.

!981 Docksta, Framfors

With Arken Arkitekter. Tourist and conference facilities,

l98l Obacka, Umed

lllustrated urban plan for an area of rental premises and

row houses by a river. VAB Callander designed what was

eventually built.

!98 l -86 Malminkartano, Helsinki (Finland)

With Boris Culjat, Hannu Kiiskili and Aage Rosenvold.

Housing area of row and access-gallery houses encircled by

terraced buildings,

1983 Office building, Bromma

For SAS. Space bewveen this and existing building to be

glazed, former hangars to become offices and aviation

museum,

1983-89 Ekero centre, Tappstr6m

With lngemar Fundin and Rodica Uschersohn. An area of
dwellings and commercial and cultural premises built

in stages.

1983- Housing area, Graz (Austria)

With Hubert Reiss. Some 600 apartments for a public

service housing companl Commissioned after an invited

competition,

1984 Westerberg House, Nykoping
With NinaJansson.

l9&tl Vasa Terminal, Stockholm

With Arken Arkitekter, Ahlqvist and Culjat Arkiteter, and

Ka Barberaren housing deaelopment at Sandoiken L952-64
and 1958-70.

Tengboms Arkitektkontor. Bus terminal and offices built on

decking over platforms of Central Station.

!986 lce skating rrnk, Marsta

With lngemar Fundin,

1986 Office premises, Goteborg

On the harbour front at Lilla Bommen in the town centre.

With White Arkitekter AB. lncludes a 22-storey block,

1986-90 Mdsen, Ejdern and Duvan, Umed

With Jonas Claeson, Lena Andersson, Tomas Eriksson and

Riksbyggen Konsult. A housing area of 230 rental

apartments in buildings, with red brick fagades; the names

mean Seagull, Eider Duck and Dove respectively.

I 987-90 Gustavalund, Ekero

With Johan Claeson and Kristina Henschen. Area of row
housing with 180 apartments and day care centre.

1987-90 Badedammen, Stavanger (Norway)

With Vernon Gracie, in co-operation with Aros Arkitekter,

Norway Competition entry with Arken Arkitekter,

1987-90 Urban renewal, Novoli (ltaly)
!988 Hammersmith, London (UK)
Offices. With Vernon Gracie.

I988 Nebb, Oslo (Norway)
Dwellings.
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Hammersmith offices cunently under construction.
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Last October work began on Erskine's new

office building for Ake Larson in London,
The new prolect is on an island site situated in

Hammersmith. lt is shaped like a traditional
version of the ark Noah was supposed to have

built, But this part of West London is no Mount
Ararat and the design has clearly emerged as a

protective cacoon against the modern forces of
trafflc pollution, noise and dirt as much as the
flagship of Larson, lt provrdes some 21,000

square metres of offlce space,

It is a startlingly original building, lt is as

.l='

expressive and strong in its beached maritime
symbolism as Fritz Hciger's enormously
successful Chtle Hous built in Hamburg in the
1920s and recently refurbished. "Erskine's Ark",
as it has already been called, is perhaps more in

line with the Viking mentality than the rich

merchants of the Hanseatic League. lt is

moreover covenanted to modern ideas that
occur with modern offlce uses. lt creates a

sealed, spacious internal environment of its
own in an undistinguished part of London that
is characterised by hideous developments,

This Ttage and t'ollowing four pages, office building for Ake
Larsen, Hamnursmith, West Lmdan. Work started autumn
1989. Dennis Sharp argues that it is ark shaped and
praises its rtotel, ttrganic design. Drauritrgs and model
ytliotographs supplied hy Rock-Townsend Partnership.

underground trenches and traffic roundabouts,
Nevertheless, Erskine has taken up a few

local signals in the shaping of his complex
of controlled environmental spaces,

He introduces nature to neutralise the interior
areas of the atrium and allows his planting and

landscape treatment, in which a free-standing
element is now to be placed, to flow out onto
the descending roof terraces that follow the

line of the curved edges of the upturned
frustum plan,

The building reaches up to nine floors on the
northern part of the site that faces the banal

fagades of a nearby building, thereby effectively

blocking out its frontage. lt then drops down to
a flfth level on the southern and sunny part of
the site.

Erskine's architectural vocabulary is always

expansive and many of the ideas he is known
for are taken up again in this project: the open

interior is planned with common characteristics

almost like those to be seen in medieval town
centres; although bulbous in outline, the
building has a distinct silhouette and can be

viewed as a prolect that is aware of the
contextual as well as local relationships.

Somewhat akin to the projects of the romantic
expressionists of an earlier time, it is a complete
artwork in which a single shape predominates.

This shape controls all the minor aspects of the
scheme. ln this case a charming and very
Scandinavian design for an archive and

borough community centre, Lillo Huset (Little
House), lies below the great ship of commerce
set comfortably like a long tug against its side.

The building itself takes on an almost

sculptural quality with its well modulated, great
curved and inclined walls. These rounded
fagades serye to minimize the reflectrve noise

and shadow effects of the nearby motorway,

and prevent a canyon effect in the streets

surrounding the complex. The building was

designed from the inside out to create a kind of
protected office oasis. lt also promises a wide
variety of offlce arrangements and not just

great areas of open space with adjoining service

facilities. lt should be a place of activity but with
a calm, controlled atmosphere conducive to
social.contacts and quality of life. lt will certainly
be welcomed for its fresh architectural
presence in an otherwise sterile environment,

The scheme was designed by Ralph Erskine

in conjunction with British architects Rock

Townsend and Swedish consultants Lennant

Bergstr6ms Arkitektkontor, -l

;*i i i

''.\)\\

53



,IT GE

s_,,s
13.*

If .'.

o

1jr \-#2\ *.2
-. r+-
\/ 1 --a t.

- \ r-.#t
\Ufi *r,m;
w\qffiffi

\.\it{ki$q}ffr

'''.-:i;i,)r- 
. 

y"'' -.yitx,.'l'''' 
'{""r} -'\. , . -6",'-.. ..t

''(..
o

o



55





p

dH ttr}

-ff

r,r,rlrlll:;$ffi

tr
,,#

;i +,;'i-: l;,:' tit 
:1',.,tt1., i#i

,p

h,.,',11i .llffi
$

ffi si

"%&*##ffi.,,*i& ,,,$$,

&^, ," ,;i,;.:..,.. , . . '. ('i

'tl. 
^"*ir*+- 

"'rd'r.:'-

ru x

$trFr, ri,_..r,.I.r

# qie



MOru
HOLISTIWLY
TNTHOT]?
Erik Asmussen has attempted to shape his buildings so that they erpress the
inner spirit of the functions they contain as well as supplrting in a practical way
all the actiaities that go on within them.' Gary C-oates and Susanne Siepl-Caates
erplain Asmussen's architecture at J iirna.

Asmussen has been inspired by the
buildings and ideas of Rudolf Steiner.
Hagen Biesantz and Ame Klingborg,
authors of The Goetheanum: Rudolf Steinerb
Archit e ctural lmpulse, describe Steiner's
approach to architecture as "spiritual
functionalism".2 Steiner said the task of
spiritual functionalism is to find for every
stmcture a unique form which makes
perceptible the essence of the building's
function while sustaining in a practical
manner every activity that takes place
within it. "Spiritual functionalism" requires
a form-language which grows out of and
expresses the same dynamic principles by
which liri.g forms in nature are created.
It gives rise to organically expressive
buildings which sustain the life they
contain and express their relationship to
the landscape out of which they arise.

Steiner believed that in nature there is a
necessary and non-dual unity between
form and function, and that the architect
should achieve a similar unity between
form and function in a building. Asmussen
tries to design his buildhgs so that they fit
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their intended uses in the way that the
nut-shell fits the kemal of the nut.

The Principles of Colour Luminosity
and Colour Perspective
Upon entering any Asmussen building one
feels immersed in a subtle world of
light-filled, transparent colour. Using
natural vegetable and mineral dyes in a
casein and beeswax medium, the paints are
applied in many thin, transparent layers to
impart qualities of luminosity and warmth
similar to that of human skin. By
comparison, opaque colour can seem
disspirited and lifeless. Opaque colour
hides the material which it covers, making
it impossible to tell whether a surface is
sheehock, concrete or wood.

Asmussen's use of architectural colour
can awaken and educate the users'
capacity to experience what Steiner
describes as the objective reality and
soul-nurturing presence of the lirir,g world
of colour. Steiner suggests, for example,
that when we sink ourselves objectively
into the colour red we will come to feel that

Portmit ol the architect, Enk Asmussen.



there is something aggressive in it,
something that advances towards us.

When we meet blue, however, we feel that
it recedes from us.r If this experience
continues to deepen, it will be discovered
that colour moves, that red and blue, for
example, enter into a relationship.
A kind of dance emerges between warrn-
advancing red, and cool-retreating blue,
and the two colours begin to revolve
around each other with one colour moving
toward the viewer and the other away
from him or her.{ In this experience,
according to Steinet, the reality of colour
"meaning" and colour perspective emerges.
The meaning of colour is never abstract or
symbolic but is contained in the verv
nature of colour itself.

The dialogue belween red and blue is
the basis for the exterior colour scheme for
the main build.ings of the Rudolf
Steinersenrinariet. Exterior colour is used tcr

make visible the inner qualitv of a

building's function and to reinforce the
form-gesture of the building as an object in
the landscape. The major public functions
of the "blue buildings" (Alrrtnndinet),

require concentration and fclcus.

These three buildings have compact
forms and the plastically formed walls
seem to bend without a break to form the
roofs. The forms suggest that what goes on
in these buildings is inward, retiring and
self-contained. Ormen Lange, the student
dormitory, balances the blue buildings by
having a form that is unfolded, opening
outward, with the wall scooped out to
create a highly, visible public balcony and
circulation realm sheltered undemeath the
overhanging roof. While the rooms
themselves are private, this particular
dormitory expresses the socral purpose of
community life. The balcony-corridor
looks out towards a meadow and the blue
buildings beyond. Ornrcn Lange is

extroverted, its energv expands outward. lt
is painted a cream white and a warrn
orange-rose and these colours, which tend
towards red, reveal its function within the
cluster of buildings of which it is a part.

The form-gesture of these buildings is
also the gesture of their respective colours.
By definhg the boundary to a common
meadow and orchard, the blue buildings
and Ormen Lange create a space in which

()i,t'rl:ai, C)mren lange, tltt studant Lllnnitlry has a

fornt that is wtfolded, oprting oututartl it,ith a circulatiotr
rtnlm slreltcrt'tl ttrtdenrt'tttlt the lutttgitrg nnf.

Iltloir,, Mm P/ungcr'-s Tthotograph captur$ tlte Ttpy'|i1'
itttrTtllnl bttrL,tan tht cctltwr of the builditrgs arul the
coltnr tt.f naturt'. Tlrc frtssttt| ltgf11tgg71 tntural atd
trttttr-ntorlt'c-rilf crl Stcirrr'ris sorsi i,i /i trt's.

Ilottorrr, tltt lihrurv nt lnnro.
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C-oncept dmwings by E'ik Asmussen lor larna.

Plan of the lnrna deuelopment.

The

Nibble
Biodynamic farm

The hall at larna (presently under construction).

Nibble Market Garden
L Karlssonsailla

The R,S. Seminariet
2 Talleaana, students hostel
4 Thelibmry
5 The Eurythmy house
5 Almandinen, music-house
7 Anapesten, students hostel
8 Tbrrukotten, students hostel
9 Robygge, kitchen, dininghall, etc.

10 Ormen lange - The Serpent, students hostel

The OrjanSchool
3 Schmlpaaillions

71 Handicmltbuilding

TheVidarclinic
L2 Themainbuilding
L3 The admissions department, patientshotel andlodgings
14 Dwellingsfor co-workers at theVidarclinic

1.5 The hall (under contruction)
16 Proposedworkshops
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the polarities of red and blue, expanding
and contracting form, are brought into the
harmony of a larger whole. In terms of
colour the neutral green of the meadow
mediates and harmonizes the red and blue
of the buildings.

The Principle of the Living Wall
In modem architecture the wall is often an
insubstantial filler between monotonously
repeating elements of a structural grid.
Asmussen attempts to create walls as living
membranes. Outside or inside, Asmussen's

plastically continuous walls express the
play between up and down, inside and
outside. In the Eurythmy house, Robygge

andVidarkliniken, for example, walls and
windows make visible the forces of
downward bearing load and upward
striving support. In the rhythmically
alternating play of convex and concave
forms in the walls of these buildings it
almost seerrs that Asmussen's buildings are

breathing. Tieated as plastic surfaces which
grow out of the unity of the whole building
envelope, the walls of Asmussen's

buildings can be seen as "living" in the
sense intended by Steiner describing his
own buildings in Domach: "The wall is not
merely wall, it is living, just like an
organism that allows elevations and
depressions to grow out of itself."s
Thus Asmussen achieves the impression of
plastic continuity in the walls of his
buildings, despite working in the angular
medium of traditional Swedish wood, brick
and plaster constmction.

