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Ilnrry Seidler in Australia: nnde ntist traditiort

Lattrie Baker irt lrtdit: didactic Ttrittciptles

YvORLD

The triumph of modern architecture in Australia has much to do with Hurf,
Seidler. For decades his authoritative position within the architectural circles of
the Old Continent - initially as an advocate of Walter Gropius's ideas and then
with a growing mastery of his own - proved unassailable. He has been talked
about in the same breath as his noted predecessor Walter Burley Griffin, the
Wright disciple who shaped the geometrical plan for Australia's Capital Territory
at Canberra, and the great Dane Jsrn Utzon, who forever changed people's
perceptions of Sydney with his operatic sailing ships.

Hu.ry Seidler has reshaped the centres of a number of Australian cities. He has
also built some of the most beautiful houses over the past 40 years in the suburbs.
In this issue of World Architecture, we examine the potency and strength of his
immense contribution.

Seidler's architecture is as uniquely Australian as a can of Fosters beer. It is
international in the sense that it uses ideas and concepts that derive from the
roots of avant-garde modemism and from the synthetic work of painters
and sculptors as well as from other architects. These ideas filter through Seidler's

own creative vocabulary as Philip Drew demonstrates in his article on quadrants,
to produce buildings that are assertive but exciting, dominating but never
desfructive.

The underlying functional programmes and the geometries behind such
structures help to stress the continuity of an important tradition which, in
Auskalia as elsewhere, has come under severe criticism since the late 1960s. It is,

I believe, an exemplary tradition that cannot - and should not - be gainsayed by
arguments about regionalism, cast iron vemacular nor the romantic reactionism
associated with the so-calIed Melboume School of suburban romantics.

The future danger is not there. It is and always has been with the
entrepreneurial developers and landgrabbers who choose to see architects either
as isolated individualists (Seidler, Cox, Jackson and Murcutt) or as groups of
minimalist suburban theorists intent on creating a "real Australian" style. They are

thus able to cream off the best jobs without recourse to architecfural values at all,
as can be seen in the centre of Adelaide and other cities.

For all this, Harry Seidler's work remains exemplary and consistent -
persistently consistent, one might say. On close examination it is not just
the expressive extemal faqades that impress, rather it is the whole process of
design that exhibits itself through plans and sections which culminate in the
structural and engineering forms that clad the outside and give freedom to his
open interiors.

Nothing, it would seem, could be further away from the burgeoning high
building boom of Australia than the modest scale and didactic principles of
Laurie Baker's work in Southem India, which is also featured in this issue.

Surprisingly perhaps, both Seidler and Baker do seem to show some common
architectural ideas' 

Denttis sharp
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HARW SEIDLER
MASTERING
THE
MECHANICAL
Philip Drew on the enriching orchitecture of Austro/los Horry Seld/er who hos held

true with unusuolfoithfulness to the rotionol tenets of modernlsm he flrst leornt

from Gropius ot Horvord,



Walttr CrttTtins at a ntaster-class discussion at Llantard
itt 1946; Llnrnl Seidler is in the centre behind Gropius,

Sigfried Giedion called mechanization the most
repulsive barbarism of all. He thought it typified
the twentieth century, Jacques Tati made us all

laugh at the bizarre predicament of people

caught in the toils of mechanization when he

showed us the inept Monsieur Hulot
struggling to control a malfunctioning plastic
tube machine in his brother-in-laws plastics

factory in Mon Oncle, Mechanization also has

its funny side,

The pioneers of modern architecture
accepted the challenge of mechanization with
great gusto, seeing it as an opportunity to
enrich archrtecture by bringing it into line with
its time. Harry Seidler inherited that
responsibility from Walter Gropius at Harvard
in 1945-46, and, to a surprisrng extent, his

40 years in practice have focused on ways of
tackling it. When Seidler arrived at Harvard rn

the Fall of 1945, Gropius was deeply
committed to the General Panel System of
prefabricated dwelling construction which he

developed in association with Konrad
Wachsmann from 1943 to 1945. Seidler's

1953-54 Exhibitron House was assembled from
interlocking 20 gauge zinc-anneal wall and roof
panels, prefabricated in sections, and it was

meant to demonstrate the potentral of a fully
industrialized house, Groprus came to Sydney
to open the exhibition in the Sydney Town Hall.

The Sussman house at Kurrajong Heights,
New South Wales (1951), although not an

industrialized building, anticipated the simple
in-line plan of the Exhibition House. lt too
standardized the framing by adopting an equal
structural bay interval.

There is an important difference between
Gropius' approach to standardisation and

Seidlers: whereas Gropius proposed systems

based on components which are combined to
construct a range of different buildings, Seidler
develops a few standard structural elements to
increase the repetitive desrgn component in

large schemes such as the Trade Group of
Offices or the Riverside Centre, Brisbane.

I n Austral ia, Serd ler's arch itectu re, especial ly

his one-off houses, reflect the modest nature of
Australian clients and the universal appeal of
suburban livrng. But even here Seidler sought,
wisely many would rnsist, to persuade
Australrans to accept higher densities of
housing in their cities and to design orderly,
intelligent forms of housing to create genuinely
urban settings. ln doing so, he has run counter
to the Australian preference for the English

. \,r sYS'l'liM lll'(:l)Ns',tllll(l'l'll)I

\.

Tlrt Gtrrcral Parrcl Srlstenr of Ttret'altrication tlnclolte tl blt
Waltt'r CrttTtiv5 artd Korrrnd WachsnrutnL 1943-45

JJ



A Ttttitrtirtt suclr as lostf Albers'Thc. Citv (1928), beloiu,

itrs1tiretl liltrry Scidler in lis attack orr tlrt ntonotortrl of
i d t: r t t i c al i o r nr s r t' lt a a t t d tu i t ltttu t tt ari a t i orts itt scltctllrs

suclt as, ltotttttn, the Blue Poittl l?rilcrs Apartnu'ttts,
North Svdntttfig61).



Frar* Stc'lla s ust of tluadrarrts cart &e sccrl rt'interytrt,tetl in
Se i d I e r's Tra d e G rou lt o i O ff i c e s, C tu tb e rro, 1 9 7 0 - 7 4.

Left: Se idlar's Studio tt Poirtt Pi\ttr, 51s7, South Wttlrs
(7948) t'clrct'tl Pie t Mondricn'-s Composition With Blue
and Yellorv, 1932.

horizontal city (remarked on by Steen Eiler

Rasmussen in his study London: The

Unique City),
ln placing Seidler in perspective, it will come

as no surpnse to find that he is a late modern
architect who has extended, with unusual

faithfulness, the tenets of modernism as he

learned them at Harvard, but with a preference

for strongly expressed forms and a

systematization of details, which he acquired

from the two years spent in Breuer's fledgling

New York office from l945to 1948.

Giedion stated of mechanization that: "lt is

blind and without direction of its own. Like the
powers of nature, mechanization depends on

man's capacity to make use of it and to protect
himself against its inherent perils. Because

mechanization sprang entirely from the mind of
man, it is the more dangerous to him," Giedion
feared that because mechanization is caused by
man himself, it is more insidious, less readily

recognized for the threat it is, and hence, less

easily controlled than natural forces,

Mechanization reacts on the senses. Seidler

sought to diminish its effect by using standard

structural elements, such as his T-beams, within
geometries which multiply variety without
causing monotony, Whereas Jorn Utzon dealt
with the challenge of mechanrzation through
the inspiration of folk and primitive architecture
before formulating his principle of "additive

architecture", Seidler was inspired by the
painting of Josef Albers and Frank Stella, and

their research into serial form.
Seidler saw geometry as the key. The

example of minimalist painting from New York
formed the basis for Seidler s attack on the
monotony of identical forms repeated without
variation, He sought ways to achieve

multiplicity of form without departing from the

standard.

ln the summer course at Black Mountain,
North Carolina in 1946, Albers' abbreviated
Bauhaus Vorkurs exercises established in

Seidler's mind the importance of visual research

into perception as a basis for form composition
in architecture. Albers was concerned with
perceptual ambiguity - with creating an

unconventional sense of perspective. Seidler
took the results and used them as a principle in

generatrng variety of form in order to master

mechanical repetition in building.
There emerges from this a conscious

analogy between Minimalist practices in

painting and the arrangement of Seidler's

forms. This can be seen, for example, in the
fenestration pattern in the Blues Point Tower
Apartments, North Sydney ( l95l), identified

with Josef Albers, The City ( 1928), or the
concrete frame of the Arlington Apartments,
Edgecliff ( 1955-65), compared to Mondrian's
vertical and horizontal lines of solid colour, The
earliest evidence of this conscious parallelism

between Seidler's architecture and painting

emerged with his Studio at Point Piper, New
South Wales (1948), which echoed the
pin-wheel composrtion of Piet Mondrian's

Composition with Blue ond Yellow ( 1932).

The most important single influence later on

was to be the Frank Stella Protroctor Series

(1967-70) which consisted of atotalof
93 paintings, The series resulted from 3l serial

arrangements translated into a circular, a

quadrant or a rectangular expression which
Stella referred to as "interlaces", "rainbows",

and "fans", The Protroctor Series was based on

architectural themes, so Seidler s interest in the
paintings is understandable,

Since a quadrant-shaped building

incorporates the same standard length beam
throughout, it is ideally suited for
standardization and mass production. Choice
of an appropriate geometry is the means of
standardizing the parts of the building. But
there is an added bonus, as Seidler quickly
realized; placed on a specific site, the quadrant
building produced the greatest exposure of the
interior to the view while minimizing circulation
distances around the core, Seidler explained it
this way: "There are two approaches: one is to
design a capricious shape that looks at the view
or to adopt a geometry that lends itself to mass

production," Seidler chose the latter course.
The choice of a circular over a square or

diamond tower shape for the Australia Square

Tower (1963-67), marked a significant
departure from the previous rectilinear order
of Seidler's architecture, resulting from a

progressive elaboration of square, octagonal

and polygonal alternatives. The circular
geometry of the tower footprint shortened

circulation distances, concentrated the vertical

circulation core, and assured standard floor
beams could be used throughout, lt also

captured the view by maximizing the exposure
of the offlce floors to the outside.

Seidler's use of quadrants is seen in his

design for the lnternational Trade Centre,
Milsons Point (1958-59), and the courtyard of
the Trade Group of Offices, Canberra, ACT

35



Frank Stelltt: ycil'f lundlarul Series, Pttrt aux Basques

Standardising the parts of a lruilding requires the clnice of

an npproptriatt gtonu'tn/. Ilnrry Stidler sotm rtttlised that
circular and quadrant Ttlans pntduced greater t'reedom for
the f acatle and f ctr circulatitttr. These include the choice of
the circlc for Australia Square TttiLttr fi963-67).

Tlte htttel and office fo?t,i'rs, Cltt'i,rttt pgTtglpptttcttt,

Melbottnrc (lt$t) tuith ttpposetl t1uadrants.

t,:
(-;

'l t'
,l

!.-,.

*=- r-_

i

:a: '?.t:"'Y'-"'

\:. ,..
. .ti\.',:

I
! J

i ?

)

, 1
, 1

The Bushey Park housing, Singapore fi973) conrprisetl

four opposttl quadrartt urrits.
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Doul,lt' quttdrLurts .iot'nr llrc hasis rrf lhr,filtr Austrnlirtrt
Elri,assrT lrrrilrli ri.qs for Pnris (1973-77) ntd, l.t'ltt,L,, tltt,
Tradc GrortTt rrf ()i/ir t's itt Cttrrl.trrt 097() 71) sltttu,
t,trintittrts i.L,itlt qutdrttttts itt tltt crrn.fi,rcrrcr' lrrrilr/irr,q.

{3t

Otlter t1uatlrtutt t,ttriatittrts irtcluLle the fusctl ytairt'd
tluddront loit'e r of Gros tt'ttLtr Plnt't', Stldney (1982-il),
n t ul t lr t' Brl.ssc r Htrlr st', Cn s t l t c otte 0 9 8 2).
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Irt tlu: Hotrg Korrr C/ub (1980-84), Scitlltr st'ls lltc
tluadrnnts ttside irt fnt,our of tt trtorc conrp!gv srTsfcrl,

cs lrc dtrcs lr3ftr71, x,iil1 tlrt Ritt'rsidt Certrr in llrisltnnt'
(198i-8d.

(1970-74). The hotel and olflce towers,
Chevron Development, Melbourne ( 1969),

deliberately opposed two quadrants, the
thicker of the two not quite striking the other
tangentially, The Bushey Park Housing,

Srngapore ( 1973) for 400 apartments
comprised four opposed quadrant units

linked to produce a continuous serpentine wall

of apartments.

The quadrant with variations appears rn the

conference room of the Trade Group of
offlces, Canberra, the two burldings of the
Australian embassy, Paris ( 1973-77), the
Ringwood Cultural Centre, lYelbourne

(1979-80), Basser House, Castlecove ( l9B2),

Merson House, Palm Beach (1983), and the
fused paired-quadrant tower of Grosvenor
place at the Rocks, Sydney ( I 982-87).

The Australian Embassy in Paris is the
outstand i ng appl ication of q uad rant geometry;
it comprised lust two quadrants, arranged on a
30' triangular plot, bounded by the Rue Jean
Rey and Rue de la Federation, and reversed,

so they form an 'S'-shaped composition which,

rn a single stroke, satisfied a number of
requirements. lt fitted an awkward site,

complied with the urban planning constraints,

accommodated the dual offlce and residential

programme of the Embassy, and catered to the

need for a logical structural scheme to facilitate

standardization of the building elements,

ln the l9B0s Seidler was increasingly

engaged rn the design of landmark offlce tower
prolects. These were not the run-of-the-mrll
tower blocks, but focal buildings which were
required to stand out and define the corporate
image of the client group, They are an

interesting series of towers which are all

related, much as Stella's Protroctor Series of
oaintings interpret selected formal themes. ln

the Shell Building, Melbourne (1985-BB), three
quadrants wrap around the vertical core rn a

mechanical translation of the nautilus shell,

ln others, the quadrant is set asrde in favour of
compou nd linear-and-arcuated systems such

as the Riverside Centre, Brisbane ( I 983 -85),

or the complex sculptural essay of the Hong
Kong Club ( l9B0-84) with its intense spatral

pyrotechnics.

All these works attest to Seidler's

determination to attack mechanization and

create variety from standard components
within a geometrical framework for the forms,
to create serial compositions such as had

previously been produced by Josef Albers and



Clutrles Pernl'sYelloiu "5" sculltturt' irr the uptyter Ttlaztt
of tlrc MLCCurtre, Sudrrct/.

Nornrarr Carlbt:rgl Black Widow, is situated in the
taffttlorLl in tlrc Tratle Groult of Offices, Canlterra.

the young American sculptors, Norman
Carlberg and Charles Perry, Albers' one-time
students, Carlberg and Perry showed in their
work how rt was posstble to generate intriguing
three-dimensional conflgurations of forms
using standard shapes. Perry's yellow "S"

sculpture for the upper plaza of the MLC
Centre, Sydney, is one such instance, since l6
different sculptures can be achieved from the
same standard elements merely by arranging
them differently.

This ethic of economy by means of
standardisation of elements is demonstrated in

the Trade Group of Offlces whrch was

assembled using moving three-legged steel

gantries mounted on rails from standard
precast | 5-metre T-floor planks, and 24-metre
spandrel beams. ln the building's courtyard,
Norman Carlbergs BlockWidow and Column
sculptures echo this principle, The B/ock

Widow is composed of l5 identical quadrants;

the Colum n of 12 identical twisted prisms.

Seidler accepted the principle of
standard ization and concentration which
Hermann Muthesius enunciated to the
Deutscher Werkbund in June l9 14. This

same principle of standardization guided him

in his employment of standard plan types,
standard sections, and standard structural
elements such as the T-beam, Each detail is

repeated and refined from job to 1ob, so

avoiding wasted effort in solving the same

problem over and over.

The architecture of Harry Seidler is much
more complex than it seems: it is a rational
architecture, but its rationalism expresses
emotional tensions at the same time. Seidler
inherited the legacy of modern architecture
through Gropius and Breuer, and he has

worked consistently over four decades to
extend and apply many of its ideas, while
accommodating himself to the limitations of a

building industry in Australia which was much
less sophisticated than that of Europe or
North America.

It is in the realm of concrete technology that
his imagrnation and inventiveness, spurred on
and assisted by Pier Luigi Nervi, and on his

death, by his sons, have shown what may be

accomplished in this regard, Underpinning the
effort to achieve a more ratronal building
process is the analogy of minimalist art, and of
sexing the quadrant.
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STRUCTURE
AND
MEANING
Proflessor Kenneth Frompton onolyses three of Horry
buildings - in Hong Kong, Sydney ond Brisbone - in o

forthcoming book on the orchitect's work.