The Principle of Metamorphosis
The principle of metamorphosis is a

difficult principle to understand in
Asmussen's architecture. It helps to look at
Goethe's vision of the metamorphosis of
plants. For Goethe(1749-1832), as well as

Steineq nature constantly forms and
fransforms itself. Goethe shows how an
entire plant can be seen imaginatively as

the metamorphosis of the leaf: during the
growth of the plant, each part arises from a

more or less similar bud. Howeve4
depending on the location of the bud and
the age of the plant, these buds develop
into different forms to fulfil different
functions. Thus, during the process of
growth from seed to leaf to flower and

again to seed, the various parts of the plant,
such as seed-leaves, stem-leaves, calyx,
flowet and fruit, can be seen as

transformations of one another. Seen thus
in Goethe's way, the growing plant is a

single unified process in time. Each organ is
a spatially and formally differentiated part
of the whole that is related in a lawful and
systematic way to every other part. Indeed,
in a sense, there are no separate parts:

every part is a kind of hologram of the
archetype of the whole.6

Perhaps the best way to begin to
understand metamorphosis in Asmussen's
architecture is to look at the relationship
between the forms of OrmenLange,
Talleaana, Robygge and the blue buildings.
Each of these buildings is comprised of a
low part, which is always used for living
accorrunodation, and a higher part which
contains roorrrs for communal use.

By analogy with Goethe's description of
metamorphosis in plants, this pattem of
low volumef pnvale, high volume/public
comprises the basic leaf archetype, which is

continually transformed hto different
forms expressing varied building functions
and use. Thus each building can be
recognized as a metamorphosis of the same
archetypal pattem, just as the parts of a
plant are all the metamorphoses of the
pattern of relationships that we describe by
the word "leaf.".7

The principle of metamorphosis is

present at all levels in Asmussen's
architecture, from the overall building form
to recurring building motifs such as stairs
and circulation elements, and to smaller
elements such as entry overhangs.

The Principle of the Dynamic
Equilibrium of Spatial Experience
Nearly everywhere in Asmussen's
buildings one has the spatial experience of
movement-in-rest and rest-in-movement.
This paradoxical quality can be
experienced in spaces such as the
promenade-like corridor surrounding the
courtyard atVidarkliniken. There is an
experience of a rhythmic movement
between the polarities of path and place as

one moves within a continuity of
differentiated and functionally expressive
space. It is possible to walk and sit, to stop
and talk as one spends time in this

ever-changing conidor without ever
becoming bored. In an unintemrpted flow
the corridor swells and contracts, reaches

up to the sky for light, and then dips low to
create more intimate places, cupping itself
into alcoves for sitting alone or with
visiting others. To walk the circle of the
path around the courtyard is also to
experience "colour" as the varied colours of
the rainbow follow the walls in their many
movements up and down, in and out.
Constancy and change in sensation,
symmetry and asymmetry, sheltered
intimary and expansive openness are held
here in a delicate and shifting balance
created by the experience of movement
and rest. Yet, whether in motion or at rest,

there is always a sense of equilibrium in
which the seed of the next possibility is

contained within the present moment.
In interior spaces such as those of

Vidarkliniken, the principles of dynamic
spatial equilibrium, the living wall and
luminous colouq, combine to create a very
strong experience of the action of the will
in determining the quality of spatial
experience and the direction of future
choices. The strengthening of the will is an
essential part of the process of self-healing
that anthroposophical medicine attempts
to make possible by helping the whole
person to regain equilibrium and balance.
Thus, the nature of spatial experience in
Vidarkliniken canbe seen as an active part
of the healing function of the building and
not just a "symbolic" design expression.

Summary and Conclusions
Asmussen states: "Architecture is not one
of the free art forms. It is tied to its primary
function of cteating an environment for
one or several activities. As we understand
it, the goal for anthroposophic architecture
is, through design and the whole form-
language, to strive to create a stimulating
environment, which, through its special
atmosphere, can act as an inspiration to the
activity for which the building is intended."s

Asmussen attempts to create buildings
which reveal and express the life they
contain. His notion of function is enlarged
to include the building's role in senring the
whole person, as a being of body, soul and
spirit. Spiritual functionalism is an attitude
toward design which speaks to our need to
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External and internal ttiru,s of the Vidarkliniken.
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see through appearances and to find
ourselves once again at home in human
corununity and in the natural world. He
makes visible the invisible forces present in
a building. Thus the unseen spiritual
dimensions of function become for
Asmussen a creative, generative source for
an architecfure that serves the purposes of
life. The wellspring of his art is found in the
practical, mundane activities of life which
his buildings seek to serve.

Whether dealing wtih colout surface,
form or space, Asmussen strives always to
achieve a harmonious, rhythmic
relationship between the polarities of life.
There is a striving to find the balance
between up and down, in and out,
darkness and light. By containing the polar
extremes within the embrace of a larger
unity, Asmussen's architecture can help us
to realize our human potential for free
action. It might be said that this experience
of freedom, and the responsibility that
such a freedom implies, is the larger
function of all of Asmussen's buildings.

Asmussen has had the luck to work for
clients who share his view of the world.
He has lived out the ideas from which he
has designed. His architecture has emerged
out of a creative collaboration with clients,
artists and craftsmen who share his
conception of life. Indeed, in Jiima,
Asmussen is a member of the anthropo-
sophical community for which he designs.

Asmussen points a way towards an
architecture that is modem yet rooted in
the archetypal principles that underlie the
forms and processes of the nafural world,
His work can be criticized, and in many
cases it fails to realize the intentions behind
it. But there are many instances in which
Asmussen succeeds in creating an
organically alive architecture. We can leam
much from both his successes and his
failures about how to explore the
unfulfilled potential of functionalism in
architecfure.

c)
a
o
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Notes
1 Erik Asmussen was bom in Copenhagen
in 1913 and educated at the Technical
College and the Academy of Art in
Copenhagen, and leamed the basic tenets
of the emerging functionalist architecture
of the modem movement. In 1939 he
moved to Sweden and worked primarily
for Nils Tesch and studied buildings by Erik
Cunnar Asplund and others in the early
1960s.

Asmussen received a commission to
design the new campus for the Stockholm
Waldorf school. This was his first
commission as an independent architect
and he was influenced by the buildings
and ideas of Rudolf Steiner. Steiner,
an Austrian philosopher artist and
spirifual scientist, was the founder of
anthroposophy and the Waldorf school
movement. Asmussen has since practiced
architecture within the framework of
anthroposophy and has designed only for
anthroposophical communities in
Scandinavia, West Germany and England.

For the past twenf years Asmussen has
primarily worked for the anthroposophical
communify of Jdma, Sweden. Jdma is a

village of about seven thousand people
south of Stockholm near the Baltic sea.

The anthroposophical community in
Jdrna is made up of bio-dynamic farms;
curative homes for children and adults in
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need of special care; a Waldorf school;
holistic healing centre; and the Rudolf
Steiner Seminarief, a college with
programmes of sh-rdy in education,
agriculfure, drama, painting, sculpture and
eurythmy (a form of dance intended to
make speech and tone visible). There are
also businesses producing furniture, paints,
toys, medicines and small musical
instruments.

To date Asmussen's buildings in Jdrna
include: Robygge, the main social centre of
the communiry which includes a

co-operatively managed kitchen, dining
room, family residence, offices, two
eurythmy practice rooms and a retail outlet
for the sale of books and products of the
many community busines ses; Bibliot eke t,

a library with an adjoining painting studio
and residence; Almandinen, a music
building with an attached dwelling; Ormen
Lange, a dormitory with 38 rooms;
Te rrako t t e n, Thll ea an a and An ap e st en, three
small house-like dormitories for students;
Vidarkliniken, the healing centre comprised
of a cluster of buildings includingaT|-bed
hospital, housing for doctors, and a
building with doctors'offices for outpatient
care; and SaltaKaarn, the bio-dynamic
granary, mill and bakery.
2 Hagen Biesantz and Arne Klingborg;The
Goetheanum : Rudolf Steiner's Architectural
lmpulse, (London 1979)

' :: .5.c'.,.: - 
-. '

TurLt ttieuts of Stathoga Schtnl, NorrkoTtirrg.

Bebu, Erik Asrrusserr'.s studio at Jiinm.

3 Rudolf Steinet Ways to aNew Style in
Archit e cture, (London: 79 27) page 55
4 lbid. page 54
5 lbid. page27
6 For a lucid explanation of Goethe's way
of seeing and the metamorphosis of plants,
see Henri Bortoft, Goethe s Scientific
Consciousness, (Kent, England: Institute for
Cultural Research, Monograph Series,
No.22, 1986).
7 See: Introduction by Brian Goodwin in
Jochen Bockemuhl, Dying Forests, A Crisis of
Consciousness, (Gloucestershire, UK 19 86).
See also, Jochen Bockemuhl,ln Partnership
with Natura (Wyoming, Rhode Island:
Bio-Dynamic Literature, 1981) for a more
complete explanation of metamoqphosis
in plants.
8 Erik Asmussen, For all the Senses - the
Form Language at the liirna Seminary in
Arkitektut special issue on Erik Asmussen,
Vol. 6 July/August 1984, page 44
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MANIFESTO
KEES
CHRISTIAANSE

Aboae andBelow
Prcject for the Social
ITousing Festiaal,
The llague 1986
Fragments

GREATING CONDTTIONS FOR FREEDOM
KeesWijnand Christiaanse was blrn 0n
14 May 1953 in Amsterdam. He studied
architecture at the Technical lJniuersity at
Delft, worked as architect at the Office for
Metropolitan Architecture at Rotterdam frlm
1980 to 1989, since 1983 as partner and
Director. As of September L989 has own office
"Kees Christiaanse Architects €t PlAnners".

Maior works:1980-1989
19 80-19 89 : Y-Plein Amsterdam-North,
housing project with 1375 units and urban
facilities; Waterfront projects, Rotterdam.
1982-1983: Cnmpetition Parc de laVillette,
Paris, 1st prize (with OMA).
1985: Building complex Byzantium
Amsterdam.
7986: Social Housing Festival, The Hague.
1988: Revitalisation of the Barrio,
Guadalajara, Mexico; Villa "On Wings of
Art", Rotterdam.
1988-1989: Study "The Netherlands in
2050".
7989: Urban design GEB-driehoek,
Rotterdam; Urban design masterplan
City-Oost, Rotterdam; Housing De Hunze,
Croningen; Apartment Buildi ng K25,
The Hague; Urban design Sandtorharbour
and Grassbrookharbouf, Hamburg.
Miscellaneous: President of the
Intemational Forum of Young Architects,
member Architecture Section Rotterdam
Art Foundation.
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Planning
The modern cosmopolis is seen in this randornly
chosen illustration from a French-Canadian
joumal; modem eurocities of Westem Europe
are superimposed on the area of medieval
Lotharingen,

Next we have an illustration from the book /n
Search of Space for Liaing, published in 1965 and
depicting the population density of Europe at

that time.

As you can see, the Netherlands are black, and
a dark outline moves along the Rhine to the
south. The eurocities in the Lotharingen of
tomorrow form a kind of Milky Way, where the
distinction between town and countryside
slowly fades out.

Solitary pulsars like Paris, London, Moscow
Berlin and Mexico city are undergoing an
explosive expansion of their peripheral zones,

as can be seen in the picture of LaDefence below.
In these modern cities the utopian schemes of
the avant-garde have long been realised:
Le Corbusier's plan Voisin and Melinkov's
parking garage across the Seine (shown below)
have in fact been built.

In the context of everyday life, and with the
exception of some urban planners and
architects, this has become - perhaps not
always consciously - an accepted realiry as seen
here in Rotterdam.

In the city, buildings are sometimes more
important as communicators of information
than as architectonic objects.

At the beginning of the century Malevich
adopted the concept of New York through
fixing one of his architectons on this postcard,
and proclaiming - along with many others at
that time - that the image of the city can no
longer be perceived as a harmonious organic
totaliry but rather as a chaotic accumulation of
a thousand different cultures.

U#

Between the cities and the peripheral zones.
and at a certain distance from the inner cities,

suburban monocultures of Anglo-Saxon
domesticity are arising in every urban
agglomeration - in this case, St Quentin.

Nobody can really say whether these photos
have been taken at St Quentin, Almere or
Milton Keynes.

Subcentres in the periphery and suburbs
have taken over the functions of the city and
lead to uncontrolled decentralisation and
spread. The edges of the inner cities, dating
from the nineteenth cenfury, undergo
impoverishment, haffic congestion and
infrastructural decay.

The problems of large agglomerations
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demand new visions and concepts - ones that
also leave the old, rural landscape in tact. There
is no longer a place for harmonious centralism,
nor for modem laissez-f aire.

Randstad Holland is both a positive and a
negative example. The concept of "concentrated
deconcentration", where rural life (farms and
meadows with cows) exists alongside urban
areas of the highest density is, as we see here,
a delicately balanced affair.

Although it is not possible to theorize generally
about practicing urban design in large
aggJomerations, the following statements are an
attempt to reveal my vision.
Urban design and the modest aftitude
Above everything else, the urban landscape
needs to be self-evident. Its underlying
organising structures are the result of functional
zoning and cultural-historical tradition, as
shown below.

to balance between the remnants of different
structures: between a refuse dump of urban
ideologies and an archeology of valuable
elements.

From a careful inventory and identification
of urban characteristics, the urban planner
extrapolates a dynamic balance in which
freedom and fletbility exist without the loss
of context.

Good urban design therefore often looks as if
it is almost "doing nothing".
Islands and corridors
The cities themselves increasingly become
conglomerates of islands of different urban
character dating from different epochs,
separated by corridors of residual space and
infrastruchrre.

These islands, and for example the postwar
centre of Rotterdam dating from the 1950s,

should be considered as "positive ghettoes";
in other words, just as "China town" in a

modem occidental city is more or less an
autonomous island, so are many districts more
or less explicitly autonomous in activities and in
urban form. Here I rest my case with the aerial
photo of the centre of Rotterdam.