Seid/ers most innovotive

short extroct from his

Hong Kong Club Tower, Hong Kong
1985

Harry Seidler's Hong Kong CIub is axially

located, opposite Cenotaph Square in the

central business district of the city. While
remaining classically symmetrical about its

malor and minor axes, with the exception of
the service "bustle" situated to the rear of the

prrncipal elevatron, the Hong Kong Club is such

a display of structural and plastic exuberance
that it rs difflcult to know how to commence an

appraisal of its form. One surely has to
concede that rf any contemporary work
warrants the nomenclature "baroque" this is it.

Compositionally this work is a remarkable

synthesrs of the two predominant types to be

found in Serdler's later practice: the
vol u metrical ly d ifferentrated public build i ng and

the repetitive form of the commercial high-rise.
Both types are patently evidenced here in the

su peri m position of a four-square, medru m - rise,

l6-floor, offlce tower over the four-storey
premises of the club.

No one has written more lucrdly of the
various factors that led to this unusual

luxtaposition than the architect himself:

". . . With mushrooming new development all

around it, in recent years the site has become
immensely valuable, This prompted a

developer's offer to build a new building for the
club if he were given the rrght to construct
rental offlces above it to fully utilize the site's

potential The two uses were to be kept strictly
separate, the club maintainrng rts private entry
in the old axial location facrng the Cenotaph
and the offlces entering from the wide side

street. The club occupies the podium of the

building to a four-storey height up to which
regulations allow almost total site cover, and

the offices above, the permissible two thirds of
the area."

A + U, Japan, September 1986, p79.

The common but respected modern paradigm

of a high-rise block on a low-r'ise podrum, that
has so often proven resistant to resolutron, rs

here, for once, integrated in a remarkable way.

Thrs synthesis is largely the result of certain
formal recrprocities, first, the implantatron of
the tower directly above the podium from the
pornt of view of the principal approach;

second, an orchestrated rhythmic syncopatron,
rn which plastrcally oscillating planes withrn the
podium flnd their muted counterpart in the

trt
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Opposite page: Tou,ered conter detail of llnrry Seidler's
HtntgKtnryClub.

Tlrc HortgKtttrgClub is situated it the certral hrsilcss
district of the city opposite Certotaph Square arttl at
right artgles to Fosier Ass ociates' Hturg (snS tuttl
Shanghai Bank.

inflected spandrel beams running the width of
the tower, as well as in the organically shaped

piers that establish the four corners of the
high-rise form,

From a structural ano conceptual

standpoint, the extremely long spandrels

(stretching 34 metres across the long fagade of
the "pagoda" tower) transform the received

high-rise typology into a form of bridge

construction, wherein the column-free clear
spans quite literally liberate the public space of
the club beneath. Nothing could be further,
however, from Le Corbusier's plon libre of
1926, f or here the "liberated" plan does not
arise out of the inter-articulation of
free-standing planes and columns. lnstead,

the freedom in question is one of volumetric
displacement, reminiscent in its elaboration of
Frank Lloyd Wrights Guggenheim Museum

of 1955.

With the street level largely given over to
retail and services, the main unifying volume of
the club is a central circular void cut out of the
fourth floor, mezzanine level. While
accommodating various ancillary lounges, this
level looks down onto the main dining floor
situated beneath. This level in turn is connected

to the main, multi-purpose hall situated at the
frrst floor. The whole spatial sequence is

animated vertically by a bi-partite,
semi-cylindrical elevator shaft and by an open,

helicoidal stair, that runs up through the
continuous volume to link, via intermediate
floors, the foyer at grade to the bar/buffet and

garden on the podium roof.
Once again Seidler has invariably modified

his production methods to achieve the same

structural type under different economic
circumstances. To this end he writes:

". , , The expressive form of these T-beams . , .

is not one of ephemeral fashion or capricious

decoration, but rather is based on the
immutable laws of nature, of statics, and is

therefore likely to remain valid,
"ln industrialized high-labour cost countries,

the structural form was used as a pre-cast
element lifted into place by crane . , . . To force
this notion, however logical, into the Hong
Kong labour scene would be unreasonable,

Here ample labour was avarlable at costs far
lower than in Europe, Australia or the USA, lt is

therefore more 'in tune' economically to form
these floor elements conventionally and pour
concrete on site, a procedure which readily

allows for the varying length and radiating

pattern of the beams,"

A + U, September 1986, p79.

East-tttast section througlr the Hutg Kong Club.

Ground fkror plan.

First flottr ptlart.

Fourtlr fktor platt u,ith garden lourtge.

FOURTH FL(u {," ,{/
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Tlrc open sTtiralling sculptural stairs frttnr an irnprtssiue

f e ature in tlrc Htnrg Kong Clult.

Opposite page: CaTtita headquarters office ltuilding and
galleria, Sydrrcy; details ol the t'aqade and an early nrodel
slroa,inS the ttTtert, stepTted atrium. The building, urhich is

shoe-honrcd inlo its small ittfill site, could not hntte btert
re alised ruitlrottt the flexibility offered by trussed steel
c ttttstructitnt.

Finally one needs to comment on the curiously
oriental inflections that appear in the overall

form of the work, such as the horizontal slots

of the tower windows that seem to cut across

its vertical mass like the horizontal eaves of a

pagoda, or the glass canopy over the main

entrance that recalls in its subtle profile, the
manifold curves of the traditional Chinese roof.

Capita Buildings, Sydney 1985-87
The 3 I -storey Capita Building was first
prolected in 1985 and completed in downtown
Sydney in 1987. A shoe-horn exercise on a
ridiculously small inflll site, Capita could hardly
have been realized without the use of trussed

steel mega-construction.
Once again one can hardly improve on the

architect's own account of the ingenuity

involved in finding a feasible solution:

"Surrounded on three sides by buildings 20 and

25 floors high, left only the narrow street
faEade for windows and out-look, it became

necessary to create an internal outlook for the
l2-in deep offices, by only covering two-thirds
of the site with building and leaving the balance

as urban space.
"To create something mor( than a mere light

well, the building is hollowed out for its full

height by an open atrium, Changing its position

from the south side to the centre and stepping

up to the north, ledges are created and planted

with trees and shrubs, with northern sun

penetrating down the full height of the
buildings hollow centre. The ground level is left
entirely open, becoming a landscaped

pedestrran thoroughfare betweerl streets with
high palm trees, a waterfallfountain and

glass-roofed public galleria space,"

The planning of Capita turned on resolving

a light-square puzzle in which the six

l2 x l3 metre "squares" of the sub-divided

buildable area were manipulated in section so

as to shift the distribution of atria up the full

height of building, The lowest atrium, first
treated as a high entrance against the southern
boundary shifts at mid-rise to a central square

position facing north. This atrium then steps

progressively outwards towards the northern
boundary, from which sun and daylight
penetrate into the base ofthe structure,
Planned on the same l2-metre module, each

offlce overlooks one of the atria, allof which
are landscaped with large trees,
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The 40-storttl Riterside Certre, Brisbane, is an anrlrtttt'u.
proiect tlrut confuirrcs goor/ clz,ic desigtr trtith beautifully
c orsidarad rtrt d it, ell -irr t e grat e d high-builditrg f tt rnts.



Capita's megastructu ral frame, a diagonally

trussed exoskeleton of tubular steel running up

for the full 30 floors, was based on a more
generic formulation of the same idea, as this

had appeared in the SO-storey Landmark
Tower projected for Brrsbane at virtually the
same time, 1985. The necessity of using steel in

the development of Grosvenor Place clearly

compelled Seidler to rethink his predilection for
diaphragmatic concrete construction and thus

to develop a new tectonic based on the use of
tubular steel exoskeletons of mega-

proportions, not unlike the suspended tubular
system adopted by Norman Foster in the
Hongkong and Shanghai Bank, although this

bracing of a multistorey high-rise by an

external mega-structural frame clearly has

other precedents, Above all one thinks,

per-haps, of Skidmore Owings and Merrill's

John Hancock Tower built in Chicago in 1965.

It is important to note that even this kind of a

structure has a diaphragmatic aspect in that the
outer cage acts as a kind of lateral space-frame,
in conjunction with the secondary steel framing
of the floors within.

Riverside Centre, Brisbane 1986
Under construction in downtown Brisbane

from 1983 to 1985, the 40-storey Riverside
Centre is in some ways a synthesis of
everything that Seidler has realized over the
past two decades. Aside from being further
proof of Seidler's prowess as a civic architect
(it is, patently, the finest high-rise built in
Brisbane, to date), Riverside is in many respects

a consummation of his growing capacity to
handle fluid forms and to integrate their
articulatron about a single crystalline shaft,

Riverside also represents the flrst occasion on
which he was able to endow a high-rise with a

true sense of civic status.

Situated at a crucial point at a bend in the
Brisbane River, Riverside Centre attempts to
re-vivify and re-organize a large extent of the
river frontage. lndeed Seidler tries to stretch
the impact of a point tower to its lateral

maximum, ln this regard one may safely claim
that this is the first landscaped civic complex of
the last 20 years to pick up where Oscar
Niemeyer and Roberto Burle Marx left ofl at

the apogee of the Brazilian modern movement
in the mid- 1950s.

Seidler's ability to extend the plastic energy

of the central "diaphragm" beyond the conflnes

of the building itself, his capacity to activate the

entire domain of the site, takes Riverside

beyond the overly pyrotechnic plasticity of the

Hong Kong Club. Here a remarkable balance

seems to be established between the various

dialogicalthemes that inform the work. ln the
first place, the opposition between the formal
integration of the tower as an urban landmark

(so obviously a weak point in the case of Capita
and Phoenix) and the horizontal but equally

civic extension of the site itself. ln the second

place, the contrast between the tectonic logic

of the skeleton structure and its plastic

amplification as a diaphragm and finally, the
play between symmetry and asymmetry
that as a dynamic opposrtion activates the

entire development.
The equilateral triangular plan of Riverside

divrdes into an up-stream and down-stream
aspect, about a bisecting south-west/
north-east axis, While this biaxial symmetry
helps to establish Riverside as the symbolic

centre of the downtown, the asymmetrical

architecture of the waterfront opens the site to
a panorama of the river as it moves away from
the bridge towards the confluence of the

waterways bonding the city, This dialogical

relationship between the tower and the river is

comprised in effect of two movements; on the
one hand the centripetal compression of the
tower itself, which seems to draw everything
into its triangular vortex, on the other, there is

an opposed centrifugal motion that radiates its

energy out from the tower so as to animate the
carefully contoured layers of the site,

Riverside seems to comprise a dialogue

between the symmetrically-crystalline form of
the tower and the asymmetrically organic form
of the site, Appropriately enough these
"counterforms" attain their synthesis in the
monumental glazed canopy that announces the
principal entrance from the street. The dyadic
theme does not end here however, for the
canopy itself assumes a bipolar character and

finds itself suspended from two of Seidler's

hyperbolic piloti that flank the main entrance,

lsostatic rib-lines radiate out from the centroids
of these piloti to support the ceiling of the
entry-foyer and therein to celebrate the
monumental character of its space.
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IlamlSeidler is perhaps hest knoutrt intematimally for
his tall, cotnplex buildittgs in city centres. Houreuet he

has otter the years designed many smaller-scale houses

for sensititte and demarrding clients. To accompany the
architectb ozttn statemenf, World Architechrre llas
prepared a pictorial suruev of some ttf those buildings
tttlrich shozL, the relatiotship betttteen his domestic
architecture and the challenge and drama of the
Australian landscape.Tltt building shotttt right is the
penthouse apartntent and office extensicm to llnrry
Seidlerb ou,n office at Milsons Point, SydneV 0989).

LOSING
BYTHE
RULES
/n this orticle, Horry Seid/er dep/ores the
" hustling technicions" who plon todoy's
cltles ond orgues thot modern

orchitecture ls not only sti// o/ive but the
potentiol oflits methodology hos borely
been explored,

Disenchantment must surely be the
appropriate word to describe what most

people in cities of the western world feel about
the newly-built developments taking place

around them. Given immense thrust through
the media, the emerging new laws and images

make us believe that the direction of
development in the city in the last 80 years or
so has been totally ill-oriented - that it has

created nothing but environmental and visual

chaos. lt is put to us forcefully that the time has

come for a complete turnabout; we should

abandon all past notions of city planning,

discard theories of architecture developed in

our time and change direction totally. This

anti-intellectual stance is nothing other than an

irrationalturning back of the clock away from
the gradual, logical and consequential

development of this century, To understand
how deeply this reaction has permeated
current attitudes towards the built

environment, let us examine two areas of
concern - firstly, what is allowed to be built in
our cities and secondly what architects choose
to build.

The Urban Dilemma
ln the realm of urban planning, it seems that all

the proposed utopian schemes for guiding
three-dimensional physical planning after the
second world war have not been pursued. The
enlightenment needed to grasp the benefits and

consequent rewards to the community was too
much to expect. Landholders fought against
constraints on building bulk for fear of
depreciated property values without
compensation. Politicians found the necessary

actions of resumption and re-subdivision
"u ntenable", So, /olsse z-foi re attitudes prevai led

and development has lurched forward on the
assumption that market forces alone are best
left to guide it.
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The physical results of relecting far-sighted
policy has led, inevitably, to a negative public

reaction. This in turn has been given

widespread momentum by the media which
purveys and encourages conservation modes.

The outcome is that any proposal to build

something new is immediately put on the
defensive, The call is either for abandonment of
entire projects or the preservation of existing

buildings and their re-use. Where this policy is
applied to worthy structures of the past it is

obviously desirable and to be encouraged, But
the form it has taken is the adoption of an

historicist attitude which asserts that keeping

old fagades and hiding any new building behind

them is better than anything totally new. The
results are pitiful and border on the absurd.

Old and new become caricatures, embodying
the worst of both,

The present mood against new

development has also inspired the most

amazing and arbitrary "rules". For example,

one can cite the objections of authorities in

Melbourne, Australia to a large city building.
They quote, verbatim, the recently proposed
San Francisco plan and insist that this

reactionary set of new rules, imported from
halfway around the world, be adopted. This

plan calls for the prohibition of buildings with
flat roofs, of blank walls and for "a generous

use of decorative embellishments", To

demonstrate what beneflts are offered to
builders in return for compliance, these

decorations are even allowed to protrude
outside the zoning envelopel The San Francisco
plan further requires buildings to be "shaped to
appear delicate and of complex visual imagery",

Worst of all, there is a dictate to "retain the
street wall"; tall buildings are to have distinctive

tops and shafts, that is, to construct
"street-fronting bases" for all tall buildings, The
rules discourage limits to site coverage and, in

fact, outlaw any towers which leave large

portions of the ground level unbuilt.

The irrationality of insisting that urban

development be built to an index of l4 to I ,

while at the same time having 1000/o site

coverage, is obvious. To allow an increase in the
population on a city block to that extent and

then to strangulate pedestrian circulation by

restricting it to lO-feet-wide footpaths, is

inhuman and unworkable, lt is socially

irresponsible to build to high indices of I 2 or l4
unless there is a limit on site cover of no more
than 25-35%0, This should be so, not only for

qrr
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the sake of health and clarity of the inevitably

huge structure that results, but also to generate

some breathing space for the additional

thousands of people that work in such

buildings, ln our crowded citres the aim should

be to create as much genuinely useful open

space on private land as possible, places of
repose and recreation,

The fashion of solid street-fronting bases for
towers is also highly questionable, One must

reject it for practical and aesthetic reasons

because it forces architects to design huge,

deep, windowless, commercially unviable
podium spaces which are structurally and

constructionally u ndesirable,

The design professions must, as a matter of
principle, fight against governments being given

the right to codify and thereby dictate design in

detail, To allow such rules is absurd and

contrary to fundamental freedom of action,

freedom for the advancement and

The Rttse Seidler House, Titnamurra NSW utas LInrry
Seidler.s first house design and huilt for his parents itt
1948-50.

development of architecture, To stifle

creativeness by law is intolerable. We should

want no part of a system in which bureaucrats

become powerful arbiters of taste, imposing a

dictatorship over the language of form.

Opposition to Modernism
Turning now from city planning to the subject

of architectural theory and taste and the issue

of what architects choose to build, we flnd the
reaction has been equally devastating. Much

wordy journalism tells us that it is time to revert
to the past and suggests that we go back to the
1920s and other fragmentary sources in history
for inspiration. Lumping together and labelling

everything built in our time under the much

maligned term "lnternational Style", the media

distort historical facts with great abandon.

To begin with, the term "lnternational Style"

is a misnomer. lt was anathema to the
methodology expounded by the pioneers of

"rdb*
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Belout: the Williamson House, Mosman, Sydney (1951)

is a simply-eleaated one-storey house design toith a bridge
connectior and garage at the upper lettel. Bottom: the

I Rose House, Turranturra (L950), u'as designed as a
uteekend house. Uplit'ted to oaerlook a bushland aalley,
it is basically supTtorted by four columns from uhich
diagonal hangers prouide a support for the cantileuered
rooms on either side.
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Llttrnl nrul PotL'lop(: St'idlt,r's rrzt,rr lrtrrrsd itt Killrtrtt NSW
a,ns on.gi nnl/y r/t'sigrreri in 196b ttnd efinrdtti sonlc tcrr
llL'irs lotL'r. 1ls .sp/il-lr,t,r,/ fltrrrs c.rlcrrr/ out to f onn tL,rricL's,

modern architecture, Walter Gropius himself

expressed contempt for its use. To him the only
structures which could truly be labelled
"international" in style were "those classic

colonnades, borrowed from the Greeks,

placed in front of important buildings anywhere
from Chicago to Moscow to Tokyo". For
modern architecture, as conceived by its

pioneers, was not a fixed set of forms but
rather a way of thinking. lt is an approach
which "allows one to tackle a problem
according to its peculiar conditions, not by

ready-made dogma nor stylistic formula, but
by an attitude towards the problems of our
generation which is unbiased, original and

elastic", The modern architecture could never

be a style per se. lt must remain rn constant
flux, responding not only to regional

drfferences and social demands but also

reflecting the changing visual language of
art and the ever-expanding wealth of
technologrcal means, As the form-
determinrng factors change, so too must the

architectural expression,

ln my own work this methodology has been

simply a framework on which to hang very
different and potentially changing images -
the opposite to frozen stylistic moulds, lt is an

attitude towards design which can grow and

mutate with the cultural essentials of time
and place.

Unfortunately, however, the clarity of this
concept and the specif rcs of its aesthetic

components (built on the study of visual

fundamentals) never became the guiding

principle for buildrng in our time. What had

originally started as a f rght against traditional
"style" was utterly misunderstood and was

imitated insensitively until it became so banal

that it could itself be termed a style. Since the
last war, unskilled, superficial images with
hideous cliches have covered western cities and

the understandable public distaste for these
ubiquitous results flnds its voice in the present-

day media war on the so-called "lnternational

Style". The attack is misdirected though.

Journalists and opportu nrstic writers
deliberately misrepresent facts, re-write history
and cowardly discredit the dead pioneering
initiators, blaming those whose work origrnated
the long-overdue movement away from the

superficial "art for art's sake" architecture of the

fin de slec/e era,

What is now proposed, seemingly

unchallenged, is the very antithesis of the visual

and technrcal concerns of our time. We are

shown ponderous, earthbound, pyramidal

com positrons standi ng fl atfooted ly, exposrng

their childish broken pediment "metaphors" in
order to make us feel closer to "history".

lgnoring and defying all constructional, let alone
structural, logic they are the tantrums of a rich,

spoilt child delighting in being contrary and

shocking us with corny stylistic idioms, not to
say ludicrous bad taste.

The degeneration has indeed gone full circle.
Cne need only remember the western
architectural world's outrage at the "cultural

inferiority" of East Berlin's Stalinallee, erected

after the war at the same time Le Corbusier
was building in Marseille. And now, in a

complete reversal of roles, communist East

Germany has rebuilt the Bauhaus structures
better than new and declared them national

shrines while, in France, Ricardo Boflll builds

a public housing scheme which boasts new
concrete classical orders and gigantrc fluted

Roman columns for fire stairs, lt is the kind of
architecture that totalitarian regimes of both
left and right have always favoured,

It could all be ignored if there was not the
danger, due to all the wordy journalism

surrounding and lustifying it, of being taken

literally, and by the young and uninitrated; of
being blown up and catapulted into the

significance of a new design philosophy,

A remark Marcel Breuer made to me in the
I 95Os puts these thrngs in perspective. Reacting
to the then fashionable classicism - that
sugar-coated, misunderstood Miesian mode

prevalent in America at that time - he said in

German "Nur abwarten" (ust wait patrently),

And who remembers or takes this fad seriously

now? Or who remembers the Brutalists in

England with their pathetic imitations of Le

Corbusier's rough concrete of the I 940s? With
that record what lastrng validity can be ascribed

to the "metaphors" so verbosely elaborated to
describe the present reversions to licentious

decorative caprice?

"rl',"...
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Looking Forward
To me there is a discernible visual direction in

our age, As manifested in our immediate

history, the essence of this is best deflned by the
painter, Josef Albers: "Where the discrepancy

between physicalfact and psychic effect is

maximised, there lies the threshold of art" and
"One plus one is three - in art". This credo of
getting the most aesthetically and physically for
the least in effort and material is directly
applicable to architecture. Not only is it valid
for economic reasons, but it will heighten the
value of that which, by a shortcut of the mind

and with penetrating insight, finds Gordian
Knot solutions to aesthetic, planning and

constructional problems,

The simplistic way in which this essential

element has been misinterpreted is the cause

for much of the harm that has been done in the
name of modern architecture, To do the
minimal only leads to stagnation and rejection,
but to do linle in such a way that riches result,
both visually and tangibly that is where our
direction lies.

From its earliest days the modern
movement has emphasised the study of visual

fundamentals of just how our eyes respond in
predictable ways to visual phenomena, A study
of these principles will make us realise how we

see changes as other areas of our existence

change, What was valid in 1930 can no longer

be actively so today because our senses will
respond differently to the altered social

conditions and to advances in technology.
Thus our notions of appropriate construction,
of the way space should be ordered, of visual

expression and the forms derived out
of these concerns must, of necessity, be

different from those of the past or of other
cultural milieus.

For example, however much we may
admire Le Corbusier's buildings, their 20-feet
square span structures (which was all they
could do economically then) are superseded
today just as is their planning, plumbing and

everything else about them, We may still flnd
his spatialflow poetic, enticing and valid, even if
achieving it meant the use of excessive hand
labour or constructional devices no longer
real istical ly plausi ble.

We live in a world of vastly varying social

and economic climates. I have built on four
different continents and what is possible and in

fact desirable in one country with ample, willing
and undemanding labour but poor technology,
is unthinkable in a location with advanced
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industrial potential and high labour costs, Such

considerations will inevitably produce regional
differences in buildings even if the common
aim is to create a subtle orchestration of
spatial intricacies.

It is also evident that in the twentieth century,
man's concept of space and how it should be

organised has changed in a way which only our
advancing technology can muster, lnstead of
the assemblies of connected flnite volumes of
the past, we now seek a sense of the infinite and

yet simultaneously the intimate - a sense of the
beyond in the immediacy of the present,

Likewise in the choice of the appropriate
form our horizons broadened considerably
with time, The initial puritanical rigidity has

been allowed to widen into an

all-encompassing search which even today is

yielding a wealth of new expression. We have

learned to borrow from the art forms of our
time just as we have learned not to exclude
history. By "history", of course, I do not mean

the puerile adaption of decorative
paraphernalia but rather a study of the essential

forces behincj the images of the past. For
instance the subtly brilliant geometric systems

that came into being in the seventeenth and

eighteenth centuries can inform our approach
to developing system-oriented methods of
construction. But the visual language must be

new. I believe that visual tension, not the
phlegmatic earthbound images of the past,

speaks to our time; the channelling of space and

surfaces in opposition, curve against

countercurve, sun and shadow the
juxtaposition of compression to the surprise

of release.

Even if the expression is exuberant or
flamboyant, an economy of visual means will
heighten the value of the result. lnstead of
creating an arbitrary assemblage of unrelated
geometries, a single form element should be

evolved and transformed, finding its echo
throughout the work at every scale - a set of
variations on a single visual theme.

Free rein must also be given to the
expression of the laws of nature - not what is

"imagined" to be so by man/ structurally naive

architects, but the unassailable physical truth of
statics. Being born of the immutable and

irrevocable truth of nature, the richness of
expression which can result from such a search

will have the irreplaceable quality of longevity,

of remaining authentic as times change.

ln our approach to constructional systems

architects generally have been far too simplistic,

accepting any dull repetitiveness to be
economically valid. Just as the revivalist
architecture at the end of the last century was

out of tune with the emerging industrial means,

so I believe the design profession today is not
responding adequately to either current
technological and manpower conditions or new
construction methodologies. That is why we
are losing the grip on vital decision-making and

are being replaced by hustling technicians. To
design a tall building today, which simply takes
too long to build, is a self-arresting process, a
hollow victory realised only on paper.

It is our task to maximise systems of
mechanisation appropriate to and "in tune"
with the particular task. Even though these
must vary in different socio-economic and
industrial climates, one must not stop at the
consideration of structure and coverrng only,

as is so often the limit of prevalent thought.
Rather, one must encompass simultaneously
integral solutions to the problems posed by all

the services required in a project thereby
avoiding the usual nightmarish afterthought
complications of most modern buildings,

True modern architecture is not dead as

some will have us believe, We have hardly
started to explore the potential of its
methodology, The high principles and clear
moral consequentiality of the pioneers needs to
be constantly interpreted anew They
demanded basic integrity and an intrinsic
honesty of approach. Only by making these
part of our work will the frontiers of
development be pushed forward.
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Tlrc resttrt uillage of Kttoralbyn, Queensland (1980-82)

u,as built on a hillside tlmt slopes dottrtt to lakes and a goll
ccnrse. lt t'alls ahtng inegtilar cont()ttrs to a focal uillage
centre witlr a stuimning pool, barbecues nnd trellised
relaxatiort areas. Itt its use o.f zt,ltite rendered ntasonry and

retl Ttantile rutt's it rt:calls earlier European hillside tou,rts

rather thatt Australia s suburban settlements.
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Tlte it,ateirottt tltrt'e -stttrev Liltttttt's Httust' ltuilt in
Cantnrcraq (198il f ac.s ltai't of Svdru't1 Llnrltour tuttl lit's
srrrlc tr'rr ntittutcs front tltt city ct'rttrc. i is si rrplr
rt'ctartgular frttnk'Ll structurc conlrnsls it,ith tlrc strong
sculTttural cune s of tlL. ()1,1,()sing fornrs of projcctinr
rott f s tt r t tl t t' rrat' t's.



A group of dissimilar houses designed by Lkrry Seidler
hettLreen 1981 and 1983 includes - shown m the let't -
the curued plan Basser House, Castlecoae NSW (1981)

tuhich places all the liuing areas looking towards the
Itarbour Seidlerb curued geometry predominates here, as

it does in the Merson House, Palm Beach (1983) on the
rigltt, uhich is based on a uariable quadrant plan. Belott,
the tttro-storey Bland House at Rose Bay, Sydney (1983)

corrsisfs of two basic rectangular liaing and bedruont
spaces, and uses curued shapes as opposititntal elenrcnts in
tlrc form of freestandittg curuilinear room diuiders and a

se nt i - c i rc ula r xu i m nr in g p oo l.

HARRY SEIDLER

-A BIOGRAPHY

Harry Seidler, AC, OBE, born in Vienna, Austria 1923.

After studies in England he graduated lst class hons in

Architecture from the University of Manitoba, Canada and

later M Arch at Harvard University with Professor Walter
Gropius. He then worked in the offlce of Marcel Breuer,

New York. After a period workrng with Oscar Niemeyer in

Rio de Janiero, he settled in Australia in 1948.

He has designed many large projects in and outside

Australia including the 50-storey Australia Square Tower

(1967),67-storey IYLC Tower & Centre (1977),

Grosvenor Place and Capita Centre in Sydney;

Commonwealth Trade Group Offices in Canberra;

45-storey Tower and Riverside Centre in Brisbane, and

the new Shell Headquar-ters in l'4elbourne. Overseas he has

designed the Australian Embassy in Paris, the Hong Kong

Club and Office Tower in Hong Kong, and apartments in

Mexico. Currently in design and construction are

Darling Park beside Sydney Harbour and QV I

development in Perth.

He has also designed many single houses, and both
low- and high-density housing developments. The first
house built, the Rose Serdler House in 1949, is now owned

and managed as a museum by the Historic Houses Trust of
New South Wales, Australia.

Seidler was made a Companion of the Order of
Australia (AC) in l9B7 for his services to the advancement

of architecture in Australia; Order of the British Empire

(OBE) 1972, and Honorary Doctorate, LLD, UniverSity of
Manitoba, Canada l9BB. Varrous architectural awards

include the RAIA Gold Medal (197 6), the Sir John Sulman

Medal four times, the Wilkinson Award three times, the

Civic Design Award twice, the Sir John Zelman Cowan
Medal ( 1987), the Queensland Trienniel Espie Dods Medal

( l9BB), and the prestrgious RAIA "Lustig & l'4oar Prize"

( l9B9) for the design of Grosvenor Place in Sydney

He is an Honorary Fellow of the American lnstitute of
Architects and was awarded AIA Pan Pacific Architectural
Citation in l968 and is a Member of the Academre

D'Architectu re, Paris.

He has been Vrsiting Professor at Harvard University

Graduate School of Design (1976-77)', University of
British Columbia Centre for Human Settlements (January

I 978); Thomas Jefferson Professor of Architecture
University of Virginia, USA ( 1978); lnaugural Visiting

Professor University of NSW ( 1980), and University of
Sydney ( I 984).

He has lectured on architecture and planning at Ecole

des Beaux-Arts, Paris; University of Vrrgrnia, USA; Rrce

University Houston, USA; Syracuse University USA;

Boston Architectural Centre, USA; Toronto University,

Canada; Technische Universitlet, Vienna; University of
California, USA; Unrversity of Manrtoba, Canada; Royal

lnstitute of British Architects, London; Architects

Association, Budapest, Hungary; and at various

international architectural conventions,
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Cautum Bhatia, a youtlg lndian
architect, urites on the remarkable
contribution of British architect
Laurie Baker in lndia - a contribution
rooted in a profound understanding of
local construction and culture.
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British architect Laurie Baker has practised
in India for the past 44 vears. In the
Southern citv of Tiivandrum alone he has
built over a thousand homes and, beyond
that city, his work has included over 40
churches, numerous schools, institutes and
hospitals. Few architects have had the
opportunity and the stamina to work on
such a remarkablv varied range of
commissions; Bakers projects extend from
a fisherman's village to institutional
complexes and from a low-cost mud
housing scheme to a lorv-cost cathedral.

And yet it is not the number of buildings
that Laurie Baker has designed, nor the
range of architectural commissions he has
executed that sets him apart from any other
architect in India. What makes Baker's

contribution unique is the remarkable way
in which he has drawn creative sustenance
from the environment in which he works,
absorbing vemacular pattems of
construction and individual stvles of
living to such a degee that he has been
able to give back to his clients the comfort
and ease of buildings that are firmlv
rooted irr the culture of their region. In each
of the buildings Baker has designed, he
has asserted the appropriateness of
tra di tiona I cons tru ction to local conditions,
adapting existing local technology to
contemporary structures.

A recognition of Baker's contribution to
architecture has a singular timeliness todav,
It comes at a time when a questing
conscience has provoked the developing
world to look inwards, to solutions of its
own making. Baker in India remains a

lone protagonist, experimenting singly
and quietlv in a d.istant comer of the
country and providing information on the
causes and results of his numerous
architecfu al interventions.

The idiom Baker has el,ol'u,ed to suit the
particular problems of his clients in Kerala
is not a formula applicable to allsimilar
situations; and vet, from it stems an entire
ideology of architectural prractice, a pattern
that is revolutionary in its simplicity and its
contradiction of the accepted norms of
architecture in contemporar\r India. Baker's

built wclrk is an effective demonstration of
his own strengths, his own interpretation
of tradition, technology and lifestyle.

Centre of Development Studies
"Most materials have their own specral
characteristics and if used honestly and
simply they contribute to the'looks'of a

building merely from their coloul their
texture and the patterns formed by joining
them together. There is no need to cover
them over with costly finishes. Let a brick
wall look like a brick wall and a stone wall
look like a stone wall. Concrete should
look like concrete and not be plastered or
painted to look like marble."

Baker's sensitivitv to the nafural
contours and features of a site, his use clf
materials, the way he seeks opportunity
within the limitations imposed upon him
by his materials and the needs of his client
have all found expression in the structure
he designed and built for The Centre of
Development Studies in Tiivandrum.
All the elements that are characteristic of
Baker's stvle - his 7alis or screens,

traditional roofs, stepped arches,
overhanging eaves and skvlights - are to be
seen in this group of buildings which
demclnstrates the vitalitv of Baker's use of
vernacular architecture at the level of
an institution.