Between these islands lie corridors which
often have originated from the presence of
water, railway tracks, defence walls etc in the
past. These spaces increasingly call for our
attention. Th"y are the only places in the city
where an exchange can take place between the
growing large-scale functions and the
small-scale activities of city life (shown below).
In these corridors, new forms of urban spaces,

new forms of buildings with new prograrrunes
and eventually new forms of city life will start.
The Berlin wall is a thought-provoking
illustration of this.

To design is to organise
To design is to intelpret information in the
fastest and most efficient way in order to
achieve a certain goal. Designing is an
organising activity, a methodology of
organisation - in this case of all aspects of
society. The axiom "to design is to organise"
indicates that to design (apart from associative
short-cuts and culhrral recycling) is not a
romantic activity, but a logical rational process
that consists mainly of taking decisions and
making choices.

Dealing with repetition and tension between
the rule and the exception plays an important
role.

In order to survive, our society is forced to
organise itself in detail and to a very high level
of abstraction. Our metropolitan areas are a
100% man-made environment.

In particular, the traditional Dutch polder
landscape shown below being since the Middle
Ages a 100% man-made environment, has
proven, in the course of its development into
one of the most densely populated landscapes
in the world, to be a structure that is able to
accommodate differeni exchangeable

PrograrTunes.

The explosive and partly uncontrolled
developments over the past 50 years have put
an abrupt end to this.

Stmctures have been pasted over strucfures,
developments have been started and then
abandoned. Razor-sha1p divisions have been
generated between dif ferent areas.

Therefore, the modem urban designer needs
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The identification of the characters of these
islands, their reinforcement and change leads to
their polarisation. Therefore for every type of
district, specific planning concepts and building
regulations can be formulated.

Multi-coloured combinations of areas of
different character are generated, in which
modem urban man chooses his favourite
ambiance.
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above -
Community Centre,
Amsterdam - North
A building in a building.
Like a nightmare you
enter and you are on the
outside again. The
extemal walls isolate the
interior from the public
realm. But inside, new
walls isolate the
service-functions once
more into a building:the

main activities take place
in the intermediate zone.

Where the inner
building breaks through
the outside wall an
entrance is generated,
and where it breaks
through the roof, a

children's creche wtth
sun terrace is formed.

below -
Boompjesboulevard
and Parking Garage
Zeuvehoofd Rotterdam
The Boompjes is the
conjunction of three
important harbour
entries. From the city a
number of connections
come out atthe Boompjes
and the river. These
connections must
reinforce the context

between river and city.
They have different
characters: metropolitan,
informal and recreative.
T\e Boompjes is allocated
as the events area of the
citv on the riverside. The
altemative u tilisation of
the quay will be
emphasised. Sometimes
special ships can be
launched here, or events
can be held, along the

pier. The altemahng
uhlisation must be
reinforced: an articulated
platform for a mixture of
acfivities. For this reason
the parking areas on the
quay are shifted into a
parking garage. Along
the quay a sequence of
facilities is created.

On the Leuaehmt'd a

sloping parking garage
will be constructed

under a sloping square.
The advantage of this
solution is that a
ceremonial space is
created, forming at the
same time a transition
from the footpath at the
boulevard level to that at
quay level.
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The rational layout of the polder strips with a

minimal set of elements (rows of trees, dikes,
canals) forms an indestructible spatial concept,
which I have ut'rlised several times, for example
in the design of the riverfront of Hamburg.

->tr-Jt

In OMA's design for the competition for the Parc

de laVillette (1983), the principle is exploited to
its limits: every strip offers a new exchangeable
programme. The user can move lengthwise and
occupy himself for sometime in the same

prograrrune, or cross the park across the

direction of the strips, and experience the total
scope of programmes in a matter of minutes.
Repetitive elements like bars, toilets, picnic
places and others are distributed with a certain
frequenry across the site; every type of function,
as shown in the illustration below has its own
distribution formula.

Our proposal for the World Exposition 1989 in
Paris was not even a design, but merely a

concept for the organisation of a replica of the
world. A traditional World Expo consists of a

park in which the pavilions of the participating
countries are solitary places like pieces of cake

on the lawn.
Our design consisted of a minimal set of mles

that had to be respected by the participating
countries within the site of the Expo. There was
no park, but a virgrnal piece of land. Every

country had a maximum allowance of surface,

height, building volume, green and wate4 light,
sound, and odour production.

Under the watchful eye of the Almighty
(in this case, ourselves), a continuous landscape
of participating countries was to be generated
where the visitor moved across the site as a

globe-hotter, continually crossing real borders.
The model that we made of this project can

only be seen as a diagram of the concept.

It was a decisive moment in the development of
a vision of the relationship between architecture
and urban design: "Urban design, as the
organiser of the corrllnon, should observe a high
degree of neutrality towards architecture that
may flower in a thousand blooms".
Urban memory, a neltr attitude toward history
The urban landscape demands a new attifude
toward history. The shalp edge between
fragments from different epochs makes the
history of the city conscious and manifest.

There is no longer a place for harmonic or
adapted design. The contribution of buildings

and neighbourhoods from different times to the
image of the city, make that city abve. The
mutual contrasts are essential. The urban
designer is an archeologist who brings
fragments to the surface, covers up others and
adds some new ones.

Building or architecture
The attraction of the architectural profession in
relation to the other fine arts lies in the tension
in the way the architect has to operate
simultaneously on the pure level of conceptual
thinking, and to build under the most banal
practical circumstances. A good architect loves
this tension. He is continually forced to test his
hypotheses against reality. The struggle that he
has to undertake to convince the world and
realise his ideas sharpens his inventiveness in
order to find solutions without compromising.
Compromising does not exist. The realisation of
a design is a process, an expedition continually
coming up against barriers and impossibilities.
The architect finds his way like a guerrilla going
through the jungle.

The modern architect is modem. This means
that, as at the time of the "Modem Movement",
the emphasis in designing lies on programme
and function. This generally leads to a form that
is reduced to essentials, and provides the user
with a frame for individual freedom.

u
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above -
Social Housing Festival,
The Hague
In 1989 the 200,000th
flat will be built in The
Hague. On this occasion
the communitv orgaruses
a social housing festival
in the form of a special
housing area along the
Dedemsuaarfares. This
area will consist of an
exhibition of different

lvpes of social housing
with different types of
flats: a social housing
exhibition on a 1:1 scale,

The exhibition shows
new developments in
architecture and
houshg, a panorama of
different building types.
The buildings will be
distributed on three parts
of the De d e ntsa a arttu e g,

for each of which a

different kind of building
is intended.
Free-standing and
clustered buildings are
intended for Zone One;
buildings with four to
five floors for Zone Two;
Zone Three is appointed
for five apartment
towers at great distances
from each other.
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below -
Social housing K25,
The Hague
The building stands in a
strip of parallel
landscape elements
(street, trees, canal, dike)
which form the
transition between
housing area and

Ereen zone.
This situation is

reflected in the design:

t', --'

/
the street faqade is a slab
of stone behind which a

living zone in light
materials is created. The
slab-like character of the
burldrng is articulated
through a number of
perforations which make
the building transparent
to the green zone: the
buildlng is floating above
a lowered parking place
and has big openings

SFdil{nion..d.- 
Aerr,rd._

---
with community rooms
around the staircases.

The programme
consists of 45 flats of
different types, varying
from 55 to 1 10 square
metres. This variety and
the low number of flats
are a conscious effort to
make controllable a
building with a diverse
population.
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above -
Experimental
MobileVilla
"On Wings of Art'is an
experiment in relations
between the public and
the private realms. It is a
mobile villa for a theatre
goup, simultaneously
serving as stage, setting,
auditorium and house
for the travelling goup.
The villa stands in the
sand. Sometimes the

audience sits inside and
the actors play outside or
the reverse, sometimes
there is an audience but
no performance, or
actors without an
audience. Sometimes the
audience attends the
daily meal of the actors
and sometimes the actors
change thebuilding
without the architect
knowingit. . .

below -
Design of the
exhibition Souief
Ar chit ectur e 79 77 - 19 87
in the Beurs van
Berlage Amsterdam
In designing the
exhibition in the ex-stock
exchange by Berlage
I used two geometric
forms which are
elementary in Russian
consbr-rctivism: the circle

and the triangle. From
the edge of the roof a
round, open column of
white silk comes down.
The column hangs above
a concentrated exhibition
of small models of
Rodchenko and
Melnikov buildings, and
forms a shell over an
intimate space where the
constructions come into
theirown. Abouttwo

metres above the floor, a

gigantic black box in the
form of a pyramid floats;
on its inner side slides of
Russian architecture and
urbanism are projected -
a big hat under which
you go when you want
to see the pictures.

The drawings
themselves are exposed
on long, low panels,
leaning against each

other and thus forming a

rool the cross section of
this construction being a

tiangle again,

PROIECT CREDITS:

Hamburg Bauforum:
Kees Christiaanse
Willem Jan Neuteli.gt
Artecta
Boompjes Boulevard and Parking Garage:
Kees Christiaanse
Ron Steiner
Social Housing Festival and Building
K25:
Kees Christiaanse
ArtZaaljer
Exhibition of Soviet Architecture and
Mobile Villa:
Kees Christiaanse
Chiel v/d Stelt
Community Centre Amsterdam - North
Kees Christiaanse
To^y Adam
Photographs:
Hans Werlemann
Daria Scagliola
Hemer Leiska
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FROM
BRNLI.ESCHI

Professor Mike C-ooley wrote Architect or Bee, abookwhich criticised the

substitution of human creatiuity by the computer Here he describes a new

project which uses the computer as a tool for architecture, and not as a substitute

for architects.

"If you've got a guy who can produce
drawings non-stop all day, never gets tired
or ill, never strikes, is happy on half pay
with a photographic memory, you don't
need. . . !"

Thus was the Computer-Aided Design
revolution heralded with refreshing
frankness in an advert for a CAD package.
It didn't suggest it would tum every design
engineerinto a Leonardo or a Bames
Wallis. It didn't pretend it would make
Wrens or Bmnelleschis out of architects.
Neither did it go as far as to suggest that it
would free us from routine, boring,
backbreaking tasks and allow us to soar
into the celestial heights of our own
creativity. Its message was brutally frank.
It had to do with speed of production,
control and, above all, the replacing of
human intelligence with machines. It
revealed one side of that double-edged
sword which is technological change. That
side, incidentally, which still tends to be the
dominant, if unstated part of the agenda of
many large corporations. Those aspects of
technological change which are now
proving so problematic in other areas of
professional endeavou4 are revealed
within design itself.

Technological change in its present form
displays three predominant historical
tendencies. Firstly, it changes the organic
composition of capital, making processes
energy- and capital-intensive rather than
labour-intensive. Secondly, it constitutes a

shift from the analogical to the digital,
dramatically changing the way we perceive
our world and relate to it. Thfudly, it is a

process in which human beings become
passive and the systems become more
active. These systems tend to be introduced
within the general philosophy advocated
by the founder of "Scientific Management",
Frederick Tayloa who said: "I^ *y system,
the workman is told precisely what he is to
do and how he is to do it, and any
improvement he makes upon the
instmctions given to himis fatal to success."

There are expressions of concern from
Rosenbockr, Dreyfus2 and myself3 that we
are now repeating, in the field of
intellectual work, some of themistakes
made at earlier historical stages in respect

of manual work. There is in fact, already
evidence of these tendencies within
Computer-Aided Design. I hold that this is
in part due to the separation of hand and
brain, which began to be so evident in

TO

lllustrator Nick Reeaes re-addresses a wood cut by Dilrer,
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fourteenth and fifteenth century Florence
when Brunelleschi was designing the
cupola of the Santa Maria del Fiore, and
around which time a word for "design"

appeared in most European languages. The
emergence of this word coincided with the
need to describe the occupational activity
of designing. That is not to suggest that
designing was something new but rather
that it was being separated out from the
wider productive activity and recognised as

an activity in its own right. This can be said
to constitute a separation of hand and
brain, of mental and intellectual work, and
of the conceptual part of work from the
labour process. Above all, it indicated that
designing was to be separated from doing.

My colleagues and I view this period as

a unique historical turning point, where
sadly, the possibility for a human-
enhancing, more holistic form of science
and technology was lost.a We now believe
that with the new technologies,
we are at a similar historical turning point.
In many areas of design, reductionism is

now becoming evident. furthermore,
many of the CAD systems are leading to
high levels of abstraction. That, together
with the "theoretical" forms of education
for designers and architects, converges to
mean that on occasion they cannot even
recognise the objects that they themselves
have "designed". This loss of a tacit
dimension has resulted in some dramatic
(and often comical) examples.

A designer working on an igniter for an
afterburner moved the decimal point one
place to the right (which in an abstraction is
like one place to the left). Through his CAD
system, he called up the preparation of the
NC tapes. De-skilled workers on the shop
floor then looked for material for this
object and succeeded in producing an
igniter with ten times the dimensions.
What was alarming, was that when a
skilled worker went up to the designer's
office with this enonnous object to make a
joke of it, the designer didn't realise it was
a mistake, even though it was of course
1,000 times the required volume.
A startling confirmation of Joseph
Weizenbaum's sub-title to his famous book
"Computer Power and Human Reason"
namely, "From Judgement to Calcuation"s.