Set up to prclmote the economic
development of Kerala, the Centre and the
entnent economists on its staff sought arr

architectural image in tune with its sociallv
progressive goals, and Baker w,as the
obvious choice as architect. The project
was, for Baker, a testing ground for manv
ideas that he had experimented with on a
domestic scale.

In designing the Centre, the absence of
precise topographical survevs and existing
plantation plans dictated that much of the
design w,ork had to be carried out on the
site itself. The numerous changrng levels of
the librarv complex for example, is the
result of plothrrg p'rlans on the natural
terraces of the terrain, so that the'u,isitor
never exptrience,s the complex as a single
entitv The terrain fragments the institute
into its br,rilding components, behind
groves of existing trees.

Kt.rala's lush .rrrd tropical nature and
climate have been kind to Baker's
buildings, in a rva1, it seldom is to the
so-called modem uni-stvle, and Baker in
tum has been kind to nature. The location

"l leant nty architecture bt1 rttatcltitrg ttthat
orditrury pteople do; irt atnl case it is alwatls the

chenpest and the simplest hecause ordirtary

Tteople ttt it." - Laurie Baker

O;r;rtr5i1g Ttttgc: tht' liltrsql of tltt Ccntrr for Dt'tt'lLt'.ttrtt'trt

Sirrri rr's, Trirtmtlrunt, lnditt, rtrcttls Ltturie Baker's abilitv
to t'rytlttit tlrc litnitntittris inr;rrrser/ fir1 lttcal nratt'riLtls.
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Bakerb Centre t'or Deuektpnrcnt Stttdies, Tiiuandrum:
hostels for nrcn and, belotu, tt,ttrnerl sltlztt sensitiltity t0 the
natural conttturs and foliage of the site. Rarely is a plant
rentlrted ttt makc Tttay flr building.
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of virtually every tree and sapling on a site
is taken into account before the building
location is chosen, and rarely, if eve4, is a
contour disfurbed, a plant removed.

The variations and folds of the roof are
not the outcome of whimsical expression
but suggest, by their very shape and size,
the importance of the functions housed
within. Casting shadows on the lower
roofs the composition is meant to suggest
a protective family of buildings.

The architecture demonstrates the
economic goals of the Institute in a direct
and practical way, as is seen in the
simplified design of the specific buildings
on campus. At the Men's Hostel this
economy is expressed in the organization
of the plan, the nafure of the materials and
construction. Student rooms in single file,
opening out into a verandah, and stacked
on four floors give a formidable linear
shape to the plan. Each room is entered
simply, down a rear corridor built into the

shared walls. This inordinately regimented
organization is offset by the playfulness of
the circulation and the entrances block,
both of which move away from excessive
rectilinearity into the realm of curved walls,
circular staircases and deep-set wall niches.
Though the juxtaposition at close range
makes for startling contrasts of light and
shade, Baker's justification remains purely
strucfural and economic. "I was very keen
to demonstrate the use of the 472-inch thick
load bearing wall. When such a wall is
taken to four storeys the curves and circles
give it that added stiffness".

Baker achieves both a nafural economy
in cost and a subtle variation in design by
the way he treats his building material
during the process of construction. On a

rocky terrain the rock itself becomes the
foundation for building. Concrete is used
very sparingly, often in a folded-slab
design with waste and discarded tiles used
as fillers thereby making the roof light and
inexpensive. Innovative bonding
techniques for brick allow him to build
walls of only a half-brick thickness. In
many cases they are stepped and curved
for added stiffness. \zVhere a single brick
thickness is necessary where a half will do,
where water seepage may occur are
questions and concems that find their
resolution on the site, as the building
goes up.

The interiors too are uncompromisingly
direct and simple, devoid of superfluous
comforts, expensive veneers or flashy
details. Baker often eliminates or modifies
glass windows, frames and sills, preferring
small openings in brick like the traditional
jali, a screen wall of tiny regular openings
producing intricate pattems of light and
shadow. For Baker the jali is the true
vemacular solution to the problem of the
window and it has the elegance and
simplicity which the traditional craftsman
would consider the hallmark of rightness
in a solution. [t catches both light and air
and diffuses glare while allowing for
privacy and security, combining the
functions of a window and ventilator.
\Mhere large openings are absolutely
essential, Baker corbels in bricks, securing
the doors directly to the wall surface.

In the palm-fringed, tropical landscape
of the region, Baker has also managed to



Intricatt lrtttanrs ol Iigltt and slrttdoiu ttre tt f t,nturtt oi thc
Carttrt ior p2'TtslsTtrttt,nt 5lrrdrt,s ts Bttkcr 1t:Ltts fttr tht
c/egattcc ttnd sinrltlicity of tirtlltrpcnilg.s in ltrick likt tht
traditiotral iali.

recreate the traditional roof but in a
contemporary rendition. The Mangalore
tile of the vernacular is relieved of its
accepted function of cove1, and is
introduced into the folded concrete slab as

a filler in order to lighten its weight.
The resulting form has the shape of a

traditionalroof with its overhanging eaves
and skylights but without incurring the
expense of traditronal labour and
construction. Screen walls, tile roofs,
courtvard plans, the corbel and the arch;
Baker has built up a vocabulary of these
elements over successive projects. Yet the
seductive simplicity of each element, the
almost flippant casualness of their
assemblies can be misleading. Their
continual repetition over several projects
became necessary once Baker accepted the
limits of indigenous material and practice -
yet each composition is handled with a

directness that makes the end product
strikingly original.

Loyola Women's Hostel
Constantlv recurring themes of simple
planning, honest expression, adaptation of
vemacular elements, natural ventilation
and ideas on cost reduction all find their
r,vay into another tiny jewel-like building,
the Lovola Women's Hostelwhich Baker
built nearbv.

There are few buildings that so
convincinglv express all the ideas of an
architect in a single complex, as this project
does for Baker. Open brick walls, corbelled
brackets and traditional fish-tile roofs
combine in a series of linked arcaded courts
set along a slope.

A major requirement of this working
women's hostel was for protection from the
outside n orld, a quiet seclusion within
which to follcw a strict Christran regimen.
"They were to be guarded from anv outside
intrusion by devoted and determined
nuns", says Baker. "Gates were to close at
sunset; no windows to overlook the street.
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Study games, recreation, meditation and
exercise were all to be done within high
protective walls."

For Baker, "the prison-like feeling" that
accompanied the introversion, made
essential the creation of an outdoors within
the building, and it needed to be dispersed
in a series of places built within the
confining outer walls. This was dealt with
by using a "checker-board plan, in which
the black squares became the hostel
buildings and the white ones, the gardens,
pools, courts and sit-outs under trees".

The Narayanan House
Students of architecture who have worked
with Baker attest to his remarkable capacity
to improvise according to the situation.
Baker avoids cumbersome working
drawings which detail the building for the
contractor. Instead, he happily incorporates
any material available around the site,
whether bricks or electrical fixtures.
A house built for Mr R Narayanan in the
early 7970s demonstrates the idea of reuse
simply and effectively.

"We built-in a number of wooden
remnants salvaged from an anceslral home
which had been pulled down," says Baker.
"The boundary wall incorporated an
antique gateway, the main entrance of the
house was through a porch of traditional
columns and brackets. Door frames were
too small to be reused as doors, so thev
were re-shaped for windows. No attempt
was made at any sort clf reconstruction clr
reproduction of an old-type house. We
merely made use of the hmber to fit in with
the new plan and new needs."

The house, built for Naravanan, a senior
Indian Administrative Service officer, and
his dancer nife Geeta was centred around
a mango-shaped courtvard. That the house
reflects the graceful movement of Blrarat
Nlntrlanr is no accident, for Baker designed
the plan in a curving spiral, around a

coconut tree incorporating u,ithin its flon,
rrot merelv the couple's needs for living
but those of darrce practice and
performance as lt,ell.

Yet, the meeting of such diverse
requirements, made it necessarv for Baker
to separate the more public performing and
entertaining areas from the quieter spaces
of familv living, The upper flool or rather

the upper end of the spiral, includes all the
functions of dining, sitting and
performance in one curving sweep of
space, an idea that is carried through, even
in the random placement and size of the
windclws on the curving exterior wall. The
three. bedrooms at the low,er end disappear
into the ground.

Baker's interest in finding an appropriate
response to each site condition makes his
presence essential during the construction.
The organic svmbiosis between floor-line
and terrain, tree and n,all, building volume
and landscape, rvindort, and vierv, is
achieved only as a result of Baker's

perpetualinten,ention dunng all phases of
building. Improvisations are made to suit
the specific dailv life pattem of each client.

One of Bakers professional concerns is
the extension of the inhabited territorv into
accidental and immeasurable realms.
This intention arises from the architect's
w,ish to first, give the client more than the
conventional spaces recluired of a house,
and second to transform the externalsite
condition to suit the design. Such
deviations from the norm are the result of
the sites own decisive characteristics: an
ancient mango hee, a rulckv outcrop, or an
architecturallv severe slope are all factors
that contribute to the distinchve final form.

Furthermore, the splaving of r.r,alls in
the interior or their cun ing around frees,
even the changing angles of the roof-line
contributes to a spahalcompleitv not
found in planrred, excessively rectilinear
architecture. The accidental discoverv of
unintentional and ambigious space is
Ieft tcl a client's imagrnative use: a store
discovered under a staint,av a seat
fashiorred into a r,r.indor.rr

Corpus Christi School
Such imagrnative reuse of spaces is a

deliberately designed feature of an e.1rlv

school project. At the Corpus Christi
School the nature of a child's experience in
leaming and play is reflected in a plan th.-rt

itself suggests a plavful inquinr
The site along a gentle hill is 2;raded into

a series of related plateaus. The upper
contours, serviceable from the rulad,locate
the formal functions of living and dining in
a rectangular courtvard building. On lon,er
ground, the rooms twist, tum and

O;r;rtr5i1g pagt tutd lteltttt,: tlrc LortolaWonrcrts ltostc/ is ri

ltird-likc l,uiltlirtg iulich reflt:cts all of tlrc itlens of tlrc
trcltitt'ct i ll rr sirrr/c ct'trttTtlcx.

friangulate into varving positions and sizes,
offering choices of formal classrooms as

n,ell as intimate study dens, larger halls
and smaller nooks. The plavfulness of the
u,alls, how,eveq, reveals a delicatelv worked
flexibility. Rooms function as independent
classrooms, but, when necessary their
radiating walls also serve to shift the focus
to the gallery outside, and together the
teaching complex becomes a single
multipurpose hall. Where rooms do not
have the formal labels of classroom,
assembly hall or office, the student feels
less intimidated and is left free to roam, tcr

meet others like himself and discover
places suitable for learning and play.

Practising within strict constraints of
function and economy, the peculiar
plashcitv that Baker achieves in the
interiors is indeed commendable. An
unplastered room of brick is lit by the dark
stained louvers of a traditional window
another rvindow is recessed into an alcove,
a tinv room in its own right. Such spaces
allow the ordinary to become exceptional
and in so doing, extend the mind to a
multitude of varving associations,

The need for contact with the outside,
and w,ith the organic profiles of the site
makes it important for Baker to introduce
architectural elements that express this
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Tlrc Nararlarnrt Htwse, built irt tlrc early 7970s, u,as

cettred orowt(.l a ntattgo-shapetl ctturttlard. lt ingeniousltl
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duality of inside and out, of man-made and
natural. The screen wall is made by brick,
but also by an absence of brick; the
courtyard is delineated enclosure, but it is
also open to sky. In the Vaidyanathan
House the circular screen conceals the
private residence from the outside as well
as establishes a tink with it. In the
Aniruddhim House, an undistinguished
cube, the resident's orientation is inwards
to a more utilitarian courtyard in the centre.
Such spatial and building elements are
used to suggest sequences of habitation in
varying plans.

The design of spaces for an intimate,
personal and familiar occupation are the
characteristics that mark all of Laurie
Baker's domestic architecture. The
accounting for every detail of living and
inhabiting makes the process of building
for an anonymous mass of people
extremely difficult for him. This howeve4
does not keep him from tryrng. In a recent
project for a fishing village gutted by fire,
Baker was asked by the State Government
to prepare plans for its rehabilitation.
The project took him into the field for an
extensive survey of each family's
requirenrent; and after a uniform shell was
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erected for each, specific individual needs
were accorrunodated in custom insertions,
not unlike the effort lavished on his private
middle-class clients.

Bureaucrats funding and supervising
such projects are always surprised at the
genuine personal involvement which they
often consider unnecessary for vast
housing schemes. The difference between
their way of thinking and the Baker
approach is invariably where one tries to
establish similarities in design and the
other tries to discover distinctions between
individual families. Such an approach is
perhaps related to Baker's desire to create
places of rootedness, a perrnanence lacking
in the anonymous and transient structures
provided by the Government.

An appreciation of an architect's
contribution to society must be seen in the
light of the public's perception of the
architect as a socially responsible
professional. Though Baker has a
formidable body of buildings to his credit,
his work is clearly out of the contemporary
Indian or international mainstream.
A large-scale acknowledgement of Baker's
work can only come from the govemment
which controls a majority of the biggest
projects in the country. Working within
wasteful time frames and budgets and with
a set of antiquated norms, the govemment
has been unable to provide adequate
housing for the millions. Its unimaginative
and elephantine bureaucracy has yet to
accept Baker's ideology. Recent work in his
home state incorporates none of the
principles that he has sought to express in
his own buildings. This is to be expected,
for Baker's iconoclastic system of practice if
put to widespread use would threaten the
very system that recognizes it.

Because Baker falls outside of the
professional mainstream, it is perhaps
unfair to assess his work in an intemational
or a national context. Yet, the message of
his professional life is all there in his
buildings. His intellectual contribution has
been most effectively articulated in an
architecture of structural honesty and
authenticity. Rejecting alien values,
unnecessary and wasteful building
practices, and the self-seeking ethics of the
architecfural profession, Baker promoted
his own kind of architecture, and his own

Laurie Bakerb architecture reflects his otun brand of
Quaker hunnnisnr: his buildings are designed t'or an
intinrate ttccupation by their users whether they are
priaate middle-class clients or aillagers being rehoused.

morally satisfying way of practising it.
His singular ambition of a better building at
half the cost made him eliminate useless

members of the conventional architecfural
team just the way he eliminated
unnecessary material from a building.

Baker's most impressive contribution
has doubtlessly been his ability to draw the
attention of architects, bureaucrats and
politicians to the growing problems of the
poor. Over the course of a thousand-odd
buildings he has clearly demonstrated his
concem with a confident consistency.
The source for all his professional work has
always remained his own particular brand
of Quaker humanism, which, more than
any single building, is indeed his most
significant legacy to architechrre.
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The scale and magnitude

f ascinated architects and
book u,hich indicate their

of early troentieth-century airship hangars haae long

engineers. Peter Dormer looks at an exhibition and

importance to contemporary buildittg designers.

The great airships of the 1920s and 1930s
and the sheds that housed them are among
the most beguiling of twentieth-century
constructions. So much bulk was created to
carry such small collections of people. So

much money, time and technological effort
was put to work for idealism, for the sheer

excitement of discovery and for national
pride and propaganda. The later
twentieth-cenfury parallel is, of course, the
American technological triumph which led
to men reaching the moon.

There is a minor masterpiece of a book,
published by the Architectural Association
called Housirtg the Airship (London, A A,
f 30), edited by Christopher Dean, this
book insists that we look at the architecture
that was spawned by the airship - the huge
construction and mooring sheds - and
recognize them for their sublimity as well
as their technical prowess.

Sublimity is a big word. Normally we
reserve it for cathedrals and other buildings
or situations in which there is an obvious
religious dimension. And certainly what
these great airship sheds possess is the
glorious, confined, soaring space of the
North-European cathedral nave. But as a

materialist and an aetheistlnaturally argoe
that all sublimity in architecture or art is the
natural consequence of our biological and
psvchological reactions to scale, to light,
and to the recipes of enclosing space. Such
reactions may be called "religious" but it is
not, despite the prejudices of Christians,
the hand of God we see at work, but the
hand and mind of man (and man made
God in his own image).

But there is also a littleness, a domestic
side to the airship enterprise which is

worth noting. Ships like the R100, the Graf
Zeppelin, and the Hindenberg were
potentially extraordinarily dangerous. And
being carried before the wind on several
million cubic feet of combustible gas could
be an upsetting experience for passengers.

Passengers therefore had to be distracted.
\Mhen the Hindenberg entered service on
the North Atlantic crossing, carrying 50
passengers, it also took to new heights the
concept of domestic service. The on-board
kitchen provided a full range of hot meals,

fresh baked bread and the meals were
served on porcelain plates. There was also

a daily newspaper printed on the airship.
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p 5i 7 t' l,rI,qcr Kir rss r l rr rf /l (Roclrcst e r) A d n i rtt I t t1

Airsltiyt Stntiotr, 7975, sltott,irtq.sllcris rtos. 1 ttrtd 2
urldc r t' tttlstruc t iltt.

Etr gt t t t' Frcyss ir rc t fl I 7 9 - 19 6 2) : O rl t1 t t: rtt Ll ro n n, @ a r is).

Tltt' Ttair of fonnus airsltilt lrarrgars, 1921-23, tlra sltoitrr
ltt'lttiL,, tlu' nt'ilrt,st it,itlr lts /riglr r/rxrr-s. Cross--sccfiols,
nglll, sltotrr g/n:i lg be tiutert corruqatetl cttrcrt,te rihs tttrd
lcrtsion ctrblt:s raLlintirry fronr tlu rairrforccd cortcrtte
supports.

In other words there were as many
reassuring domestic feahrres as possible to
emphasise the tnrmalitV of travel and
distract the mind from fears,

The need to reduce weight and the
constant fire risk did generate idiosvncratic
details: the smoking room on the
Hindenberg is an example. This room
featured a single electric lightea self-sealing
ashtrays and only the steward was
permitted to handle a match. (See f/le
lourual of Decctratirte and Propagartda Arts
No. 15 - Zeppelirt Decot J. Gordon Vaeth.)

The Hindenberg, howeve4 unlike the
Craf Zeppelin or the R100 used a modern,
Bauhaus-style decor in its furnishings and
decoration. The Hindenberg was a

propaganda w,eapon: it had to proclaim its
technological "up-to-dateness" in all its
particulars. Hitle4 howevel, was no fan of
airships but Goebbels saw the value of this
great phallus penetrating the New World's
consciousness time and time again.

But nationalistic motives do not trivialise
the excitement of the technologrcal and
aesthetic achievement. Martin Pawley, one
of the contributors to Christopher Dean's
book, savs that "lt is not too much to say
that the engineering achievement of the
enorrnous airship sheds paved the way for
the primacy of the structural engineer in
the constellation of construction
professionals that rules the built
environment today."

What does he mean? Well for one thing
Pawley is reminding architects that they
depend on engineers. I think that architects
implicitlv admit this even in the decoration
of their work: the decorative detailing of
the Seagram building is the "l" beam, it is
an engineering metaphor. The greatest
architectural conceits of the 1980s - the
Lloyds Building in London and Foster's

Hongkong and Shanghai Bank - are full of
a variety of engineering metaphors.

Christopher Dean makes the

:r""*:?-'

engineering/architecture connection in a
more scholarly way. This is his description
and commentary upon a large airship
hangar built in 1919 at Montebourg, near
Cherbourg in France and used now by the
French Navy: "The rectangular-section ribs
are tied by a series of equally spaced
horizontal runners carrving a modular
svstem of fibrocement cladding panels
simrlar in scale to the panel system used by
Foster Associates at the Sainsbury Centre at
the University of East Anglia (7975-7978)".

The first airship was built in a floating
hangar but soon land-based sheds became
normal. Howeveq, fixed buildings could
cause difficulties if, when manouevering
the airship in and out, the building was
facing the wrong way into the wind. Thus,
before the first world war, a number of
sheds were designed to rotate on huge
turntables. Then, a little later, around
7977-72, the inclusion of airships in
military operations generated a demand for
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sheds that w'ere easill'erected,
disassembled and reassembled elsewhere.

The pace of development of airship
architecture rvas obviouslv forced bv the
development of the airships themselves.

John Provan savs that from the first airship
bv Count Zeppelin flown in 1900 to the last

of the prelvar generation, the LZ-130
rt,hich flew in 7938, the capacitv increased

frcrm 727,920 cubic metres of hvdrogen to
2,794,560 cubic metres of hydrogen.

Manfred Bauer, for example, lists some

of the details of the brief to build the first
steel shed for the Zeppelin Companv in
7909. Temperature control, ventilation and
access rvere three of the problems. Bauer

says that to prevent the internal
temperature from fluctuating excessivelr',

the roof covering and walls were
constructed from materials with low heat
conductivitv. The gable ends, n,hich alscr

functioned as doors and therefore had to
be lightweight, were steel framed and clad
with galvanized metal sheet lined with
cork with an insulating air layer betr.t,een

the two surfaces.
Doors were a problem. According to

Christopher Dean, the design of large,

moveable doors was seldom satisfactorily
resolved although some countries
managed better than others. In 1917 the

airship hangar doors at Cardington,
England, were 36 metres high, ran on
flanged wheel bogies on rails, and were
operated bv four man-operated capstans.
Thus it took 30 minutes to open the doors.
In Germany thev had alreadv developed
electrically operated doors such that a

similarly-sized entrance could open or shut
in ten minutes. In the 7920s the Germans
developed the design of curved sliding
doors which in furn led to "clamshell

doors" in which the whole curved front of
the building would be swept open on rails.
The biggest example being the 55-metre
doors of the Akron airdock in7929.

Housirtg the Airship contains manv notes

and photogaphs which show how the
demand for big sheds encouraged the
technology of prestressed concrete and
metal fabrication. But one might end with a

note on the. design of the airships
themselves. Bames Wallis, designer of the
R100 Airship, said that the R100's purity of
line could not have been accomplished bv
a single gaphic artist - not even one with
the skill of a Michelangelo. The airship was
a creation of technology and mathematics,
notablv the equation:

x: y:,2:-1
--Ti--r--;:ra- b- c-

Wallis says "When suitable values are
assigned to the constants a, b and c, this
produces a closed surface known as an
ellipsoid, and by, its means the position of
every point on the surface of the airships
can be calculated to any desired degree of
accuracy."

lnteresting too is the fact that whilst we
can claim the airship shed for architecture,
we can, savs Wallis, claim the airship itself
as an example of product design because
the hull structure of the R100 (over 200
metres long) was built from only eleven
different parts. Over half a million of the
smallest part, a bracing piece, were used,
and the1, could be ordered bv the 100,000.
(See "Bames Wallis: Artist or Engineer?"
Rotlal Designers m Desigtl, Design Council
1e86).

Thanks to Christopher Dean we can
begin to reclaim an important but largely
ignored part of twentieth-century
industrial culture and take it into account
in the historv of the development of
architectural engineering and design.
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Mnxirrr Baryslnikoi,,
ngc 16.

Fragntt'rtt rrf flic lrooA.

'Wt",1988.
Crrrrsc i1,syl, fli5 iplirrt, :

"Litaratw't"'.
C n rd lt tta r d, d i st t n rlt t, t,

lnLliatt itrk.
Accent of .rtter-rtion on
tht, form of the. text.
Colow'-drlnnrnic and
c t' t t t r i lt t' t n I t t t 0711' t ttt' t t t.

Cil t t r0 s t lt t' trt, t' t' t t

stlf-suliicu'ttt
gt' o ntt' t ri c i snt rt r r Ll

cttttct:tttric strut'turt of the
c o tr t lt tt s i t i or t f it'1,1.

V \adislat, Kiryicheu b Experinrctt al Cltildrenb
Architecture Studict (EDAS) has beert

fwtctiorting irt MoscolLt sitrce 1977 as otrc of
the nrost excititlg experinrctlts irt cltild
educatiort ntd ittitiatiort itrto the utorld 0f art
atd arcltitecture.

ht,o days a week, at'ter scltool ltours, nbout
tett to turertt!/ cltildren aged from six to sixteen
gather frotn different parts of Moscont irt
No 50 PerttaVa Brestskarla Str to cotruert their
irn agin an1 u) lrlds into re al archit e c t ural
nrcdels, desigrts, t)isimary and fatttasy

v\tv

s$\

difficult to belieae that they are prlduced bt1

childrertb ruinds and hands. As can be seen

from the Scltool-Studio curriculum rtitae, it
already attracts the attention of distittguished
arts and architecture centres, muset4n$ and
galleries,

V la d i slau Kirp i ch e tt b Double Manifesto
rer)erls the hidden nrcthodologl of EDAS as

u)ell as his personal aieuts ott the creatil)e
process itt art and architecture.

E DA S ffi:';;il'RE 
scHooL'sruD.o

uF

"trr*

contpositions.

Front tlrc feitt publicatiorts orr the subject, it
rtrtttrltl be difficult to discouer afiV consistetft
nrctlrodoltlgt1 irt tlte teachirtg process detteloped

hy Vladislart Kirpicheu, founder and director of
the School-Studio. But there sinrphlmust be

sonrc psllchological nrcchanistn uthich tunts
these EDAS eL)enings into n Magical Mystery
Tour through the subcottscilus tL)lrld 0f
childrenb artistic potential. Because the

results of their rLtlrk are s0 intriguing in their
contpositiotnl qtrd sttllistic ttottelttl, it is
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I

ARCHITECTONICS

of a Free Order

traditions

Same
empiricism
elitism
style
analysis
beauty
conglomeration
cult
opposition
unregulatedness
emptiness

of a Personal School

and transformations
and reality
and intuition
and democracy
and ideals
and selection
and spontaneity
and heterogeneity
and destruction
and synthesis
and interlacement
and saturation

dialogue
influence
adaptation
conformism
jointing
interflow
rejection
multidimension
graphic
remoteness
submission

Same

and discussion
and accommodation
and imitation
and copying
and intensification
and isolation
and degeneration
and heterogeneity
and likeness
and indistinctiveness
and enrichment
and activity

Author/s conception of form
as mouthpiece of unevident Nature

Restoration of image on the level of
primary elements.

Tiadition as codified ideal of formal
decision.

Mastering of reality as clarification of its
rhythmic structure.

Stylistic maximalism.
Architectonic "hindrance" as conscious

denial of "pure" correlations in
combinatorics and geometry.

Geometric realism as material, and
spontaneous form-artistic combinatorics
as order.

Latent functional scenario as a

subjective choice of an individual
philosophical version of space.

Content of formative processes as a

perrnanent transformation and
interpretation of formal elements.

Absolute form as invisible object
appearing after conversion of the irrational
into a typified element of composition.

Submission of stvle formulae of the past

and foreguessing as an overtaking of
language, and the spirit of contemp-
oraneity, as a perrnanent preparedness
for the future,

Creation as deformative architectonic
transition from parameters of Absolute
form to the polysemantics of the symbol
and the maximum being of illusory form.

Semblance of independent life,
coedstence of spaces and forms, objects,

66

Rules for the transformation of the
original version of composition, and for the study of its

inner structural potential and regularities.

Spirit of game and rules as an
extrapersonal character of workmanship.

Technological programmes not needing
precision of execution. Recognition of the
structural principle and its realisation as a

propaedeutical mechanism.
Destruction of the existing system of

visual terms as the most inert psychological
system.

Composition, rhythm, fragmentation of
the whole as lessons in the visualisation of
one's presentations about decorative
essence of Form.

A programme, containing a collection
of formative elements and their
transformations formulated as the
creative task.

Pedagogic postulates as an obstacle for
the disappearance of aesthetic values of the
profession and the practical elements of
craftsmanship. Creation of Form as a

phenomenon in which processes of time
play a principle role - Chronological order.

Coexistence and mufual
complementation of heterogenous
methodological principles as a condition
for the viability of the school and a premise
for movement in any direction.

Model of dialogue: "Shadow on moving
surface" as a re-translation of new fact into
the inner language and absorption of its
energy by the creative potential of the mind. __l
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Monrcrts of iLtork on

" Arlt i t rary irtst allat ion ",

d isc iTtl itrc : " Mo d ell ing".

OTtTtttsite ytage:

Maxinr Baryslmikot',
age 16.

Citt1 Fragnwrts, 1988.

Awrse iuork, studio
pr(1{rantnrc
"Fattt ttstic
Arclitecture".
Cnrdbttard, ltairtt.
A con'u,ersation about
colour and the principle
of conneclion betrveen
autonrlmous elements.

functions and movements bereft of any
intemal logical connection: a spatial collage.

New architecfural landscapes as a chain
of visual pictures, subordinate to criteria of
individual choice, enabling one to feel as

an active element of time and the
environment.

Russian architectonic line - an artisanal
embodiment of spatial interactions of
geomefric bodies in accordance with the
laws of combinatorics: formal
combinations become a new world of the
existence of the Absolute form,

Beginning of work on a project is a

problem of choice of a single starting
metaform: the geometric primary element
which will lie at the base of the
transf orma tive constru ction.

The process of choosing opens the
whole chain of transformations to the end.
Rational methods of complication of the
starting metaform can be mixed with the
irrational - a "hindrance" due to which the
texture of artistic language becomes
irreversibly entangled, and the chain of
transformative construction is ruptured.

Of transformative construction as a

development of metaform from its ideal
state to concrete fragmented
manifestations, or to a realisation through
more elementary visual notions: the
horizontal, the vertical, the diagonal, the
contour etc. There is an aesthetic algorithm
of chain formation: the ideal must be

shown through the deviations. Movement
from the original metaform, existing in the
mind, to deviation from that ideal makes it
more significant. The nucleus of the artistic
effect becomes the indirect sense of the
rational element of the starting metaform,
evoked by the complicated game of formal
combinations: the impression is built on
the provocation of the feeling of the ideal.

68

Principle of gradual structural complication
of technological programmes and transition

of formal elements of artistic language

Cultivated orientation toward
omnivorousness as a principle of
enrichment in different worlds, in
combination with strict taste selection -
electric cultural programme.

Original constructive collection of
methods and a new alphabet of sterile
geometric primary elements - instrument
and intermediate result of the analytical
renovation of the language of Absolute
Form.

Each transformation programmes for
itself a new space: when this method flows
into reality, untraditional architectural
phenomena appear.

Successions of transformational chains
are not evident and are not
inter-correlative: they exist in parallel, and
their intersections are unpredictable but
considerable, for as a result a "hind-rance"

appears which irreversibly synthesises
chains.

Each metasign is a stable object and
carrier of the structural idea. The collection
of metasigns is constantly swelling, but in
each period of time it is finite and reflects
the character of the dominant style.
Depending on the degree of universality
contained in the metasign it can possess a

different invariance with regard to styles.

The multi-stage dynamic method of the
propaedeutical course fixes some phases of
composition formation as an independent
creative result. Here the structure of
leaming provides maximum unfolding of
the author's conception of form creation.
The system of metasigns, being the
thematic basis of all study work acts as a

mediator in the process of mastering the
universal formal alphabet and the
elements of the professional vocabulary.
Consequently, the pedagogical conception
of the personal school integrates the
author's conception of form creation with
the universally valid architectural
categories into a single polysemantic factor
in the dynamics of the professional mind -
a new type of transformative compositions.
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Multi-stage dynamic method
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Alrrrit''
Pttt cl Ptrtot,, rttt, 74.

M a r i m Il o nt sl u r i k tt i,,

agt' 75.

Cvrlrrrlslics, 198b.

Strrr/irr p ro vo nt ntL, " Min ".

Ptl.t1'Y.

A cortvers.ltion about
movenrent and its
qu.r lit.rti ve stclgcs.
Ertr'/t slrttt'r),|,(',ls r?s t? st'/.f-

suifit'u'rtt ionn.

Vlndisltttt Tululttttt, ttge 74

V' r t i c t I - Ho r i z ttt r t Lt I

SA.vscrripcr 1988.

Grrrr.sc a,rrrk. -strl ri itr

Pr(t8r0nDnt'
" L i r r t tt st i t- Ar c I i t t' c t ur t"'.

Ctrdboartl, paint.
Analvtical task for
exposrng common
fe.rtures and
differences betlveen
tn,o contrasting
structures.

Arttttt Mirtt'rtA.ot1 rigc 16.

Htrrr.sr-f4 1117, tt t,'1 9 8 8.

Anrrst a,ork, sirr/irr

ltrlgrlnnn( "House".

Ctr ltu r t' d c t r d b tw r d, it, tto d,

7t tt1t it'y-x1fi; l7r;.

A con"'e'rs.rlion about the
carlvon, its spr.rti.rl

characteristics and
specific fe.rtures of the
plastic texturr..

Arttorr Mirrt'ttkot, ttgc 76.

Houst-Citrt, 7988.

Crrrrst' ipork, studio
prograntiltt.
" F tt rt t tt st i c Arc I ti t r: c t ur c ".

Cordboilrd, pttittt.
Possibilitv oi a iree
choice of the theme and
the form of its revelation.

C c t r r r tt d ir1 Cl t u n t i c I t t' t,
agc 15.

C lt o st Titit, r: r, 19 I 9.

Ctturse a,trrk slrrri io

Pr08r0nililc
" L ott t ttst ic Arc I i t t' c t ur t"'.
C tt r tlb oa r d, lt tt i t t t.

A conversation on a

skvscraper. T.rsk: M.rking
form out of nothing.
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Ltit:
Srlsltrt Klrs, agr' 8.