We are indeed losing the capacity to

Right, computer generated drawings explaining the faqade
of the new Erskine designed Hammersmith offices,
London. Drawings generated by Gordon %rapp,
Ro ck-Tbw nse n d Partne rship.

judge. As we get so separated from our
materials and the physical world in which
they are located, we lose the tacit
knowledge, that sense of shape, size and
form which the philosopher of science
Polanyi spoke about when he said "There
are things we know but cannot tell". That
kind of knowing cannot be accumulated
through the miniscule professional
aperture of a VDU. In addition to this,
a CAD environment does (but doesn't
necessarily have to) encourage the notion
of "the one best way": the idea that you can
so optimise packages and components that
just one route is left. This is frequently the
basis on which menu-driven systems are
constructed.

By the early 1980s it was clear that
definitions of these problems and
descriptions at a theoretical level of
possible solutions would be indequate to
bri.g about a creative questioning of the
destructive orthodoxy. In 7984 agroup of
engineers, scientists, philosophers and
social scientists from universities and
industrial companies in Germany,
Denmark and Britain, approached the EEC
with a request for funds to design and
build a demonstrator of a Human Centred
Computer Integrated Manufacturing
System. I was the initiator of the project,
and together we asserted unashamedly to
the EEC that we could not accept that there
was just that one form of technology,
which might be described as Thyloristic,
Fordist or American; a sort of "one best
way" at the macro level.

An original way to perceive technology
is as part of culture. Just as cultures produce
different languages, different music and
different literature, why should there not
be different forms of technology, including
those which reflect our so-called European
aspirations - even if they apply more h the
rhetoric than in the reality? We were
advocating a technology which would
reflect those European expectations of
motivation, corrunitment to quality,
self -consciousness, dig"ity of the
individual at work and the need to
enhance human creativity.

Eventually, the EEC agreed, and ESPRIT
Project 121,7 was embarked upon. The
CAD work was undertaken by the Danish
partners, the Computer-Aided Production
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Fig. 1 The Tacit Area

(CAP) work by the German colleagues and
the Computer-Aided Management (CAM)
and overall project management by the
British partners.

An object at all levels in the system, was
to support human skill and ingenuity by
providing tools as distinct from machines
in the Heidegger sense. Furthermore, we
were conscious that many systems
functioned on very high noise and very
low signal, leading us to express doubt that
we live in an information society, and to
suggest that we actually live in a data
society. Tiansforming data into information
is a conscious human act of selection.
If the information is applied, it becomes
knowledge, and if that knowledge is

absorbed within a culture and a tradition,
it leads to wisdom, and wisdom can lead to
worthwhile action. Thus we sought to
design the system at the knowledge/
wisdom/action end rather than at the data
end (see fig. 1). The significant effort to
arrive at this conculsion might not have
been necessary had we heeded these
words from a poem of T. S. Eliot's:
"Where is the wisdom we have lost in
knowledge?
Where is the knowledge we have lost in
information?"

At the CAM level in this new system,
an interface supports the operator-
programmable input. Thus, skilled
shopfloor workers can draw on their deep
tacit knowledge, and furthennore their
qualitative subjective judgements are
accepted as valid by the system. The
worker can give the quantitative elements
to the machine and can, at all stages,

override the machine. The interface
provides for graphical input as well as

more conventional forms, so that the
skilled worker can see the blank form on
the screen, envisage the component which
is within it and describe by graphical input
techniques the machining steps required,
in somewhat the same way as

Michelangelo removed from the material
in front of him, all that which was not
David.

At the CAP level, the object is to provide
high transparency through a PC-based
workstation on the shop floor. The system
will provide a graphical representation of
the consequences of downloading some

machines, the potential for optimising
particular product ranges and the best form
of sequential planning based on human
judgement supported by a system of
computer- generated altematives.

Perhaps most exciting of all has been the
work of our Danish colleagues in respect of
the CAD system. The partners as a whole
were concemed that CAD systems are still
essentially menu-driven, which means that
however sophisticated the system, the
designer is still somewhat like a child with
a complex lego set making pleasing
pattems with predetermined elements that
cannot be changed. furthermore, this
compels designers to conceptualise
problems in forms which are compatible
with the menu rather than thinking in a
very open-ended and creative fashion at

the initial stage. By using the Scandinavian
techniques of "user involvement", the
Danish designers held a series of
discussions and built prototypes so that
they could evolve a CAD system which
actually did aid the designer rather than
the type more generally encountered,
which tends to dominate the designer.
The result is a prototype electronic portable
sketchpad. On this, the designer can draw
freehand any element he/she wishes, with
an almost Renaissance-type freedom. Since
the sketchpad is portable, one can take it
around and have discussions with
colleagues and shop floor workers before
the design is consolidated, or one can have
an "electronic dialogue" via the system.
Its local memory will retain the evolution
of the design, as the old design sketch
books might have done. The resulting
sketches can then be uploaded to the main
CAD system, where geometrically correct
drawings are produced. Furthermore the
object is to provide a command-free input
to the machine, where it is the capacity to
design that matters, rather than the
capacity to drive a complex CAD system.

The CAM system is now under test at
Rolls Royce's Leavesden factory and the
British company BICC has installed two of
the CAP systems in their UK factories.
The German partners are demonstrating
an integrated version at BIBA in Essen. The
electronic sketchpad is now under further
development and a video tape is available
in Danish and English, which features the

user/designers of the sketchpad. A diskette
is available which can be used with a PC to
demonstrate the potential of the CAP
controller. The overall project is now being
underpinned by a COMETT Project to
facilitate action between Industry and
University in developing forms of
education that will support a Human
Centred Technology. furthermore an EEC
DELTA Project is working on the design of
a leamer workstation, which will likewise
facilitate the development of skills within
manufacturing. Those examining
constructive technological altematives to
machine control are optimistic. There is still
time to join with them, so thatright across

the professions, there are clear and well
articulated proposals for systems which
enhance our creativity, rather than stifle it.
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Handles designed by Alessandrc Mendini for FSB.
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Haa e y 0u r e a d th e Tr actatus Logico- Philosoph rcus b y Lu dw i g W i tt g e n st e in?
Did you understand it? Probably not. Eaen hardened philosophers fret tearfully
ouer its more elusiue passages.Wittgenstein also dabbled in architecture.
For one thinghe designed a house for his sister inVienna.Thishouse islogical,
syllogistic and absffact. Eaen the door handles urere rethought. A aersion of the
Wittgenstein doorhandle is used as the logo by FSB (Franz Schneider Brakel),

FSB is an intelligent, design-led clmpany which produces quality handles and
other metal fittings which are marketed to ftatter the intelligence of a discerning
well-educated, middle-class clientele - including architects and philosophers.
We asked Carl Auboeck, a specialist in both design and architecture, t0 interaiew

lurgenW. Braun, ManagingDirector of FSB.
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CA: Mr Braun, how does it feel to be an
international trend-setter in a field
which I would say was dominated by an
ironmongers'mentality up until a couple
of years ago?

JWB: I think one can say that after the
experiences we have had with our
customers and they with us, the market has

become more strenuous and involved.
We simply had to leave behind the old
production and trade methods.
CA: How did the changes actually
come about in this more than
one hundred-year-old firm?
|WB: In7979l arrived as a complete
outsider in the firm, which was a good
all-round performer in the fittings market
and had a30o/o share in it. I came up
against a friendly but outmoded and
perhaps a little too short-sighted
management, which was convinced that
the firm would continue as it had done up
until then. At the time Johannes Potente
was the works'designer and had been
for 50 years. He was in charge of all the
design work.
CA: A very typical situation for an old
traditional family firm.
JWB: Exactly - and the substance, the
manufacturing quality and the work
situation (all620 employees live within a

radius of 7 kilometres of the plant in Brakel
and the 12 villages within the area in the
green hills of the Weser mountain region)
fascinated me and animated me to instigate
constmctive changes.
CA: But it doesn't workthat quickly -
IWB: Yes, and i. -y case it took around
five years. Interestingly, it was during a
conversation I had on a plane with my
neighbour that I was given a tip which
was to be decisive for me and FSB.

He suggested Otl Aicher as a design
adviser and I was in urgent need of an
advisor.

No sooner said than done. I packed my
catalogue and showed it to Aicher so that
he could give it a new image. I naturally
had not anticipated that Aicher would see

things more in-depth than I did at that
point in time. He threw me out with the
remark that he was not a house painter and
moreover that I should work out what I
actually wanted.
CA: What happened then?

JWB: I then knew what briefing meant.
Intentions, wishes and so forth, which first
had to be defined. I basically had
everything: production means, turnover
and a large collection of all possible fittings.
Yet the necessary drive was lacking.

The second accident came about whilst
browsing in a bookshop, the antiquarian
sort, where I discovered old books on the
art of trade and a whole pile of books of
differing type on tools, cutlery and
walking- sticks. I bought the lot and turned
them into the book "grasping and handles"
together with Otl Aicher. This, our first
book, became the basic philosophy of the
"arlof. grasping", also defined as "lucky
gnps". In other words, basic considerations
of ergonomics, haptics and product culfure.
It formed the basis for all the further steps.

Here too, Wittgenstein makes an
appearance - his handle form has been
used in our logo.
CA: Why was this:
JWB: I think that this handle, which has
been in our catalogue since the 1920s/ was
an important pointer in the developmental
path of our business. I see it like this:
the smooth, round, bent tubing form, pure
avant-garde for its time, has attained an
almost etemal validity, become almost holy,
but is also there to remind us that there
have to be totally opposing shapes and
styles.
CA: How did it progress from there?

IWB: From exactly this starting point.
On the one hand, the round and bent
handle of Wittgenstein and on the other,
the HEWI collection made from plastic,
made me uncertain as to whether a formal
development could then take place. Our
strength lay not in the bent plastic material
but in the hand-formed models of our
fohannes Potente. I was very unsure as to
what to do.

Then another accident came to my
rescue. Klotz's exhibition Reaision of the

modern in Frankfurt in 1984 provided me
with the clue as to which of the architects
and designers on show there could
contribute to the FSB collection. Amongst
them were people like Mario Botta,
A. Mendini, H. Hollein, A. Isozaki,
P. Eisenman, P. Tircny, S. Hayashi and
D. Rams. I immediately contacted them
individually to seek their co-operation and,

to my surprise, all of them were
enthusiastic about it.
CA: In what form were the conhibutions
provided?

IWB: Handles were to be developed on the
basis of our bible Grasping and handles and
the four unwritten commandments of
grasping by Otl Aicher. The materials,
brass, aluminium, bronze, high-grade steel

and combinations with wood or
thermoplastics, were prescribed, but
otherwise as much freedom as possible
was allowed.
CA: And this then led to the now
legendary door knob workshop in
Brakel?
jWB: Exactly. FSB granted conbacts to the
participants in September 1985 with exact

specifications. Handover deadline was
March 1986. An important part of the
entire process was the workshop in Brakel
held the following September, which
allowed a comparison of the submitted
designs and created an atmosphere which
was conducive to discussion so as to
consider aspects of the individual work and
allow thoughts to be aired.
CA: Had you considered other
possibil.ities of coming up with ideas
before this workshop?
IWB: Yes and there were three ideas: either
using our own in-house designer and the
usual "cleaning lady test", ie the procedure
in use up till then; to conduct a quick
market research exercise and to have the
same test carried out by around 3000
"cleaning ladies"; or lastly, to announce a

student competition. We then quickly
decided on the fourth possibility,
in otherwords, to commission extemal
designers. This was to btirg in more
creative professional pressure from outside
and to derive useful public relations from
this pressure.
CA: So you turned the design initiative
into the startingpoint of a concerted
marketing idea.

IWB: Exactly - it was simply our intention
to rouse ourselves from our slumber with
the trumpets of Jericho and to reassert the
business in the eyes of the public.

Every single recolrunendation of each

individual designer brought a different
approach to the same problem and with it
a better understanding of the problem,
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Left, handle designed for FSB by Franco Berg. Right,
handle designed for FSB by designer lohannes Potente.

a manifest recognition of the benefit of the
so-called "hand-form model" and a
tendency to move away from handle forms
determined by a geometric aesthetic.
Completely different suppositions and
solutions arose, and the opposing views of
Dieter Rams and Peter Eisenman is
evidence of this. This confirms my opinion
as to the validity of this course of action, of
conducting such a design experiment.
The employment of diametrically opposed
designer personalities on the same theme
creates a dynamism, aided by the positive
atmosphere.
CA: What remained of the ten original
collections and what could and could not
be integrated into the production
programme?
JWB: The process of elimination began in

the workshop, where one could glean from
the basic discussions a picture of the
market chances, profitability, long-term
effects and intended design politics of FSB.
With the help of Dieter Rams and Otl
Aicher, who incidentally was not at all
enthusiastic about the whole workshop
idea. . .

CA: What was his opinion then on the
whole future product design of FSB?

JWB: Aicher was convinced at the
beginning that one should only have one
designer (similar to Johannes Potentes
previously)and that he should be involved
in the future developments. But once he
saw the atmosphere and contrasting
aspects of the ideas, he was all for it.
So Aicher and Rams helped choose those
designs which were given close
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consideration for the expansion of the
collection. They were the designs of Botta,
Hollein, Mendini and Rams, from which
we knew from the beginnning we could
make a consistent collection.
CA: What was your experience in
working with such different design
heavyweights?

JWB: For example, the work with Mendini
was great fun, but with Rams it was
unbelievably strenuous. He questioned
everything and criticised everything,
absolutely terrible, but he was absolutely
right. This is perhaps reflected in the fact
that Mendini has one page in our new
catalogue and Rams twenty-four pages.
CA: Does anything happen to the price
when "name designers" contribute the
designs?
HWB: At the beginning, yes. Our first
unique series could only be sold through
specialist design shops, which was a very
limited market, and for very high prices.
That has basically changed. With the Rams
collection we had the luck from the
beginning to develop an economic product.
His27 products have been on the market
since July 1989 and have already won the
silver award of USA interior architects.