SA-rlscrtltcr; I989.
Crrrrst' iuork, disciplint:
"Modtllirtt".
,\4rt lcltt'-s.

Sta ge-br' -st.tge stntctttre
formatiorr in tl-re process
of n,ork fulfillment.
Studtt orr tltt prirtt-iylt's
()f .sVSl('ilr d L'i,t'lo P n tt' t t t.

Corttrust Irt'lit'ccti
sttltilitv turd
i'rl,t'r'ss ii t'l i r'ss.

,'{ lr1r1,1''

Alltlrl BrrAtri,rl, rltt' 14.

Skvscrapt'r, 1989.

P rt' p n rn t i or t Cturst' it,orl.
Disc4t/incr " Mo dt'l I int".
Coltnu't'd ltnltt'r.
Influelrcc ili the concrete
;rrr.rlogue ;rncl its
irr te rlrret.r tiotr .

Be/trit':

Ronratr Flicr, age 14.

Htntst oi surf tt.r's, 1988.

E d u c rt t ittn ttl tnsk, st l ri itr

It rogr0n t nt( "Fnttt astic

Arcltit t ct urt"',
Pttpt'r, ltrLlinrt ittk, ltgt1.
Explan.rtion of the laver
prrirrciple.'lio r t sio r rt r a t i or r

tt f t l m' t' - Ll i n rcn sio, r rT i

nrt'ltit tcttutic
crrrislrtrcliotl ittt t't tttt

11171,gs! pltlact.
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Alrtrt,t'-

Grrsllrt Lt':ltti,tt, rrgt 9.

f)ragorr, 1988.

Crrttrsc ?{,0rk, sf ildio

P ro gra n t n k"' L s t r t tt s t i c

Archit t'cturt"'.
CardboLtrd, ltttirrt.
Task: Imagerr,l A
conversation about
slraclorvs C c ttnrc t ri c d
stylizatiorr of ionnnl
it'ttturrs of tlrc ntt'tasigrt
i t t d i t s t rattsf o rnt tt t ittt t

irrttt rtrt urtrcal oirlccl.

Rlglrt:
Ktttltt Mutttrr's, rr{r' 7.

Fish, 1980.

Edu c a t ion al trrsk, strrr/itr
p ro Sr0 n t n k"' Ec o lo gt ".

A cttnvers.ttion about
n;rfur.rl textures.

CURRICULUM VITAE
EDAS ARCHITECTURAL SCHOOL-STUDIO
MOSCOW

1977 - founcled irr lv'krscorv (and until 1979 knor,r,n as
" First Studio") as an indeFrerrrlent creativc .rssclciaticln;
include's an r'xperimental school .tnd a fre,r, lvorkshop.
The p'rrogramme is b.rsed on a combination of
non-traditional forms of studv rvith tradihonal
1978 - First Sluclio rt'named bv its pupils to EDAS -
Lixperiment;ll Children s Architectural Sludio - for its
first presentirtion at the CenLral House. of Architeclure,
Moscorv
1980 - creation of the first series of educational
pr()S.lmmes for children aged 4-5. First tnp abroad to
the exhibition at the 14th UIA Congress in Warsarv
l98l - first creative report at the Central House of
Architecture in I\'loscorv
1982 - EDAS attains official statlrs. First presentation
.rbrtxrd (Britain)
1983 - completion of the rvork on trarrslating a

number oi technolopcal disciplines into an idiom
sr,ritable for voung children
198-1 - first ma jor exhibition abroad (Hungarr,) of 207
n'orks
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1985 - first extended circuit of the USSR vvith lectures
about the rvork of EDAS
1986 - "Parents' M;rnual" completed. Beginning of
"Alphabet" programme
1987 - first mobik, exhibition in the USA (Los
Angeles, San Fransisco, Belerrheim, San Diego) arrd
first permanent exhibition irr the USA (lVashington
;rnd Sant.r Kruz)
1988 - organisation of intematiorral childrens' designs
seminars
1989 - first presentation of the Studio in France, l\,'est
Cermant; the Netherlancls. First presentalittn of the
rvork of the n orkshop in the USA
1990 - principled rejection of rradirional models of
professional educirtion. The prrogramme is based on
transformative interaction betn,een archetvpes of
culture, metasigns of the creative mind arrd real fomrs
of objects designed.

CURRTCULUM VTTAE
OF VLADISLAV KIRPICHEV

1948 - bom in Chelvabinsk, USSR
1968-70 - studies classical dancing at the N{oscow
Choreographic School under N.B. Cherkasskava

Abott::
Dinitriv Bttkttti,, rtgr, 15.

Wall,1988.
Courst iL,ork, stuLlio

ProSrantnt(
" F atr t ast i c Arr: I t i t t' c t urt"'.
Ca r dlt oo r tl, lt tt i tr t.

A conversaticln about
illusion and realitlr
Working out of prirtci1tles
of tle st ruc t itnt, m ottt ntc t tt,
ttariations.

7972 * First prize at the UNESCO competition at the
Second UIA Conpgess. Entrv: "Centre of Creative
Activity"
1975 - graduates Moscorv Architectural Inshtute
1977 - Founds EDAS Shrdio in Moscon,
1975-75 - architect-designer at the Mosprcject-l
lnstitute
1977 -79 - design and construchon of the
I leadcluarters of the Mosccrw,River Shipping
1977 - compc.tition enh1,; monument "ln Memon,of
the Heroes of the Intemational Communist and
lltrrking-Class Movement", Moscou,r
1980-83 - teacher at Moscow.Architectural Inshtute
1982 - competition entrv "Doll's House" for
"Architc,cturarl Design" (Britain). Runner up pnze.
1983 - competition entry "Tete-Defence" (together
rvith A. Cheltkort D Barkhin and others)
1985 - rvorks as designer for Irrational Theatre
"House of Arto-1, ll"
1987 - script and mounting of the film "The Child's
Soul", based on a novel bv Herman Hessc
1988 - designs memorial complex "Vichms of Stalinist
Repressions"
1989 - Chnstmas cake "N'loscorv Architectone 1990";
relief-collage for the firm Steelcase Design Partnership
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THE
END
OFSS
Six architects from I apan contributed to an exhibition called
Tiansfiguration staged in Brussels in 7989, We show here
pictures of the exhihition and we print the introduction to
the catnllglte written by Professor Riichi Miyake.
The architects are: Toy o lto; Kei' ichi lrie; Shin Takamatsu;
Hiromi Fujii;Yutaka Ssito; and Kasuyo Sejima.
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Tit1r leit: Lascaux lry Kei'ichi lrie.
Lcit: Egg,of Winds bV Tit7o lto.

Since the publication of the book
lntentstional 1tyle, a joint work by Henry -
Russel Hitchcock and Philip fohnson, half
a century has gone bv. This book caused a

storm unusual for the time, and by grving
historical meaning to the modemist trend -
then in full expansion - it helped to spur
on many a young architect.

It is also known that this book gave rise
to a New York exhibition of the same
name. Architects of new trends exhibited
their works there, and the exhibitron sent
shock waves throughout the world.
It was particularly through this exhibition
that Mies van der Rohe and Gropius were
discovered. A new architecture was
revealed, pure and stripped of eclecticism

and decoration, characteristic of the turn of
the cenfury. These new theses on
geometrical and on the functional
systematization of space, opened the
town-dwellers'eyes, used as they were to a
traditional urban order. This shows how
much impact one exhibition can have.
People could, through the manifestos of
artists taking part or the impact of the
works, realize what changes were taking
place and were able to set their activities to
the rhythm of a verified future.

What is noteworthv about'Intemational
Stvle'is that it substituted a new style
called'modemism' for the classicism and
the regionalisms it sought to overcome,
which became a universal stvle. This new

style took little time to make its mark on
cities the world ovet and even in certain
cases to fundamentally change the aspect
of an entire city. Obse*i.g the architecture
of Mies van der Rohe, for example, it is
easy to detect the precise style composed of
the skilful assembling of metal and glass.
Likewise, people could recognize the pure
forms based on the geometry of Bauhaus.

Towards the middle of the twentieth
century this architecfure was recognized as

an official architecture throughout the
whole world and it altered the way people
saw things. That is why modern cities at
first look haphazard and yet on a
modemistic plane have a certain unifying
logrc, displaying its formal characteristics.

--/J





That goes to show how used we are to the
townscape around us. Then came a

moment when modernism came in for
criticism, and post-modernism saw the
light of day. But many critics have gone no
further than seeing in this new movement
another style, and they have not tried to
go beyond the substantial contents of
modernism. The outcome is that the debate
never ended, and we have seen the partial
demise of modemism. Search for style as
an attitude, justified in architecture, goes
against certain modem social phenomena.

Until the last century there was no
doubt that architecture comprised the
conception of a determined style situated at
the core of all creation. European cities
were rebuilt according to classicism. In
Japan's case, it was a method of building in
stylized timber that decided what cities
looked like. Nowadays, architectural styles
have become cliches or social standards
like any other. They have acquired an
inevitable position. Even the forms of
modem architecfure are based on the same
essential ideas as those which are at the
base of classicism. But by getting rid of
ornament and prescribing functionalism,
modernism worked out a moral, i.e. a
purist style. But now at the end of the
twentieth cenfury what we see around us
has undergone many changes and our

arrangement of space has profoundly
altered. The order of space and things
determined by style has lost its raison
d'6tre, and we are forced to construct
spaces in a situation of segmentation and
scatteredness.

Henceforth, the inherent relationships
in architecture have become important
factors, and cases where this kind of
rapport of theories is taking off are not rare
in the processes determining architecture.
For both Alberti and Schinkel, a relational
concept held up form, To re-question the
basis of this situation, we must first strip
architecture of any shackles of style and
reconsider the problem from the roots up.

The computer has now put itself at the
forefront of creation and materials have
been completely overhauled. That is why
architecfure as we know it can no longer be
enough. We must get rid of the notion of
styles and go back to the essence of things.
The potential of new architecture lies in
working out a new rapport between space
and space, man and space, things and
space. Architecture must acquire an
existence coming from change.
Architecture which witnesses the process
of that change will be the architecture of
the future, and is coming about before our
very eves.

About': Nave of Signs b1l Hironi Fuii
OytTtosite pogt,, tttlt:Templum Obscurum lty Slrirr
Tnknnmtsu; blttoilt /eft; Momow are by Yutaka
Ssittt; bottttrtr rigltt: Architectunum b-y Kasuvtt Se jima.
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Sylaia Katz and leremy lvlyerson cast fresh light on the career of Florence Knoll,
whose achieaements in bringing the Bauhaus to corporate America and scientific
disciplines to interior planninghold strong today - despite her retirement
25 years ago.
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Ilnns and Florence K.ltoll . . ." an unstoppable combination
of entrepreneurial genius and
design intelligence"
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The story of modern twentieth-century
architecture and design has been
dominated by men - glorying the machine
has been a tediously machismo activity.
Yet, remarkably, it was a woman who
brought the ideals of the Bauhaus to the
corporate interiors of the world's most
powerful economy.

American designer Florence Knoll had
a relatively short career and retired fully
25 years ago, a premature departure at the
peak of her creative powers. Yet in the
years between her first work as an architect
:u:.7941and her retirement in 1965, she
engineered a profound change in the way
the offices of American big business should
look and function.

As a co-founder of the Knoll fumiture
company in7946 with her husband Hans
Knoll, Florence Knoll emerged as a patron
of some of the world's most outstanding
designers and sculptors as she developed
an interior style and methodology to
complement the new modem architecfure
emerging after 1945.

She recognised the inherent conflict
between modern buildings and the interior
design profession which was, as she put it,
"imprisoned in the formula and entrenched
in the custom of period or antique
fumifure". She saw her role to provide
unity between the interior spaces and the
fumishings. Her eye and her discipline as

head of the Knoll Planning Unit, especially
in years after her husband's tragic death in
Cuba in 1955, brought her widespread
acclaim as a doyenne of design.

Today she enjoys a quiet retirement,
dividing her time between homes in
Florida and Vermont. But her career
deserves fresh consideration and
evaluation on an intemational level as an
example to interior designers who may be
tiri.g of the restless styling of recent years.
It is a quarter of a century since she was on
the scene but her influence is still clearly
visible. In retrospect she can, for instance,
be seen as a pioneer of space planning.

Florence Knoll was known by everyone
as "Shu", a reference to her maiden name
Florence Schust. She was bom in Michigan
in1977 and trained as an architect under
Eliel Saarinen at Cranbrook Academy of
Art, under Mies van der Rohe at the
Illinois Institute of Technology, and at the

Architectural Association in London.
These were impeccable academic

credentials: Cranbrook in particular was a
major influence, a hothouse of energy and
commitment not unlike the Bauhaus itself.
Florence Schust studied there alongside
Charles Eames, Eero Saarinen and the
sculptor Hu.ry, Bertoia.

She first met Hans Knoll during the
second world war. He was a charismatic
German fumiture salesman who had
arrived in Americarn1937, having gone
first to England where he set up an interior
design firm called Plan Ltd. Iftoll's father
had manufacfured modem furniture in
Cermany and had known Cropius, Breuer
and Mies van der Rohe.
Shu, at this time, was a young architectural
graduate working in the Boston offices of
Gropius and Breuer as well as in New York.
In 1943 she began to take on odd moon-
lighting jobs - interior space planning and
design - for Hans Knoll who was bravely
forging ahead with his own enterprise.
They married at the end of the war and in
1946 formed Knoll Associates, a company
dedicated to introducing the work of
modern furniture designers to coryorate
America.

Their alliance, personal and
professional, was described in one quarter
as an "unstoppable combination of
entrepreneurial genius and design

MR recliner, made ol chrome steel tube with black
leather and rubber straps, designed by Mies aan der
Rohe, 1932: Knoll introduced modernist classics to
American big business
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Mics uart rir'r Roltc'.s 1934 Ttur ntul irtk tlrait,ittg11,o5 for o

rocknrg chqir iuitlt lrcnla,rxrri seat. His Barcdotttt Chair of
1929, it,itlr cltronu'd lTot strc/ lrars and leatlttr slrrr;rs, 17/5p

ioirttd tht Knoll rtytrtoirt

intelligence". So it tumed out. First there
was a significant commission to design
modern offices for the Rockefeller familv at
30 Rockefeller Plaza. This opened doors in
all directions.

Then Hans Knollspotted an immediate
post\\,ar opportunitv to make use of
"blocked funds" - American monev w'hich
could onlv be spent in Europe. The State
Department decided the money should be
spent on housing for staff of the US
Information Service. Knoll w,on the
contract to provide furnishings alongside a

prefabricated house builder. This proved
to be the begnning of Knoll Intemational.
Florence Knolldesigned all the lavouts,
colour schemes, furniture and fabrics.

The links with Eurc)pe - the couple
drove between Paris, Milan and Stuttgart
on the project - were established. Indeed,
although Knoll is essentiallv an American
companv its products are drarvn from
European modemism. Over the vears such
names as Franco Albini of ltalv and Pierre

Jeanneret of France joined Breuer and Mies
van der Rohe on the Knoll cast list of top
international designers and architects
working on royaltl, agreements.

In a sense the Knolls established their
reputation by commissioning the right
talent and that aspect of their work has

become a company tradition:more
recently, Robert Venturi and Richard Meier
have added to the Knoll legacv of
architectural rigour brought to the
discipline of fumiture design.

At the height of his success, Hans Knoll
was killed in a car accident in Havana in
1955. He n as just 41. Doubts were
expressed as to the companv's ability to
survive without its leader but Florence
Knoll stepped into the breach. She made
her mark in two major ways.

First, she brought an entirely new
scientific approach to corporate interior
design as head of the Knoll Planning Unit.
This unit interviewed executives and
secretaries on their work routine and
duties, and went into geat detail on every
square foot of space. Productivity pattems
were analysed, and the flow of equipment
and people within the office surveyed.

With clients, Florence Knoll was both
artisticallv fluent and economrcallv
persuasive. Practices which are now
commonplace in interior design - such as

maintenance manuals, three-dimensional
presentation models, and fumiture layout
plans with fabric swatches attached -
origrnated with her.

Knoll Planning Unit first displayed its
capabilities on a large scale inside a new
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Sirti's futurisni: Ecro Sttnrhrctrb Ptdestnl Clnir for l(,,toll

fttturt's itt tttt qdttrtisctrtnrt for Fortutre ntagazitrc,

1964-67

building for the Connecticut General Life
Insurance Company in Bloomfield. It had
already attracted the attention of leading
architects of the da,v with an arresting
redesign of the CBS offices on Madison
Avenue, Ner.v York.