The price reduction succeeded only after
the successful placing of the product in the
market. Hollein and Mendini are also
responsible for products with high
tumovers. Hollein with a hand-form
model, which was related to the form
language of Potentes, and Mendini with
hisOmaggio a Gropiut a re-design which
on the one hand appeals to the traditional
taste of the customers today and on the
other hand is an up-to-date product
because of its choice of colour. We are in the
process of creating a healthy serial
production so that the unique series comes
within the reach of everyone.
CA: It gives me the impression - both
positively and critically meant - that
FSB could become the Alessi of the door
fittings industry...
JWB: You may be right, luckily we can look
back in an almost historical fashion on the
advantages and disadvantages of such
diversified design and product politics.
We will take such steps carefully and
always in the sense of a creative
innovation, and not just let loose a firework

at a jumping jack. Looking back though,
the workshop firework was fhe event for
FSB and signalled the tuming point in
design.
CA: How are we to understand that?

JWB: Well, we have created an internal
identity in our business, based on the
theoretical input of commissioned designs
from extemal designers, the publication of
our handbooks "Grasping and Handles"
and the "Door-Handles Workshop in
Brakel", and, very importantly, a

monograph which our chief designer

J Potente published in 1989. This intemal
identity has been understood and
respected by every employee from the
processing of the raw material to the sales

department. I can say this with certainty.
Our conceptions could not have been
realised in any other way. In 1989 I held
24 slide presentations for my employees,
so that each one of them understood how
and why things happened or did not
happen. The three books are as important
as our catalogue, and all embody our
corporate identity and present it to the
world.
CA: When a new catalogue appears,
which of the customers' characteristics
does it aim to speak to?

JWB: Naturally the intelligence of the
customers. \Atrhether final consumers,
architects, or cabinet-makers, it is to brir,g
the unmistakable philosophy and qualiry
of the products to the fore for every single
item.
CA: Mr Brauq how do your product and
design plans look? Are there new
product lines which already permit a

guess at the developmental trends?

JWB: I believe so. One year ago we asked

|asper Morrison to create a line with the
help of brass as a basic material - a filigree
brass wire. This series is already in the
catalogue and should appear on the market
shortly. Morrison has also designed a
completely new hand-form series which
will appear in the next catalogue.

Perhaps this answers your question and
its lightly resonant untertone as to whether
we can no longer work with the younger
designer generation. Morrison to me
represents the newJohannes Potente of
FSB, andwe are continuing a powerful
tradition of hand-forms into the fuhue. tr
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COMMT]NICATE
DON'T DECORATE

Much interior design emphasises function and oisual grace but neglects the
need to communicate directly with users. Leutis Blackwell argues that
modern enaironments should haae the same immediacy of message as a TV
commercial

Unlike domestic spaces, the commercial
or public interior is almost invariably
designed by one party for another to
make a statement to a third party.
The self-consciousness of our cultural
strivings in all kinds of activities - from
literature to fine art, advertising to
animation - has a relevance to the
interior.

We are aware that the associations
of an image are part of the function
and can be taken seriously or treated
ironically. The interior designer does
not work in a vacuum and neither does
the user experience that environment
without relating it, consciously or
unconsciously, to many other
environments.

So how come interiors so often lack
the resonance, the wit and the drama
that other commercial creative work
takes for granted as a requirement of
civilised and effective communication?

There's the rub: communication.
Beyond the most obvious messages,
interiors are still not seen as having a lot
to say. Rather, they do. We journalists
and critics are partly to blame, of
course, through our fondness for
promoting new trends based on
judgements that do little to extend
beyond personal taste. In working on a
new volume of the biennial publication
lnternational lnteriors (published by
Thames & Hudson in the UK) I thought
it wise to be a little more catholic in my

approach to marking design trends.
I tried to ignore the pundits (nigh on
impossible, I admit) and instead
concentrated on what actually attracts
designer, client and public attention.

The simple linking factors behind all
the projects included were the use of
strong and original methods by clients
and designers to put across a distinct
and appropriate message to the users.
(By "message" I refer to the expression
of a whole range of different functions
that are involved and must be bonded
together in the interior.)

In the case of a shop or restaurant,
getting that communication strategy
right is a crucial part of the business
success. Increasingly, given demo-
graphic trends, employers are finding
that creating a workspace that is finely
tuned to employees'needs beyond
basic function is a great help to ensure a

healthier and happier workforce.
Companies, indeed governments, are
also realising that their buildings and
interiors say a lot about their past and
present - and future.

There are few things as expressive
of their time as a commercial interior:
unlike the domestic interior, the
commercial interior exists to be
constantly tested by a changing round
of users. And if the interior "fails" ,

which is likely to happen in some way
sooner or later, it will be replaced,
should this be deemed cost-effective.
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Shiro Kuramatab Cnntble bar inTokyo: urhat it says
is more significant than zrthat it does (and prices can
reflect this)
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The Body and Bath Shop, Tbkyo, by Satsuo Kitaoka says

what it is concerned about in name and in the uplifting
cleanliness of its interioq playingwith light and
translucent surfaces

It is a harsh world that the aesthetic
concerns of the interior designer's craft
must live in, yet this very threat of
transitoriness, this pressure to achieve,
ensures that the leading edge of
interiors is among the most innovative
areas of commercial creative work.

Interior design is free from many
of the conservative pressures affecting
architecture, yet not usually subject to
the same mass-production pressures as

products or furniture.
Nor, to perhaps make a provocative

association, does the creation of an
interior have the purely marketing-led
objectiveness of much graphic design or
advertising. And yet the production of a
new commercial interior is increasingly
bound up with the soft science of
marketing.

For many designers this increase
in marketing awareness is seen as an
unwelcome development, but it is an
undeniable one. The innovation and
commitment of a client such as the
casualwear fashion chain Esprit does
not stem from charitable intentions
towards designers, but from a

commitment to using innovative
design as part of a business strategy.

Whether or not it is of significance
in the history of interiors is of no
importance to the client, but the profile
of the corporate image is relevant.
Perhaps it was ever so, but the pressure
on interiors to give identity has never
been greater.

Until recently the creation of
interiors was viewed as being on the
margins of other activities: a sub-
division of architecture, or a facet of
corporate image-making. But a
combination of factors - economic,
technological, professional - has
ensured that the interior has taken on a
much clearer significance.

To refurbish, reposition or re-state
a place by revamping an interior is
seen as not only a viable but often a
crucial investment in operating a
retail environment such as a shop or
restaurant. Workspaces and cultural
buildings also have a shdrter life and
gxeater investment in the interior
because of the need to deal with more

sophisticated human requirements,
often with more sophisticated
equipment from the introduction of
more computers to the demands this
puts on air-conditioning.

The demands are rising all the time.
The notion of "sick building syndrome"
has been a bugbear in air-conditioned
offices in recent years; now one new
fear is that the multitude of magnetic
fields within a modern commercial
interior can cause illness. Meanwhile,
perhaps buildings can help overcome
sickness - hospital designers are
certainly waking up to this. For
example, a startling sculptural assembly
at the Sinai Cedar Cancer Centre in Los
Angeles was designed by Morphosis
to both symbolise and influence the
patients' battle against the disease.

Moves towards "global design",
the internationalisation and integration
of diverse design knowledge, show
interiors moving into the same mode of
production as - horror of horrors, for
many designers - advertising. The
disciplines of client liaison, planning
and creative execution are already
commonplace in the larger design
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consultancies, mimicking advertising
agency structures. But, of cottrse,
the disciplines already existed in the
behaviour of individual designers.

This is not to say that Philippe Starck
does not display some distinctly French
approach, or Shiro Kuramata a JaPanese
character. But their references,
inspirations, influences and methods
of working are increasingly global.

The influence of the client, too,
can be global, as with manY large
corporations or retail chains such as

Benetton, whose approach to retail
interiors is not dissimilar to that of
Coco-Cola to advertising. While
designers may be concerned with
aesthetic, functional and technological
exploration, the character of high
streets, shopping malls, business
districts, leisure locations and so on,
is more down to an agglomeration of
large strategic decisions by clients in
planning environments.

For those designers who rnay scoff
at such marketing talk, the answer is
simply to look at who pays for good
design - the clients. The good ones do
care about marketing (even hospitals,
local authorities and prisons, now).
And they are concerned to know what
the designer is saying to the user on
their behalf through an interior.

They will not retreat from wanting
more knowledge, so the designer needs
to retain expertise by expanding the
understanding of what design is
delivering by embracing fully this idea
of communication. Otherwise
somebody else will - perhaps an
offshoot of an ad agency - and the
interior designer will be left as the clerk
of works, just drawing up the results.

Leutis Blnckuell is the editor o/Creative
Review and the author o/International
Interiors (Thames E Hudson), published

this Summer.
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The American oil crisis of
7973 brought US lighting
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"All designis de facto lighting design,"
says Andre Tammes, a partner in
the consultancy Lighting Design
Partnership. If this were a definitive
statement then everyone of us would
have heard of lighting consultants and
know exactly what they did for a living.
But lighting is not the final word in
design and realistically no lighting
consultant could claim to be the first
and last port of call in a design project.

However, lighting consultants are
beginning to establish themselves as

essential members of the building
design team; as critical to the project's
completion as the architect, the quantity
surveyor, or the structural, mechanical
and electrical engineers. As Jonathan
Speirs, also a partner at Lighting Design
Partnership, points out, "It would be
inconceivable to design an auditorium
without an acoustic consultant, and just
so, it should be commonplace to include
lighting consultants in any building
projects."

To gain wider recognition and
acceptance, lighting consultants have
organised themselves into professional
institutions. For example the
International Association of Lighting
Designers, an organisation founded in
America in 7969, has recently set up a
European committee based in London.
Nick Hoggett of lighting consultants
Derek Philips Associates, is the
European committee's current chairman
and is responsible for organising annual
awards programmes and other public
presentations of member's work.

Meanwhile The Lighting Forum was
founded in the UK in 1986 "to advance
and stimulate lighting excellence" and
"to promote a finer understanding of
lighting design and its practical
application to a wider audience". The
Lighting Forum has recently become
affiliated to the Chartered Society of
Designers in an effort to raise its profile.

On the whole, lighting consultants
have a hard task. People are often
prejudiced against the self-taught
specialist and most lighting consultants
have no formal training in lighting
design. Instead they come from a

background in architecture, interior

design, electrical engineering or even
the theatre.

But the cause of the lighting
consultant received a filip in7987 when
an enthusiast, David Loe, set up the
International Philips Centre for Lighting
Education and Research at the Bartlett
School of Architecture and Design
in London.

According to Loe, prior to the
foundation of the Philips centre,
lighting education was a science and
technology subject - and one that was
in general decline. Interestingly
enough, it was pressure from the
Chartered Institute of Building Service
Engineers that got the programme off
the ground. For the first time the Philips
centre studied lighting from both an arts
and a science perspective. "Too often,"
says Loe, "architects looked at lighting
from a purely aesthetic rather than
functional perspective, while engineers
produced correct even levels of lighting
that were incredibly dull.

"Now," hg adds, "every student
gains a firm grasp of the technology,
luminaires and fittings, but in the
context of architectural design and
human requirements." The course
apparently got off to a slow start but in
three years the student numbers have
doubled from six to 12, and the 1990

intake has risen from 72 to 15 full-time
students.

The slow but rising numbers on the
Philips course reflects the gradual but
mounting interest in lighting design in
the construction industry. Hoggett
reckons that it is over the past four years
that large developers in particular have
acknowledged the contribution lighting
consultants can make to a scheme.
What's more, they have been prepared
to pay for it.

On the other hand, Derek Philips
Associates has been around for
32years, quite as long as any American
consultancy. America is generally
regarded as the birthplace of the
lighting consultancy profession,
principally because there are many,
many more consultants over there.

However, the proliferation of
lighting consultants in America is not
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necessarily a reflection on relative
ability, but because the US economic
climate and enterprise culture have
allowed such consultancies to flourish.
American designer Lesley Wheel has
been working as a lighting consultant
since 7957.In her opinion the
"hierarchical structure" of US society
makes the specialist that much more
acceptable. She refers to it as "the
consultancy layer" .

"I came to London in 1963 to work on
the lighting for the Hilton Hotel and I'd
have liked to have stayed on but the
British didn't seem to take to paying for
my advice," she says. "Even with
modest fee projects, I wasn't able to get
anything off the ground. Now I think
that has changed."

According to Wheel, lighting design
was still a luxury in the States until
1,973. "The '73 Arab oil embargo
changed all that. Now a lighting
consultant could be justified for cost
efficient use of power. Also, adds
Wheel, "building construction costs
escalated and lighting, it was realised,
was a relatively inexpensive way of
giving a building distinction."

Even so, Helen Diemer, vice-
president of the International
Association of Lighting Designers,
comments that it has taken 25-30 years
for the lighting consultant to be
accepted as a professional on the
building design team. However, she
believes that now lighting consultants
are "coming into their own". Her
argument is that "the sophisticated
technology in any modern building
requires individual specialists for each
electrical system, including lighting
specialists."

In the UK Andre Tammes has seen
that all too often the lighting consultant
has been brought in as a remedial
measure "when the architect finds he
is getting nowhere with the electrical
engineer and the manufacturer is not
responding to the brief". This situation
is far from ideal. "You end up horse
trading on the fee because the client
won't increase the budget," says
Tammes. "Anyway the contribution
the lighting consultant can make by this

stage is highly compromised".
Lighting consultants should be

involved just before the design concept
is finalised, according to Peter Hucks,
senior designer with Lighting Design
Limited. But this, of course, changes
the way the project is run. "From
the client's point of view," explains
Tammes, "this is a major issue, perhaps
an obstacle to using a lighting
consultant, particularly on fast track
projects. After all, all other elements
of the building programme must be
slowed down while the lighting is
properly sorted out." But, he explains,
using a lighting consultant will make
the difference between integrated,
effective, even dramatic lighting, and
the "estranged appliqu6" that an
electrical engineer might introduce.

It appears that the role of lighting
consultants often veers between a circus
act and the Red Cross service: between
a high-profile designed element and
the emergency stop gap in which
consultants become corrective surgeons
of light flicker or poor colour rendering.
But there is another skill that the
lighting consultant can bring to the
building design team: the ability to
interpret the psychological impact a
building's lighting has on its
inhabitants.

The Wellgate shopping centre in
Dundee, Scotland was apparently
revived by Lighting Design
Partnership's complete overhaul of the
lighting design. "For the most part our
treatment of the enclosed space was
extremely subtle but very effective,"
says Tammes. A good example is the
computerised sensitivity of the lighting
to natural daylight conditions; as night
falls, the lights in the shopping centre
brighten.

A lighting consultant's tools aren't
just experience and knowledge of lamps
and light fittings, but an understanding
of natural light, its effects and how to
control it. This is particularly important
in modern glass buildings. The irony is
that lighting consultants are frequently
being asked to cut out the direct
sunlight the architect has gone to a
lot of trouble to let in.
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NE'ST/YORK
ARCHITECTTJF.E/
GAETANO
PESCE

New York Architecture
t970-t990

H e inri ch Klo t z (e dit or)

Munich, Prestel, L989

Trumpville and the D e ut s che s

Archit ekturmuseum make an
exotic combination, even
within a globalised economy
and an even more universal
culhrre industry. This
sumptuous book is, in effect,
the catalogue of an exhibition
of the architecture of the last
two decades in New York, held
last year in the Architecture
Museum in Frankfurt.

It was obviously a New York
of the mind that was the focus
of this exhibition - neither the
buildings illustrated here nor
the architects belong
exclusively to that very literal
anC pragmatic city. The projects
range from the ebullient and
evocative sketches by Zaha
Hadid - "The New Calligraphy
of the Plan" (1988) to the
gloomy precision (it's all too
obvious what its going to be
like) of Swanke Hayden
Connell's design for the
Feldman tower done in the
same year. Within the same ten
pages appear the weighty
reality of Cesar Pelli's Work
Financial Center at Battery Park
(7982-7988) and OMA's
extended graphic meditation of
the nature of New York, "The
City of the Captive Globe"
(1972).In between are a host of
more or less real or imaginary
projects by Ambasz,
Gwathmey Siegel, Holl, Pran,
Ranalli and many others that
testify to the obvious - that
New York possesses a

wonderful, vital, contradictory
self -promoting architectural
culfure.

Making sense out of such
profusion is more difficult. It
must be said that only two of
the five introductory essays are

really worthy of the Big Apple.
Robert Stem manages to
convey the enormous
architectural fecundity which
created a world city in the
7920s and'30s, and the equally
astonishing revival of the city's
energies which began, against
all expectations, n 797 6.

Ken Frampton begins and ends
his essay in his best rococo
Welfare State style, attacking
the contradiction inherent in
New York between the world
views of the architectural
tycoons and of the architectural
street fighters. This dichotomy
makes it difficult to produce
"quality, middle range work
without becoming artistically
comrpt or going to the wall".

lAtrhat could they have made
of all this in Frankfurt - a city
which is on the verge of being
thoroughly Americanised with
projects in train by Helmut
Jahn and Kohn Peterson and
Fox. The weakness of both
exhibition and book is that,
despite Ken Frampton, no one
gets down to analysing the two
factors that really make New
York so profoundly interesting
and disturbing architecturally.
New York is different, not
because of superfluous talent,
pluralism, deconstructivism or
the appalling glut of third rate
postmodernism, but because
firstly the process of production
and exchange of buildings is so
commercialised that the
architect's power and scope
have been brutally abbreviated
and marginalised. Secondly
the city is special because the
culture industry, which is
equally ruthless and equally
commercial, appears to offer
young architectural talent
instant fame and infinite
possibilities. Greed and fantasy
ride together. The Grand
Canyon between promise and
reality is the real contradiction
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which fractures the
adamantine heart of what is
indeed the world's coldest,
hardest and most beautiful
city. ]

Francis Duffy

Gaetano Pesce
b11 F rart c e Vnrila e t lrc rn, Lu r tlot r,

Tlnnrcs & Hudsorr 7989

Famous for his Pratt chairs,
Caetano Pesce is a Northern
Italian "artist-architect" who
builds only a little but proposes
a lot. He makes full use of the
irresponsibility that the
twentieth centurv has granted
to the artist (the children of our
age). Sometimes the narrcln,-
ness of adult r,visdom is reveal-
ed, sometimes he onlv shows
that Mother knows better.

I find his work interesting
but not likeable. One of the
practical distinctions between
design and architecture and rtrt
involves the use of the word
"like". It is sufficient ground for
failing a design or a building if
its users or sufficient numbers
of the public activelv dislike the
thing. Active dislike gets in the
way of function: working in or
with something that you find
unpleasant causes some dis-
tress. And distress is not a

Iegitimate goal for design.
Art, in its modern sense,

concerns itself with specula-
tion. Yet increasinglv design
and architecture have, on their
fringes, become speculative
and more like a modem art in
r,r,hich pleasure is secondary to
unease. Hence it can be held
that to say "l do not like the
work of Gaetano Pesce"

(designer- ar t i st - architect) is to
miss his point. Liking or
disliking does not come into it -
what counts are Pesce's ideas.

France Vanlaetham has
written a sericlus and enjoyable
revierv clf an interesting, icono-
clastic "architect". It is r,r,ell illus-
trated, thoughtfullv structured
and helpfully footnoted.

Vanlaethem savs that Pesce's
"art-architecture" is the product
of the three pillars of twentieth
century avant-gardism -
abstractionism, expressionism
and surrealism. As a visual
polemicist Pesce operates in a
spirit of continuous revolt and
change. He needs an opposi-
tion: he needs the w'orld's
bureaucratic and authoritarian
structures, its conventional and
average good tastes and its
capitalist-consumer orientated
wisdoms in order to give him
both licence and a job as a kind
of fool to the world's King Lear.

And this, perhaps, is no great
criticism, for it was Lear, not the
fool, r,r,ho went barmy.

Vanlaethem calls Pesce's

work "an architecture of
fragments". He explains that
Pesce is searching out meaning
and narrative as, for example,
in Pesce's scheme called
"Project for a Lilliputian
Habitat" where the spaces are
underground cavities and
impressions of a dismembered
body. In essence all his work
begins and ends with the body,
sometimes quite literally. The
erotic and the visceral
underlines Pesce's aesthetic.

Some of the ideas would
look astonishingly banal if
realised. In his project for a

Church of Isolation (797 4-77),
we are told that the "congre-

gation enters through the eyes

and nose of the human figure".
As a literary image this could
have potency, as a visual image
the sight and the actuality of
people disappearing down a

huge snout in the earth is
absurd. If absurdity is what is
wanted then fine, but this is a

"church" intended to preserrt a

retreat from the bustle of New
York, and in the search for
solace one needs reassurance,
not absurditv. In any case, a

more appropriate orifice for
that damned city would have
been the anus.

Pesce likes the possibilities
permitted by inconsistency.
Inconsistencv underlies his
counter proposal for the
development of Les Halles - it
is a daring, amazing, baffling
model which passes through
classicism, and modemism and
into organised decay in one and
the same plan. It is a fusion of
the man-made with the
organic. More promiscuous
than New York, this scheme
would be an appalling visual
mess if built, a nightmare for
the window cleaners but a

haven for all kinds of birds -
which would be a delightful
compensation.

An architecture of fragments
is also intended, according to
Vanlaethem, to include the
results of outside parhcipants
and inhabitants. Hence the
Pesce proposal for Les Halles
includes residential structures -
concrete skeleton structures
with services for people to
build what they want. As
Vanlaethem says, it is not a new
idea. What he does not ask is

whether it is desirable, why not
make such schemes on the
ground - why is "participation"
always given within the rules
of the artist's ego? How many
people want to see their dream
house stacked above or
beneath someone else's dream?
There is artistic selfishness in
the air.

One of the realised projects
is an apartment in Paris for
Marc Andre Hubin. The main
double storey high room is

divided across one third of its
area and also a dramatic

balcony from which one can
look into the space of the main
room. Populated with Pesce's

organic furniture and decorated
with angulaa edgy objects and
detailing, the riotous assembly
is kept in order by the classical
geometry of the building itself.
It is like looking into a jumbled
up jigsaw box.

Pesce apparently said "The

times that we are living in
today demand new representa-
tions" and also that he wanted
to endow our spaces with new
significance. This is a noble,
humanist aim but in truth I am
not convinced he is interested
in the significance beyond his
own creative ego - this is
characteristic of the
contemporary artist. I
Peter Dormer
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It was 1945 and the war was over. In Paris,
a young architect who was better known as

chief editor of a famous intemational
magazine, put forward the idea of creating
a single union of architects irrespective of
politics, religion, race, ideology and
aesthetics. He spent Zt/zyears sending out
information, explaining, convincing
sceptics and overcoming deep-seated
prejudice. Finally, in July 7948,
representatives from 22 counlries signed
the certificate of incorporation of the
Intemational Union of Architects. (It has
been erroneously stated that it was
originally a European association whereas,
in fact, the United States, Australia and
Egypt were among the signatories and
architects from 17 non-European countries
attending the Congress which followed its
formation.)

As an original member of the IUA who
has worked extremely hard over the last
25 years to make it a success, I felt entitled
- and honour bound - to appeal to all
architects through what is unfortunately
the only means of communication
available to the Union, ie its monthly
information letter. To 

^y 
amazement,

under various pretexts and in spite of
contradictory decisions, I was not allowed
to express my opinion. Glasnosf has not yet
reached the IUA. I fail to understand why it
should want to conceal such obvious truths
and to avoid a genuine democratic debate
on the present and fufure of the Union.
Nor why it should try to deny what is
common knowledge and will only be
exacerbated by such unreasonable
censorship. Howeve4 there are many
lessons to be leamt from the consequences
of an attitude which insists on distorting
reality and presenting the gloomiest
prospects through rose-coloured glasses.

The best way to cure a patient is not by
concealing or refusing to acknowledge the

z

;

I
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symptoms and serious nature of the illness.
We cannot go on indefinitely hiding our
heads in the sand like ostriches. Recent
history has shown the results of policies
which wanted to impress and were based
on self-congratulation and a refusal to
confront reality. A world organisation such
as the IUA should be completely frank and
above board. The altemative is for it to
continue to proclaim its successes as it
moves towards final collapse - like a piece
of rotten timber in which the intemal
disintegration is concealed by an outward
appearance of soundness.

Nobody wants the Union of Architects
to be efficient, actively constructive and
successful more than I do. It is an
organisation which has become even more
useful and more necessan/ as we approach
the end of the twentieth century. But in
order to meet the challenge of the modern
world, it must recapture its original spirit
and energy.

Hidden Reports
Printed below is the most important part of
the article which I wrote at the end of 1988
and which the executive of the IUA still
refuses to publish.

But I would first like to quote
Vice-President Kucker who, in a
memorandum written in September 7987,
referred to "a progressive decline, a loss of
public interest and prestige, a lack of
commitment from architects, the failure of
the last two Congresses, unproductive
working parties, Iack of information,
representatives who were incapable of
taking responsiblhty", and so on. At a
Council meeting he concluded: "The IUA is

a failure at all levels. The young and even
the not-so-young professionals are no
longer interested in the organisation, the
press either ignores the events held or
reports them ironically". In his speech the
honorary chairman regretted that "with the
waming of Dublin over and forgotterr, the
painful memory of Brighton fading with
time, and the hole in funds plugged by a
bank loan, things seemed to have retumed
to normal." He added: "I have long been
aware of a dangerous decline of which the
two disastrous Congresses of Cairo and
Brighton were an unmistakable indication.

There was also the Dublin Assembly with
only 49 Sections represented,6 of which
were in the position of the 31 Sections
which statutorily would not have had the
right to vote."

That was nearly three years ago. Since
then a series of "discussion groups" has
been asked to find solutions. Most have
called for a restructuring and a reform of
statutes without making any attempt to
analyse the problem seriously or to carry
out the consultations and investigations
necessary to make a diagnosis which
would in tum enable the appropriate
treatment to be prescribed. These wild
suggestions were ultimately abandoned.
It was generally acknowledged that the
IUA was, above all, in need of professional
and cultural activities rather than
administrative meetings. Major issues such
as training for architects and professional
practice have been completely neglected
for the last twenty years! Information for
architects has become non-existent.
Working parties have gradually become a

thing of the past while committee meetings
have increased at an alarming rate. At the
Assembly, which gives Sections the
opportunity to express their opinions once
every three years, the programme only
allocates a few minutes to each National
Section as part of the general discussion
which is unanimously requested but
always avoided due to lack of time.