In Krro// Desigrt, the major work
compiled by Eric Larrabee and Massimo
Vignelli, Vincent Cafiero, the designer who
worked alongside Shu on CBS, remarked:
"lt was a concept, whether we were doing
CBS or Connecticut General. !\rhat we
were doing, above all else, was making
beautiful fumiture. We were taking the
Bauhaus idea of design and development
and making it a profitable operation."

ln the same book, Lewis Butler, an early
recruit to the Knoll Planning Unit, said of

Florence Knoll: "She was a driving force,

exkemelv creative. She could target in on
one thing, whether it be fabric, catalogues
or fumiture de'velopment. She had a

strong, basic design philosophv."
But Shu was more than a planner and a

catalyst. She also designed her own
fumiture: tables, desks, credenzas and
seating for Knoll Planning Unit proiects
n,hich suited specific tasks and which were
not available elservhere in the Knoll
collection. She characteristicallv d.ismissed
her own pieces as "fill-ins", yet her
boat-shaped conference table is a classic

today and other well-composed items
reflect the quality of her architech-rral
training.

"l never really sat down and designed



ln the 7980s, Richartl Meier'.s hand-finished maple
collection f or Knoll ittas inspired ltrl the Vicnnese art
tloutteAu of Httffman and Wagner. Charles Pollock s

executitte chair of 1965, right, has an extrudcd aluminiunt
rint: Flctrertcc Krutll "critiqucd the hell out ttf it and nraLle

tlrr: pntport ions rigltt "

furnifure," she later said. "l designed sofas
because nobody was designing sofas . . .

Eero (Saarinen) and Bertoia did the stars
and I did the fill-in. I did it because I
needed the piece of fumiture for the job
and it wasn't there so I designed it."

Her attention to detail extended from
her own fumiture to other pieces
developed within Knoll. She could be
fastidious to the point of tyranny in pulling
apart prototypes. Bob Longwell, a quality
controller at one Knoll plant, recalls:
"l knew what a stickler she was. She had
the greatest design eye of anyone in the
business . . . Charles Pollock's chair would
never have been the success it is today had
not Shu taken Charles under her wing, and
critiqued the hell out of it and made the
proportions right."

In 1958, three years after the death of
Hans Knoll, Shu remarried. Her new
partner was a Florida banker, Hury Hood
Bassett. Knoll International sales had
continued to rise but she was no longer
comfortable running the business side of
the operahon. A year later she sold the
company to large office furniture
manufacturer Art Metal. In 1960 she
refued from the presidency of Knoll and
became a consultant.

She ended all connectron with the
company she co-founded in 1965, stepping
out of retirement only once in 1968 to
design interiors for Saarinens CBS Towe4
his only New York skyscraper. The two had
talked about the project before his
premature death.

To Shu's credit she managed to pass the
Knoll torch on - to the men and women

she and her husband had imbued with the
spirit of truly modern interiors. Her
innovative showroom design in particular
was sustained by Italian architect Gae
Aulenti, whose first Knoll showroom was
in Boston in1970. Within three years of
Shu's retirement, Knoll had acquired
Gavina in Italy and Massimo Vignelli
(a future Knoll design director)was
masterminding a new graphic programme
for the company.

But in a sense one is left with a slight
tinge of regret about Florence Knoll's career.
She achieved so much of value and
significance wrthin such a short time that
one wonders what more she might have
given to interior design had she remained
on the scene longer.

Floretrce Kruill tahle: she has ptassad tut the Knoll torch ttt
tt n(itt gtneration of architects and designtrs
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Will there be life after Brighton? That has
been the recurring question that has
worried the UIA over the past three years
after the disastrous XVI Congress held in
Brighton lll.l9B7.lt virtually brought the
UIA organisation to its knees financiallyr

Expecting an audience of well over
5,000, Brighton had seen less than 1,000
delegates tum up. Montreal 1990 the host
city for the XVII Congress this year
therefore had to work. Fortunately, it did.

Montreal proved to be an ideal choice.
Some 3,500 delegates attended and the
UIA General Assembly meetings occurred
side by side with the Congress itself. Like a

well-rehearsed quick change act, the
Congress at Montreal performed well at
every level - from the small seminar to the
final laser-driven banquet. In three years'
time, Chicago will find it a very difficult act
to follow. The shame of Brighton is now
behind.

There is already some talk of a
handsome profit from the Montreal event
and clearly a confidence and some hope for
the future. Rod Hackney, whose energetic
period as UIA World President soon ends,
will step down and the organisation will be
in the hands of a new Nigerian President.

rfariety of Events
So much for the framework of the
Congress; what about the content? Here
there was inevitably a tinge of
disappointment. It soon became clear after
registration that a number of the heralded
talks by major-name architects were not
going to take place. Howevel two major
world architects known for their ability to
produce brilliant buildings and to convey
their ideas elegantly, made up for any
absence of European prima donnas.
Professor Philip Cox from Australia and
Fumihiko Maki from Japan ran through a

bewildering number of slides on their
recent work to appreciative audiences.

Most of the Congress sessions however
were concentrated in workshops and
presentations of individual papers, as well
as an ambitious film festival, video
programme and a number of well-placed
exhibitions. Additionally a series of
well-attended aftemoon sessions run by
CICA (the International Committee of
Architectural Critics) were held, of which
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more later.
Outside in the city itself, a number of

related activities took place including a

major retrospective exhibitron of the
Montreal-based, but Roumanian-bom
architect Dan Hanganu Projets et

R€alisatiotts 1980-1990 at the Design Centre
of the University of Quebec at Montreal.
The exhibition provided an insight into the
work of a remarkably consistent and
innovative architectural practitioner who,
although not unknown outside Canada,
deserves to attract much wider
international attention. The exhibition, it
appears, will be available for travelling in
due course.

Other Canadian architects represented
at the Congress included Jacques Rousseau
whose own recently-completed
concrete-faced studio house in Montreal
was also open for inspection, and the
controversial Douglas Cardinal whose
Museum of Civilization at Ottawa was
being talked about both on the platform
and in the nooks and crannies of the
Congress corridors, either in terms of
anxiety or admiration for its amorphous
and ambiguous expressionistic imagery.

The other controversial Canadian
architect often mentioned but
conspicuously absent from the proceedings
was the Boston-based Moshe Safdie of
Habitat fame, whose own Museum of

Civilization in Montreal was r,yrng with
Rose's Cenke Canadien d'Architecture -
a much less successful building- for
delegate and media attention. In Ottawa,
Safdie's new National Gallery faces
Cardinal's museum across the Ottawa
River. One is a flat pancake-like building
sitting on a former vacant site on the
underused Hull French bank, while the
other is a kind of Expressionist crystal
pavilion straight out of Taut, set high on
the Ottawa hillside.

I nternat lona! lrVorkshops
During the conference itself, when the
day-by-day presentation of individual
papers occupied most delegates'time, the
final jury sessions of the Intemational
Architectural Workshop organised by the
City of Montreal and the University of
Montreal, Quebec, also took place.
Students from 30-35 countries joined
together in planning - or in reality, not
planning - the site of a new Local
Courthouse adjacent to City Hall.

A comprehensive volume of
presentational papers was issued on the
Congress workshops and eventually the
whole proceedings will be published in
book form. According to the accounts of
those people who took part in the
workshops, the emphasis on the
technological innovations of recent years
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The UIA hosted its highly successful XVU C-ongress at Montreal this summer.

Its theme u)as "Cttltures andTechnologies". WA Executiae Editor Dennis Sharp,

cl-organiser of this yeals critics' euents, replrts 0n fr hlt and hectic week.
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and the \,\,ay these link to the current world
ecologrcal and geen situation created a

great deal of interest: a charter was issued
at the end demanding govemment action
at many levels.

CIGA Sessions
CICA has plaved an increasinglv
prominent part in UIA events since the
UIA Congress was held in Warsaw in 1981.
It has introduced wide-rangng discussions
on architectural topics through members'
conlribuhons and the partrcipation of
Congress delegates.

This year - billed as a part of the
peripheral programme of the Monkeal
Congess - CICA had three main sessions.
They \^/ere among the best-attended of all
the events.

The first CICA session concentrated on
architectural theory and was led bv CICA's
President Brurro Zevr. His theme was
"Architecture and Light" w,hich he
examined in a carefully-worded and
well-illustrated paper. The inventive,
exponential and experimental use of light
in buildings and the plav of light on forms
were his theme.

Although somewhat predictably he
ended up with comments on Frank Lloyd
Wright's ingeniouslv lit Johnson Wax Co's
buildings at Wisconsin of the 1930s, he
pursued more recent examples as well. He

---------

finished with Frank Gehrys nen,German
furnihrre museum. Perhaps here he had
laid a bait for the audience. If so, it caught
few fishes. Although large in number the
audience appeared reticent to open up a

discussion on a specialised theoretical issue
that was ineffectively developed by
subsequent speakers, particularlv the
Russian critic and historian Glazichev who
had been briefed to follow Zevi but failed
to deliver his catch. Things n ere too
difficult, he said, in the Soviet Union to
think about such superficial issues, and
walked off the platform and presumably
out of the Conference. This was all very
disappointing as the following davs
session seemed to accentuate the special
quality of light that Zevi had been referring
to. It rvas observable in many recent
buildings in the wide range of examples
taken from Canada, France, Germanv
Meico, Britain, Aushalia and the USA.

Gardina! lssues
Some of the most controversial buildings
of the past three years were included: Von
Spreckelson's "Arch" atLa Defense
presented by Pierre Vago, and Jean
Nouvel's Institut du Monde Arabe both
from Paris, Richard Meier's Museum of the
Decorative Arts in Frankfurt and
Eisenman's Museum in Columbus, Ohio,
USA defended by Jorge Glusberg, and

Michael Hopkins' modest Mellor cutlery
factory in Derbvshire, UK.

Signi ficantlv the Canadian contribution
soon got fullv into focus wrth two
uni'v,ersity professors and critics, Jeffrey
Cook and Tievor Boddy - the latter the
ebullient author of a recently published,
controversial biography of Douglas
Cardinal - jumping on the country's latest
architectural bandwagon. They discussed
the organic nature of the Museum of
Civilization which emerged as one of the
most origrnal buildings of recent years in
North America. It caught everyone's
ima5'rnation.

The third CICA session was devoted to a
discussion of important and controversial
publications produced over the last three
vears and w,as effectively organised and
chaired by Louise Noelle de Mereles
(Mexico). The meeting included a
contribution from Dr Catherine Cooke on
Alexander Tzonis'new book on
neo-classicism and, inevitablv in these
circumstances it seemed, a review of Tievor
Boddys Architecture of Douglqs Cardinalby
Jeffrev Cook.

CIGA Awards
During the Congess the CICA
International An,ards for Architectural
Criticism 1990 for books and magazines
were made. This vear's major alt,ard l,r,as

given to Roger Connah for his ambitious
new'book on the Finnish architect Reima
Piehla, Writittg Architectu re, published b,v

the Building Book Co, Helsinki, 1989 and
ciistributed bv MIT Press, Cambridge,
Mass. Editor Robert Powell's book on
Criticisrrt irt Arclitecturc, published by
Concept Media for AKAA,
Singapore/London 1989 rvas also
commended and a special mention was
given tcr Simon Marchan Fiz for Figtmtite
Artt nrrirr at iorrs, Madrid, 19 89 .

The CICA Intemational An ard for a

critical or theoretical article w'as p;iven to
E M Farrellt,for her introduction to and
the editing of the special issue of The

Arclritecttunl RertietLr entitled: "The New
Spirit". The CICA Arvard for the best
introduction to an exhibition catalogue
was given to Mark Wiglev - with one
abstenticrn - for De c onstructiaist
Arcltitecturc, MOMA, Nelv York, 1988.
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DOCUMENTING
THE
MODERN
MWEMENT
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At the tum of the last centurr,, far-reaching
soci.rl .rnd cultural cl'ranges took place.
Dissatisfaction n'ith the existing social
order coincided it ith the need of matrv
.rrtists to look at tl'rings irr a different r,r,av
-fhev tried to shon' the w'rlrld as it actuallv
is rather thafl ns it appears to be. Beautv on
thr. outsicle r\ras rejected; inner meaninS;
\\'(-rs rt,hat thev tvere searching for.

Kandirrskr,called it "inner necessitr"', and
T[rnv Gamier rvrote: "1'Architecture

antique fut une erreur. Seulement la verite
est belle."

ln architecture the inner necessitv w,as

fourrd in the function of spaces. Structures
of columns.rnd beams replaced
loadbearing r,r,alls; transparencv replaced
closcd ele",aticlns. Openness and
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relationship betlveen insidc. arrd outside,
between inner function and outer
appeararlce became the goals of a grclr,ving

group of architects, n,hich finallv
culminated in the modern architecture of
the 1920s and 1930s.

This movement developed
simultaneously irr various courrtries in
liurope, later ir-r Latin America arrd in the
colonies of the. European nations.
Architects like Cinsberg, Vesnin, Mies van
der Rohe, Gropius, Le Corbusier, Fuchs,
Terragni, Riet'n,eld, Duiker Van der Vlugt
and Lubetkin lve're among the leading
exponents of this Modem Movement. The
exchange of ideas among these architects
was so extensive that one could speak of a

trulv intemational movement.

Lttt:'l ltt Zottrrtstrutl
5a r t i t or i r t rrt i r r H i li,t' rsrnn.
7'ltt' \','lltt'rlrtrrr/s. Ct'ri/ntl
Brrilr/int irotn tlrt it,t'sl. 11

1rl11rf lrga7,lrlr tnktrr bV the
ut'lritt'ct lttt Duiktr in
1918. ,'1 (r'r7 lr11l/,/11," 1,,

I)rr lt'/r,\'lrrrit' n r,Voi,t r r tt t t t

/ri-s/()r'll l,ltlc/l ili// l,t'
tttturtd irt tht
1 )oLir,\'ltrMtr Sr/ n t lt o s i u r t t.

11 l,rri,t'- Zott tt t st rr n I

Sntitoritrtrt sltrrli rit i ls
pIrtt s i t' tI L. ot t d i t i ot t t t ) Ll Lttt.

Btloir ltlt: MLtitt ottrnrtt-t'
of Duike r's Grrtri/rrrrl
T Ir ttt rt, I I ilirrsrnrr.
ri r'sitrit'r/ irt 193l iuhiclr
I t b r t' t' t' r t t I U h('r', r r.r's lo,1r./

f nr lt'ft: R(n)f ()F G()(ri/ri/rr/
'l 

lttLttt't' irr Hili,t'rsturt: ,t

lrrllr'() I,()sl - ttl 0 tl L' t-t t irttrt{c?

Bt'/rr1,- F-.rPrrsi tirrn I irrl/
i tt Bnto, C:crlltrs/rri,itl irl

r/r's\/lci/ lrtT Krt/trrts nrti/
Vtltttttt. 1920-28. I lr
l,rrilr/irrS is str// irr Irst'rt/ri/
i s ri slrrkrrrt c,ritttt;l/1' 1r/

i t t t t' n t' Lt r C:t'clt trs /tri,,ik
nt o i L' t'n orc I t i t ( ( t ur(.

Non, 60 vears on, many of the buildirrgs
of the Modem Movement have either
disappeared, changed bevond recognition,
or are in mins. Onh,a handful have been
consen,ed l,vith a vierl,to safeguarding
them for future generations. It is peculia4
hort,ever, that rt,hereas the Modem
Mo'u,emer1t lr,as an intemational
phenomenon, the consen'ation of its
buildings is orrh,done at local levels.rnd
usually on an ad hoc basis.

DoCoMoMo's Role
In order to change this situation, sclme
members of the architecture facultv of the
Eindhoven Universitv of Technology,in the
Netherlands started, one and a half vears
ago, to form an international network of

people interested in earlv twentieth-
centurv architecture and of specialists w.ith
know,ledge of these buildings and the
technology used.

This network is called "the intemational
working party for the Documentation and
Conservation of buildings, sites and
neighbourhoods of the Modern
Movement", in short DoCoMoMo. At the
moment DoCoMoMo has active working
parties in the USSR, F{ungary
Czechoslovakia, the DDR, the CFR, Italv
Spain, Britain, France, Finland,
Switzerland, Belgium and the Netherlands.
The aim of the organisation is to safeguard
buildings of the N{odem Movement for the
future. This n.ill be done bv starting a

debate on w,hv and how these buildings
should be conserved, by acting as a

watchdog, bv stimulating interest and by
excharrging know'ledge and expertise.