Was I not right in 1988 when I wrote: "In
view of the undeniable seriousness of the
situation, and faced with divergent,
conflicting and irreconcilable opinions,
generally expressed at a personal level by
one member or another of the Council,
I appeal to those who shoulder the heavy
responsibility of restoring the vitality,
energy and prestige of the IUA, to
reconsider their method of working
towards constructive proposals for general
debate, to be submitted democratically to
all National Sections. It is not a question of
forming a "new [UA" by destroying eisting
structures in order to create an uncertain
association of seven, ten or twelve
so-called Regional Unions. This would
only increase bureaucracy and running
costs, and create barriers and ditches -
where we should be increasing the number
of bridges, contacts and exchanges - with

ill -defined communications structures and
vague areas of responsibility and
procedure.

"After years of discussion, the 1948

Statutes were modified in Cairo.
Is the Union any better for it? A lot is said
about lack of funds. Is it generally known
that between7973 and 1988 the budget
has increased fivefold? And has this made
the Union any more active? It is obvious
that the situation in 1988 is no longer the
same as in 1948, but which paragraph of
Article one of the Statutes do people want
to delete? The objectives are st'rll all valid,
it is their implementation which, as always,
presents problems in terms of priorities
and means.

"But it is not so much a case of replacing
existing management structures as of
defining their respective responsibilities
more clearly and ensuring that the union is
run more efficiently. There is not so much a

need to change the Statutes every ten years
as to begin by putting the clauses into
practice. Instead of being obsessed by ways
of raising more money, we should make
better use of existing funds. Rather than
taking the easy option of criticising former
presidents and representatives, we should
make use of their experience, availability,
good will and often their enthusiasm.
Instead of using the "youngsters" as an
excuse, we should welcome them into the
Union, offer them assistance, make them
associates rather than wanting to control
them and keep them under our wing.
Young people have a capacity for
enthusiasm, loyalty and idealism which
should serve as an example to us all.

"My dear colleagues, you are not being
addressed by an idealist but by a builder
who has proved his sense of reality. The
necessary and inevitable revival of the IUA

- a world union of architects, not a

conglomerate of national groups based on
economic or religious sympathies or the
political systems of their countries - calls
for enthusiasm and determination today
just as it did forty years ago." E
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The Language of forms
for new light.
Lowvoltage halogen.

TM spotlight for
oT12100W/
24V.The anti-
dazzle atta-
chment narrows
light emission to
60. lnterchange-
able reflectors
are available for
light cones up to
600

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

decorative aspects are of
impoftance and wherever
one might want to achieve
several lighting effects;
such as in galleries. muse-
ums, display windows and
deparlment stores.

The TM spotlight with its

"t i

numerous accessones
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.

Eclipse spotlight
with interchange-
able light heads
for OT 12 100 W/
12V.The lumin-
ous flux can be
set to 600/0. 800/o
and 1000/o using
the safety trans-
former.

These two lumrnaire
can be used with vario
lamps not just low vol
halogen.

The new Optec
demonstrates an evolu
made possible by new

iili+ l.
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EURONEI:
GUSTOM.DESTGN ED IUIEIAL CTADDI NG SYSTEM

EUROPANEL RA!NSCREEN CTADDING
- Flexible concept equolly suited for overclodding of existing

buildings or odvonced n"* curtoin woll proiect!.
- Ponels ore custom-mode ond con be rodiused ond formed to

comolex shooes.
Moteriols ' Aluminium, stoinless steel,

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

bross, bronze, copper.

Anod izing.
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PUNT DE TROBADA, ANDORRA

POHL INCORPORATED

Division US

/31 1 Fergusorr Rocrcl, Suitc 200
Dcrllrrs, IX 75228
USA
Plronc , 214 320 3471
Telefcrx ,214 320 9230

since lB56

CHRISTIAN POHL GMBH

- Division Spcrin
c,'Regoyos, l8 -20
08397 P,,,ecl,,rle Mor '8c,,,..
Spcr i n

Plrone , 93 7 62 5684
lelefcrx,93i7625684
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senri-visible conceoled
Iixirrg systcrrr Iixirrg sysfem

This proiect in Andorro is clodded with 3.700 m2

mode of 3 mm Aluminium with Powder Cooting.
Europonel

The ottroctivness is outlined by the use of 3-dimensionolly curved interior
ond exterior corners ond bullnoses.

CHRISTIAN POHL GMBH

Hec,cl Off ice
Robcrt Bosclr-StrcrBe 6
D 5000 Koln Zl 1FuIrlirrgern)
Phorre , (02 2l I / 09 l1 0
Tclefcrx, 10221 1 /00 l 50l

i0221t 7 089123

CHRISTIAN POHt GMBH

Divrsion UK -

67 Yiclor i<r Rocrcl

Norllrc:rrpton NNI 5EQ
Greol Britrrin
Plronc , 06 04 3 41 55
Te lef cr x , 0604 3 40/7 Bendino technol
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The Series 2000 comprises a stackable
conference chair, an easy chair, two and
three seater sofas, as well as coffee and
conference tables.

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

Design:Friis & Moltke,
Architects MAA, IDD

R. RandersA/S
Aarhusvej 52 ' DK-8300 Odder
Tel. +45 86 54 07 66
Telex 60378 ranod dk
Telefax +45 86 5415 28
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New Impressions

A t it,r,l,ll,t ..r l. rr rr,LIr ,,ll:,\'
l,LrL,lrrrrl rtr t]'r (,r,ilrt rrl'Lrtrt I )," L
l,;i',1- r'..r' tl L lrt.l If,rl()l i 1rl' li\r1''
irr l(,rJ1.ir | 1'l'1111 - ;.11,11 L i

The .rrchitects succeeded in combining
.rtrnospltrere .rnd .r unique experience by
clroosing Junckers solid hardwood floorings
for the Cotherrburg Docklands in Sweden.

,\ historit- st'ttirtg .utrl .rtlttosphcrc, atrrl a

tr.rtlitiort .r I firtr cr.tftsnt.lltshi;t. Thcsc \\'crc
s()nt(. of tht, kcv irrgrcrlicnts irr llir/lrlr F-i':ki rrt"s
rlr.rntl r'lt'sign firr thc C,rlthcrttrtrrg Dockl.ttttls - a
I.'r'r.'1,,;',nrtlnt prlrjgct sirtrilar to tlie [-ottt]otr
I)ockl.tt-rtls.
'l'lre ,\rchitects K/rr.. i3irrrrlr' ,tlttl l)it'tro Rrrfiirrrt'
t'ronr ,\rkitt'ktlace t AI] t'lcsignctl tltt' re tror'.1f 11u)

tll "('it,r.lt'llct". Fror thr' t'lorlrittg tltt'v chtlsc thc
llanrcr' {r'Jtlt'Svlr.ikct trccch frotti Jtttre kt'rs.
'l-ltc ll,trttt'\' itnl.rrgssitlti .ttltls rr'.lrtlrtli atrt'l .l
,-lg11rI".1tivc ri intct''rriott to tltt' sL-r.tCit)tts rtltlttts. A
soit, rt,-rttrral Jppr'ir.ltce ivhiclr cottvcvs crclttsi-
r itr ,urtl r'lt'*.lttr-r'. TItt'tt.tttlr.tl floot'l.ists ltrr
t't'rittrl'ies .rtttl triItrt'.ttnretrt ct-tsttres c,lSV tl.1ilv
r-r-r.rintt'n.lncc - e\'('n orr lricIt-traific .trr'.is. 

-l-hri

ovcr.rll ('c()11()nrv is higltlv attr.tctivc ttl .tltv
Lrro jcct.
-l'his 

is r','hv tht' architccts h.-lvt' alrc.tclv chosctr
Iunckt'r:, lirr .tttothcr -10,(.)(X) sqtlarr' tl.ltrcs
rvithrrr lii.llprh I:rskinc's prrestigiotrs projcct.

,;,,11,r',l, iij'
,l

"r,JUNCI(ERS
I ur',,1-t.'r l,ttgt'>t ttt,tttttl.trttt t-t't'ol .olitl ll,trtl rr'trotl tltrorillgs

tr [ u otrlr'l likc nr()re ittforn'ratiott ,rbtlttt
Iurtckers Intitrstricr A /S

tr ['le .rsc rcfcr nrv nrulrc ttt tttv ttcarcst f trrrc-
kt't's rt'1-trr'st'tt ta t i vt'

l-l I'1..',rc c.rll rrre. I havc,r s;-rcciiic projckt irr
tttirttl Jntl \t'trtlld likc ltl()r(' itrfttrtlr.rtiotr

N rl lllL'.

Title :

Cornpant':

Arl tl rt'ss:

['ost cot]c anr.l C'itr':

Cotr rttrl,:
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l-column B
I-beam Crane girder

B-*

U-beam HSQ-girder

H-Steel for flexibility
There are numerous alternatives to choose from,
modily and combine. The beams are delivered sirot-
blasted and shopprimed or painted according to the
customer's specifications. Beams can also be delivered
complete with the required holes, stiffeners and other
fittings.

Qgntact us today - we'll help 1,ou plan for tomorrou,.
We have a firm hold on the future.

!
1
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-
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I
ridge beamThin web beam

Box girder
H-Steel specializes in welded steel beams and girders. The company was founded in 1974.
A modern product^requires modern methods of manufacture, anO H-Steel's facilities represent the latest
in know-how and flexibility.
We are now well equipped to serve our customers regarding both quality and delivery times.

H-Steel for a wide
range of applications
Welded beams have a wide range of applications
- in bridges, buildings and many other areas of steel
construction.

H-Steel for economy
The shape and dimensions of welded beams are
selected according to the application. H-Steel's welded
beams are an economical alternative that is well worth
considering, and that is to the customer's benefit.

STEELtrYLTtr
PO.BOX 15, SF-6230I HIiRMA, FINLNND

Tel. +358-64-848620, Telex 72311mete sf
Fax +358-64-848621
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FACADES, ROOFI NGS, FLOORI NGS

MADE OF COPPERAND GRANITE

?.:'P-;.;. itBiil: K ?3''"'-*.- -'. " !'<r-:--,1
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COPPER AND ALLOYS
SUEETS, TUBES, PROFILES

P.O. Box 60

SF-28IOI POR!, FINLAND

TEL + 358 39-82 6l I I
TX I2I56I OUIO SF

FAX + 358 39-827300

Grcrnite from Finlond
Boltic Brown, flomed

SF-2320 I VINKKILA, FINLAND

IEL + 358 21 817 7l I

TLX62412 STONE SF

FAX -- 358 21 822 600



An atchitect prompt and free.

Planning your store takes a mere ten days. Just call the Lift offi

city, cash registers, quantity CDs, tapes, LPs and videos on sho

estimate will be yours, free. It is easy to work with the worl



ow them the store's floor plan. And indicate the storage capa-

three-dimensional drawing of the new store and a definite cost

ding shopfitting organisation for music- and video retail.

Kong 852/7607818. Hu ngary 94 /21559. lceland 1/600900. haly 03l /4 a0294. Japa1 a314470956. Republic of Korea 0218851994. Maha 331775. Ne- tIFT"
/Republic of China 2/5080368. Tvrkey l/1524235. United Arab Ernirates 9714/217546. United Kingdom 0753/888120. USA 201/945-8700. Systems with future.



Ceiling design is looking up! Create your own individual style
from Firsteel's unlimited choice of metal infill panels and light
fittings. Complete systems like FeatureLine with Stratus Lay-in
panels finished in linen or the many other colours from our choice
- giving a warm yet light and bright atmosphere from boardroom to
general office.

,t^t7

f,',," -*onn*,,

Building and Ceiling Products Division,
Hirwaun lndustrial Estate, Aberdare,
Mid Glamorgan. CF44 gYG. Tel: 0685 81 1919 .

Telex: 497310. Fax: 0685 8'14301
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FROM THE TEADING NAME IN THE DESIGN q INSTATTATION OF
CTEANAIR SYSTEMS

At Flakt Environme:ntal, we

alr,vays like to clear the air:
'We ensure that rt,hereve r we

operate, the encl result is total air
qualitv

And r,ve are pleased to announcc

our associatior-r rvith another ner,v

prestigiotrs project, the Thlg;rrth Roacl

cleveklpment, fbaturecl itr the profile
<ln the rtork ol-Ralph Erskinc, w,here

rve have bcen appointccl to carrv out
the design ancl installation of all nrecl'ranical serviccs.

Flakt Environnrcntal has beetr at the ftlrefi'ont of
clevcklpnre nts in air techncllog-rt Becattse qtrite sin'r1tlr,,

\\.c care about thc air tl'rat vou brcathe.

Internal cnr,ironnrents are subject to mAlr-\r

clenrancls. Whatcr.er vorrr rlcvcloprnclrt the right
u,orkinB cnvirclnruent is essential, nclt onl-\' to suit thc

process/ but to suit that
most important
resorlrce, 1le ople.

Ar Flekt

Irnvironttrerttal, a

conrbination of- s-vste nr

capabilit_r' antl tlcsign
expertise enstrres that
\,vc can prrlr,icle the

perfbct solution,

ancl clllcicncv to nert, ancl

_vour rcquirenrents.

bringing s-vsterr clualitv
existing bu i ldings, r.r,ltatever

Fl:ikt Environmental is part of
thc r,vrlrlclrvicle Flakt AB Group which
has a tlrrnover of sclme €1800m and
errrplovs 20,000 people in more than
1-10 srrbsitliarics tl-rroughout the
rt'rlrlrl.

A large invcstnrent is made

annuallv in rcsearch and

clevelopnrcnt ancl ncw, s-vstenrs,

which rt,ill lrxlvicle totalair qualitv in

nrilny clili.:rent sittrations - fiom
sprlrts arcnas to airports, paper rnills to pnlcluctiotr
ilreas, olllce clcvclopnrents Io nraior hote ls, retail
n,archorrsir-rg t<l large chait't stores.

,\ conrnrunications netn'ork linkcd tcl r)trr central
h c a cl q tr a rtc rs e n s lr rc s th a t u, h e reve I' ),o u r d eve lo p nr e nt
is centrccl, tight tinancial accor.rnting ar-rtl proiect cost

contrcll alrlng n,ith othe r technical ancl tnanagenrertt

neecls are rnct.

\Vhercve r lr/c o[)crate, n'e pricle ourselves on our
abilitv to pror,icle total air clualit_rl

Air that is better .fot' you, and.for rrs rtll.

FLAKT ENYIRONMENTAL I,T D, 3
FLAKT /NDOOR

NIRTE,(]II

{trFHKT
Fl.:\K'[' I'. NVIR(]N t{ ll", N'1,'\l-

For further int'ormation please contact:
tsROADWAY, FIVE WAYS, EDGtsASTON, BIRMINCHAM 815
CLIMATE AB, BOX 81001, 5-10481 STOCKHOLM, S WEDEN.

N O L O G Y I, O R OLI I\

18ts, ENCLAND. TELEPHONE: INT+021-643 5200
T ELEP HON E : INT +468-7 1 4 4000

I,I'I'YOFLIFE
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Londods third
rirport will be second

to nolte.
The new terminal complex at Stansted will

open in March of 1991.10 years and d400,000,000
in the making it is jusr parr of BAA'I d2 billion
investment programme.

When you enter the terminal next year you

will be struck by the simplicity of the Norman

Foster design.

Everything you need is on one level.

Departures are on the left, arrivals on the right.

You will simply move in a straight line from the

front of the building through check-in, security and

passport control to the departure lounge at the back.

Stansted is ideally locatedjust a short drive off

the Ml1 and the M25. By train, it will take just 40

minutes on the direct rail link from Liverpool Street.

Nothing could be easier. But then making life

easier for the passenger is what BAA is all about,

and that takes careful planning. BAAs forecasting

team have consistently predicted passenger demand

with unrivalled accuracy.

This expertise was behind the opening of the

North Terminal at Gatwick, the new Terminal 4 at

Heathrow and the rebuilding of Terminal 3 to give

far greater comfort than before.
'We are also planning the Heathrow Express rail

link which will take just 16 minutes from Paddington.

With this policy of constant development

and improvcment, it's clear that with Heathrow,

Gatwick and Stansted, London will not just lead

Paris, Frankfurt and Amsterdam - our position

doubt. The world's leading international airport group.

Gatwick Stansted Glasgow Edinburgh a !rylr*t.k . AU.d""" f
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TAPESTRY FABRICS. WALL HANGINGS -
CURTAINS & PAISLEYS

DECOREX STAND E I33

29 HOLLAND STREET. LONDON W8 4NA
TEL: 071-937 3924 FAX: 071-376 1027

5 MINS KENSINGTON HIGH ST. TUBE
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Lasercutg furnish,ng
problems down to size.

Our designers considered the prob-

lems you lace when furnishing oftces.

And solved them. with Laser.

Laser is an innovative system flexible

enough to let you create the perfect

working environment, for everyone.

lbu can specif.y desks with integral
cable nranagement (flip or sliding top

access) or without.
You can choose the colours and

frnishes you want.
And add complementary corner units

and desk links, chairs, storage units,

screens and accessories.

All from the same comprehensive,

coordinated furnishing system.

Surprising? Not rvhen you consider

we've been solving problems in the public

lbday our reputation for excellence is

growing in the private sector.

For supplying quality products such

as Laser, tested as you might expect, to all

relevant British Standards.

And for our services. As the UK's

largest contract furnisher we offer pro
ject management, space planning and

interior design.
Why draw from several dilferent

offrce ranges when there's one obvious

solution?

Laser can be viewed at your local

TCS Contract F'urnishing showroom.
Phone }il 922 2449 for more

inform ation.

Ti
FURNISHIN
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o
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F()CCHI PANORAMI'
Achiev ements in ar chite ctur e

Recently introduced into the UK market
Focchi' s "Panorami" structural silicone system

incorporate s many important featttre s .

l.)
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"i+
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*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 lWlm2lC using
specifing glass combinations.
2) FLUSH FACADE-opening lights from
which the exterior are indistinguishable
from fixed glazed panels.

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

F
FOCCHI

Focchi spa Curtain Wall
Circonvallazione Ovest, 9 - 47037 Rimini Italy
Tel. 0541 740055 telefax 0541742167
Telex 550686 FOCCHI I
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or their discerning clientele N{aples has createcl
the ultimate Interior Desigr-r Service. The advice
of our experienced and qualified ream of
designers and the expertise of our contractors

and decorators, will enable vou to create the world's
mosr beautiful interior.

Your personal designer, will co-ordinate and
manage vour project from first consultation through to
final completion to vour personal specification. No
project is too large or roo small. Each will benefit from
the same minute arrention to detail,

Naturallv, rhe lMaples Interior Design Service
offers a complete range of services and qualitv furnish-
ing to choose from. For 140 vears N{aples has been
dedicated to brir-rging fine qualitv, persirnal stvle and
mature desigrls to its customers. Vhether vou prefer
simple luxurv or a more ornate elegance: we can
supplv the carpets and fabrics, furniture and accessories
to make vour dreams a realitv.

Our service is available world-wide from our
London office. Ve are proud to have served n-lany
satisfied clienrs from all over the world, N{aples
would be proud to serve vou,

TTI E

INTERIOR DESIGN SERVICE
Please contact Emma or Joanne at

by

{,t':
*#
,.rli

M
INT

145 Tottenham Courr Road, London \f1p 9LL
Telephone: 07-387 7000 Fax: 0t-3g7 g70g Telex: Zgg44

A
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Arc lt i t t c t : Ki t t gLtu t r t Kt t i gl.t t, l.i t, eryt c x t I

rVe have been involved for 35 years in imporrarion of high qualiry
Ceramics, Marble and Grarlite for the building industry.

Our company specialises in the supply of marble and terrazzo floors
and in this connection we have available the Sierra Care

Vitrifictation System for long-term maintenance.

\Ve are able to supply tl-re above for Shopping Malls, orher major
developments and private use, which includes special pieces for
tireplaces. Our terrazzo products are Italian and of a high qualiry.

T.J. HARRIS AND SONS LTD

LIVER INDUSTRIAL ESTATE, LONG LANE, AINTREE, LIVERPOOL L9 7ES
Telephone: 051-530 1441. Fax: 051-530 1 138. Telex: 628667 HARRIS
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ConnneRcIAL
Facurms Rpponr

If you're providing products or

services like these you'llknow that

blood, sweat and tears get you

nowhere. Unless you know where

the real opportunities lie. And who
takes those vital procurement

decisions.

Every fortnight, Glenigan's new

business creator, the Commercial

Facilities Report, brings you up to

date information on up to 200 sub-

stantial building projects in business

rich London and the South East.

Concentrating on the rich pick-

ings, it lists the names of all the key

purchasing influencers, specifies

what their requirements are, and tells

you all you need to know to get in
there and win. Needless to say, turn
just one of these red hot leads into a

contract and you'll recover your

investment in CFR many times over.

Contact Alison Baratt now and find

out how Glenigan can put your name

up in lights. Yours profits into orbit.

And your competitors in their place.

GlrlnGANLnnrso
ijl Ii I)l\(, \l \ltKi I i\l t)li\l \ll()\

-rt
lnlo Housc. 1l-47 Seaboume Road, Bournernourh, Dorser BH5 2HLr

Telephone: (0202) +12l2l Fax: (t)202) {2l.tl4

How to get your
comp any on bo ard bef or e

B LETTINO AOENTS G
IAF,GVEAI (PRCIPERTY MANAGEMEND I-IVTTED

Tel:O743 231026

,\1'F:RI()R D}:5I(;N
ANI) I'AR11TI()NIN(;

81.

.{(_ K.t"I',t's s }-s-t'F, M s

'Icl: O(>2U 'til5Oq

PAINTTNG AND
DECORATING
BY DOYLE JGO.

m,::[if]s:*s
sffiov,.tr 4
PROVTDEDBY s,

llflnCURTAINS nruo

llll!t,!?'
Gallqy

CurtnlnCo,
Tel:0706 890583

TEL,071 274 \0\2

oFFtcE -tl
FUBNITURE H
SUPPLIEDBY+

ottrEClr
SYSIEM IURNITURE

Iel: 0920 494949

itri#ii f,l
HOLE FOUA I

Tel;0628 782788 |

TELEPHONE

SYSTEMS AND

INSTALLAIION
BY

A1{SATEL+

Tel: 4307 )07724

CONIPUIER

SY$IE}II$

h[0143]$$$9

r 
M,llf,Tlifil&

ffrffi*
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VORWERK CARPETS

This is a carpet!
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And not a piece of art. Although designed
by the American artist Sam Francis for
Vorwerk you'llfind it not in galleries but at a
reasonable price in the trade. Just as

floorcoverings by Roy Lichtenstein, Richard
Meier, Michael Graves, Matteo Thun and
eleven other artists and architects.
CARPETS IN lOOO COLOURS AND DESIGNS.
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Yes, lliked Sam Francis. WCUId lika
to 6ee rnore,- :
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Please fill out and relurn to Vorwerk
Carpels Ltd.. Vorwerk House, Toutley
Road, Wokingham, Berks RG 11 5 QN
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I NTERNATIONAL ACADEMY OF ARCH ITECTU RE

T present series of International Academy of Architecture monographs
is a unique edition which links eminent architects from different continents.
The series includes 47 consecutive volumes featuring the ideas and architectural
creativity of academicians and professors of the International Academy of Architec-
ture. Thus the edition will appear as a panorama of contemporary world architec-
ture based on the principle that the authors have presented their individual ideas
which reveal their way of thinking and their conceptual and philosophical princi-
ples of architecture.
Thanks to ARTERIGERE Srl., the rvell-established Italian publishing house, the
quality of the series of volumes is exceptionally high.
We would like to wish readers a pleasant introduction to the masters of contem-
porary architecture through this unique series of International Academy of Architec-
ture monographs.

The works that the publishers ARTERIGERE Srl. are about to issue have been produced in
extremely high quality materials, using 175 gr. classic mat paper and offset-print in four colours,
with cotton binding and silk, hand-finished covers. The monographs will be published in
Englrsh in a limited edition, each copy being numbered and stamped by the publishers.
The ftrst monograph, by G. Stoilov, will be issued in September 1990, followed in December
1990 by that of Otto Frei, in March 1991 by that of Norman Foster and in June 199'1 the
monograph by Richard Rogers will be followed at three-monthly intervals by the other 43 works
by emrnent academicians:

Kurt Ackermann t Carl Aubock / Luis Barragan / Bogdan Bogdanovic / Santiago Calatrava /
Felrx Candela / Georges Candilis / Vitautas Chekanai:skas / Charles Correa / Giancarlo De
Carlo / Balkrishna Doshr / Artur Ertckson / Adrte Farnsilber / Ratph Ersktne / Hassan Fathy /
Norman R. Foster / Hernz Graffunder / Vittorro Gregotti / Rafaet De La Hoz / Denys Lasdun /
Ricardo Legorreta / Fumihiko Maki / lmre Makovecz / Richard Meier / Oscar Niemeyer / teoh
Mrng Per / Gustav Peichl / Retma Pietrla / Yuri Platonov / Anatoly Potyansky / Mikhail Possokhin
/ Kevin Roche / Richard Rogers / Paul Rudolph / Harry Seidler / Georgi Stoitov / Kenzo Tange /
Clorrndo Testa / Joern Utzon / Aldo Van Eyck / Pedro Ramirez Vazquez / Pierre Vago /
R. Randall Vosbeck / Frei Otto Warmbronn / Peter Zaremba / Bernard Zehrfuss / Bruno Zevi

ARTERIGERE srl - VIALE VALGANNA,137 - 21100 VARESE (lIALlA) - TEL. 0332-232124 - FAX O3g2-331119 - TELEX 323114

Prof. GEORGI STOILOV
f the Academic Council

ional Academy of Architecture
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ST HELIER

WATERFRONT STUDY
JERSEY, CHANNEL ISLANDS
lnitial expressions of interest are sought from multi-disciplinary practices, or consortia of
practices, wishing to be considered for a major planning commission commencing in
mid 1990.
The successful practice will be appointed by the lsland Development Committee of the
States of Jersey (the lsland's government) to prepare a long-term development plan for
the waterfront of St Helier, the lsland's commercial capital, in accordance with a Pianning
Brief which was agreed by the States Assembly in January 19g0.
ln the first instance, practices are asked to write to receive a synopsis of the requirements
and an application form from Miss S Clements, the Planning Section Secretary,
Department of Planning and Building control, P.o. Box 596, south Hill, st Helier, Jersey,
Ghannel lslands.

lsla nd
Development
Committee

Also
available
from the

publishers of
World Architecture:

Interior Designers Handbook & Euro Refurbishment Specifier

For futher details contact Peter Gilbert at
Grosvenor Press International

Holford Mews CruikshankStreet LondonWC1X 9HD Telephone: 071 2783000
Fascimile: 071 278 1,67 4
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