1990 Conference
To this effect the first intemational
DoCoMoMo conference r,vill be held from
September 72-151990 in Eindhoven.
The conference is sponsored bv Crittal
Window's Ltd ancl subsidised bv various
national and intenrational bodies. The
respronse to the call for papers has been so

great arrd from such a varietv of Eastem
arrd Western European countries, that it
was decided to use the first conference
mainlv as an introduction platform for as

manv speakers from different countries as

possible. The main items are architectural
h istclrv, technologv, urban conserva tion,
analysis and documentation, policy and
case studies. These topics will be presented
on the second and third day of the
conference. The first dav will be devoted to
debate about the dilemmas concerning
conservation of the Modern Movement.
Irr total 50 papers have been selected for
presentation. Among the speakers are
Peter Palumbo, Sherban Cantacuzino,
Denrris Sharp, Martin Paw,lev and
Catherine Cooke. The Bauhaus has offered
to host the second DoCoMoMo conference
in Dessau in 7992.

Regislratiorr for the conference can be
done at the DoCoMoMo Intemational
Secretariat, Postvak B, P.O. Box 513,

Universitv of Technology, 5600 MB
Eindhoven, The Netherlands.
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THE SEDUCTION
OF STYLE

The Gothic Cathedral

By ChristopherWilson. Lotrdott: Thanrcs and
Hudsott,1989, L20.
Reuieu by lohn lanrcs

In "brisk surveys" such as this, the reader
should be treated gently. The history of
Gothic is complex and the numbers of
buildings that can be mentioned, even in a
general study, run into thousands. Thev
are spread right across Europe. It is an

enorrnously difficult task to wnte such a

book and authors should severely tailor
their knowledge to the most comfortable
fit. Christopher Wilson writes at a gallop
with too many quick-fire references to
buildings that are not central to his
argument. His language is also a shorthand
and when he writes that "Suger (the Abbot
of Saint-Denis in the 1140s) finally decided
to rebuild Pepins nave", he assumes that
we all know that Pepin was an eighth-
cenfury general and accept the convention
that the reference to Pepin is only to give
the nave a date without concluding that

he actually had anything to do with
its erection.

Behind these art-historical conventions
lies a more serious problem: the book
shows little appreciation of the
construction process. Gothic buildings
daily tested the mason's ingenuity and skill
to the utmost. Sfmctural decisions had to
be made with little mathematical
knowledge. Scaffolding had to be held in
place with hand-made hemp ropes. Money
in vast amounts had to be raised from
communities with no banks or govemment
subsidies. Much of the builder's profes-
sional time would have been taken up on
these matters.

Style, which is the major preoccupation
of art historians, only eists within the
technical limitations of the constructional
capacity of the times. Of course, if some

new idea is wanted, the constructional
techniques will probably be found in due
course. But, in the process, the effort
required to find the best technical solution
will influence the next step in the design.

Style is the interaction, in time, between
the dream and the possible. Wilson's
preoccupation with appearance ignores all
of this. For him, style has a life of its own.
The building is an artefact. The trouble
rests with a system of teaching that still
believes that historians of architecture can

be trained in libraries and not on the site.
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As a result, people with little under-
standing of the realities of architecture are
telling us how buildings were designed!
It's like the stewards telling the passengers
how to pilot an airplane,

Buildings that took generations to
complete are assumed to be the work of
"one architect" as if the design produced at
the start would still be acceptable decades
later. We have drawings, such as those
from Strasbourg, to show otherwise, and
Murray's work on Tioyes, Gardner's at
Saint-Denis and my own work on Chartres
all demonstrate that designs were being
constantly updated as work proceeded.
To look on the completed work as the
creation of the first architect ignores the
evidence. The creation of a Gothic building
was a fluid and on-going process.

There are a number of factual problems:
Wilson repeats the old canard that the
Gothic style reflected "the increasingly
effective exercise of royal power". This was
Viollet-le-Duc's beliel and is not borne out
by the evidence. Between 1980 and 1983
I surveyed over 3,500 churches in the north
of France and isolated all those that were
Early Gothic. The uneven distribution of
these churches showed that Gothic was
not a royal creation, but that most of the
crucial inventions that went into the
evolution of Gothic first appeared in the
smaller buildings to the north-east of Paris,
beyond the King's lands, and that these
ideas were not transmitted to the
Ile-de-France until the 1190s.

It cannot be said that "rib vaults were

firmly established in Normandy and
England by about 1100" when the first ribs
appeared only in Durham at that date and
the concept did not reach Normandy for
another two decades. Nor can it be said
that "thrustlines and the resolution of
forces were concepts unknown to medieval
architects" when the careful alignment of
fltr.g buttresses along the direction of
thrust shows otherwise.

It is not easy to produce a good general
survey, and some things have to be
sacrificed if the story is to be made
interesting. In this book the pictures are
excellent, and some, like the aerial shots,
are stunning. It is a good enough book on
the history of style, if you like that sort
of thing. .

THE GLAMOUR
ANDTHE GLORY

Eames Design - The Work of the Office
of Charles and Ray Eames

By l ohtr lrl euhart, Marilyrt lrl euhart and
Rarl Eanrcs, Lottdott, Thames and
Hudsotr,1989, L55
Rettiettr by Manl Barirqnt.

This book is a record - albeit a glamorous
one (l use the Hollywood expression
advisedly)- the first tribute to a
partnership and an office which has
informed more than one generation of
designers and design buffs worldwide.
We need this thorough-going catalogue,
those of us who have always been fans
and those to whom it may all come as a

surprise.
Cenerations of students, with the rise of

Design History studies, have treated the
Eames as historical figures - certainly from
the time of Charles' death in 7978, neatlv at
three score vears and ten in his home town.
Ray Eames lived exactly ten years longel, to
the day, and in that time worked on this
book with John and N{arilyn Neuhart,
long-standing friends and colleagues of
hers and Charles'.

The book puts the record straight.
Charles and Ray Eames ran a design office,
of a sustained quality and integrity seldom
achieved, from 1941 when they settled in
Santa Monica and began experimenting
with their plywood chairs, to 1988 when
the office was dismantled and the process
filmed by Charles'grandson. And they
did it by never standing still, always
being ahead of the game, experimenting
constantly.

As the office Brew they employed the
brightest and best in the Los Angeles basin
and ambitious young designers from many
other places clamoured to work with them.
Also, from the start, they worked with the
most talented of their own generation.
In the early California days there \^ras John
Entenza, owner and editor of. Arts and
Architecttffe magazine, a fellow student of
Charles'at Cranbrook with Eero Saarinen.
The list of students there in 1938 is

impressive. Eliot Noyes, intemationally
known West Coast architect and designeq,

and George Nelson of Herman Miller Inc,
who made and still market Eames
furnifure, became workmates and friends.
Later they collaborated with Buckminster
Fuller and other great pioneers.

\Mhat kind of record is this book? Above
all it is a very thorough catalogue. Every
project, every invention, every commission
is covered in chronological order, each
double-spread beautifully illustrated and
designed with great clarity. A strip at the
top of each page is devoted to concurrent
events in the life of the office, some
illustrated, and a list of everyone working
in the office at the time. The photography
is superb throughout as befits the way the
office worked and its central aim - that
of communication in the truest and
widest sense.

The book will be a revelation, even to
those who knew the Eames and followed
their work from the start. How can we
have forgotten those early films which
made us sit up and gasp with delight, the
toys or the House of Cards our children
loved?

As recognition became worldwide,
commissions for World Fairs and giant
intemational exhibitions absorbed much
of the Eames'time and effort. Their office
expanded with professionals from many
fields. Exciting it must have been, but
almost inevitably a certain essential
concentration seemed to get lost along the
way. The Big Time took over from the
Fun Time. Staggering around one of those
"drop dead" exhibitions of the seventies,
notably the bicentennial World of Franklin
and leffersorl, one was overwhelmed by too
much information (however well
designed)and began to moum such talent
lost in a sea of Big Brother propaganda.
But, fear not, fun and delight was there all
the time in the films made alongside the
blockbuster govemment work. The Eames
spirit always came through .

It is all here in this spectacular
publication which will be in every design
office library and on the bookshelves of
everyone who cares about design in the
tw,entieth century. Undeniably the Eames
occupy a commanding position in our time
and place.



COMPETITIONS:
AGOODIDEA?
PierreVago argues that the modern proliferation of international competitions
can only benefit the profession proaided prlper guidelines are followed.

Competitions for artists and particularly
for architects are not a modern innovation.
Th.y were already a commonplace event
in Ancient Greece in which the most
famous architects took part. We know for
example, that in a competition held in
435 AD Pheidias was beaten by
Polukleitos.

Detailed accounts by Vasari make it
possible for us to appreciate the difficulties
involved in choosing one of the best
Florentine architects to construct the dome
of Santa Maria del Fiore. Eventually, the
final decision went in favour of
Brunelleschi. The Place de la Concorde in
Paris is the result of a competition between
such architects as Blondel, Boffrand,
Servandoni and Ange-facques Gabriel,
the winner.

Over the last hundred years or so, the
number of architectural competitions has
increased and in many countries they have
become more or less standardised.
Anonymity has become more widespread,
despite the fact that the ruling on this has
often been held up to ridicule.
International competitions have also
increased in number, particularly for major
architectural projects. Disputes either
during or after these contests have become
more frequent, and some have had
far-reaching repercussions. The most
famous of these was the scandal created by
Le Corbusier following the competition for
the Palais des Nations in Geneva. The true
story of this has never been told.

Even before the second world wa4 an
organisation accountable to the League of
Nations, a kind of forerunner of UNESCO
undertook to carry out a study for the
standardisation of intemational
competitions. At the time I was a young
architect and had the unique oppor,tunity
of participating in the work of the group of
experts commissioned to prepare it.

Therefore, when the UIA (Intemational
Union of Architects) came into being,
I initiated the discussions which lead to the
drafting of a text which was approved by
all national professional organisations and
adopted by the General Conference of
UNESCO held in New Delhi. It is this text
which, with a few slight amendments, is

st'rll in use today and which has brought a
degree of order to an area which had
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previously lacked any form of
organisation. Howeveq, given the
considerable increase in the number of
competitions, the UIA finds it difficult to
enforce this sensitive area of control.
A large number of competitions are

launched which do not observe the rules,

show a total disregard for the opinion
of the UIA and do not attempt to consult or
inform it.

This increase in the number of
competitions has provoked a hostile
reaction from one sector of the profession
and the question once again arises, as it did
half a century ago, as to ther value.

I find it hard to accept the far too
matter-of-fact point of view of those who
condemn competitions because they
apparently "impoverishes the profession".
It is perfectly obvious that when a hundred
or so architects work on the same project,
they make a personal effort and incur costs

which, when taken overall, are out of all
proportion with the amount of prize
money offered by the promoters. It is
equally obvious that the object of some
competitions does not justify involving a

large number of architects, and it cannot be
denied that others are launched to serve
the publicity interests of the promoter
rather than produce work of outstanding
architectural quality. But the competitors
know all this, and nobody forces them to
enter a competition if they consider the
subject or the cond.itions unsuitable.

So what makes so many architects take

part in a competition when they are

perfectly well aware of their chances,
mathematically speaking, of obtaining the
commission oL in the case of a paper
competition, a pize?

For young architects and those who are

either unknown or not sufficiently
well-known, it is perhaps their only
opportunity of gaining publicity and
perhaps even obtaining a commission.
This alone is a good enough reason for
encouraging a large number of
competitions, not only for major
architectural projects, but also competitions
which are more generally accessible,
because for many architects they provide a
unique opportunity. tt is unlikely that the
famous architects would compete in a
"small" competition, while limiting

competitions to projects "of intemational
prestige" would be to the disadvantage of
young architects as well as to all those (and
they are many) who have talent and ideas
but lack the connections and sense of
publicity. This may mean ensuring that
competitors are not required to carrv out
an unnecessarily excessive amount of
practical work.

The principle and the advantages of the
"brg" competitrons, are generally accepted.

lt is, hor.t eve4 important to ensure that the
conditions necessary to ensure their success

are observed, ie a well prepared
programme, reasonable deadlines, the
documents required from competitors
limited to a number which will enable
judges to come to a decision based on a
full knorvledge of the facts, attractive
prtzes, the guarantee, where buildings are

concemed, that they will be constmcted
and, in all cases, a public exhibition and a
widely distnbuted publication of all
projects submitted.

Apart from providing competitors with
the opportunity of winning and receiving
pnze money that will, at best, cover only
part of their costs, competitions have a dual
purpose. Firstly, there is the desire of all
competitors to express thentselues, and the
satisfaction of having done so. There is
also a desire to compare theruselaes. It is
important for architecture, the profession
and its younger members not to
underestimate the educational value
of competitions.

All this has often been said and it is for
this reason that, in spite of the protests of
those who would like to limit the number
of competitions, they will continue to exist,
for both "big" and "small" projects and, it is
to be hoped, as widely accessible as

possible. It is annoying that so manv
opportunities are offered to the same
fashionable architects who, precisely
because they are fashionable, do not need
them. All too often the same names recu(,
as if among the million architects in the
world, only 25 or 30 are capable of
designing an interesting building.

Also, the often disappointing results
provide conclusive proof that imagination,
intelligence and quality are not the
prerogative of a small pseudo-elite
promoted by the media, more often as a

result of their sense of public relations
than their creative talent.

Some people agree with the idea of
competitions, but question the
intemational dimension. Here, too, we
should allow circumstances to dictate the
degree of parhcipation. It is hard to imagine
that an American architect would compete
for the construction of a school or small
church in Germany or Africa. But there is
surelv no reason whv a voung Austrian
architect should not want to build in
Switzerland or Holland, or a Moroccan
architect on the Ivory Coast. \ahy should
the twenty-first century be any more
"protectionist" than a past which allowed
Guglielmo di Volpiano to construct the
Abbev of St. Benigne in Dijon, Geoffrov de

Noyers to build Lincoln Cathedral and
Guillaume de Sens to become the creator of
Canterburv Cathedral, Villard de Honecort
to work in Hungary Domenico di Cortona
to build the Hotel de Ville in Paris, Juvara
to work in Madrid, Etienne de Bonneuil in
Uppsala and Rastrelli and Le Blond in
Russia. And, more recently, a Dane, an
Anglo-ltalian, a Chinese American, a

Catalan, a Brazilian and a Japanese to
build in Paris?

lnstead of wanting to define limits and
raise barriers, we should be striving to
create a situation which will make it
pr-rssible to ensure the success of these very
valuable competitions. And firstlv we
should avoid asking for practical work
w,hich in90% of cases proves to be a waste
of time. From this arises, among other
things, the advantage of holding
competitions in two stages. It is also
important to ensure that the panel of
judges, which should consist of a small
number of competent and conscientious
personalities, is carefully selected. Finally,
it is essential that the verdict of the panel,
which bv definition should have the
confidence of the promoter who selected it
and the competitors who acknowledged it,
should be respected. 

--
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The Development of a
Lighting ldea.

Wlrcn Tetrax rs unwrilppecl,
a stylrslr lrc;htrng corrcept
rs revealecl, alttrough, teclr-
r rrc,rlly sDt-.rKr r;, Tctr;r\ is

srnrlrly track on legs
So therelore, lrght rray

l.re rrrtrodrrr;cd wlretcver rt rs

te, lrrtp(l At e,xlrrlrrtiOtts, ttl

toyers, on sales and clrsplay
stands, rn studtos, shop
wrnclows, qallerres or at fash
ron shows. ln s;ucIr places,
tl-rc real versatrlrty of Tetrax
rs soorr revealecl.

It can be eclurplreci wrth
alnrosl evcry spotlrclht rn

the ERCO range ancl be
acllurstccl uJr tc, a her-r.;ht of
2.8 nr ancl can therefore
provrcie thr; rrglht lrgtrt rn
thr; rrclht lrlace: All that rs

reclurred rs a socket
As I.rr,is s;riety rs corr

cernecl, Ti:trax rs extrr,:rnely
stairle Unlrke norrnal trr
pods, rl stancls on for.tr lr;gs,
arr lrclvantage especrally
in;iren carryrn(l heavy spot
lrghts ancl extencled to rts
fr-rll lrerght

Howev,rr, T,rtrax ts ttc.,I

srrnply very nrobrle, rt rs alscr

extr ernely attractrve After
all, lrke nrany otlrer proriucts
rn tlre t RCO rdnUe. rt was
clesrqneci by Marro Bcllrni,
yet another roason to mitke
use of thc rlirny possrlrrlr-
tres offercd l;y clrrectronal
lrghtrnc,l

ERCO
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It's not only floors th at
WE COVET,

As vou'd e.\pect lrom the largest contract

furnishing c0mpanv in the countr\'. $'e n0t

onll offer over tu'o hundred difli,rent stvles

of floor covering.

^\lthough this uould be one good reason

f,rr eln[llt,r ing our erllertise.

We also offer a ranqe of' services. u hether

it be to supplv a complete olf ice sr,stenr or

a single chair. space planning or safetl

adlicr'. thal puts us in a unrque llosition to

provide more individual f'urnishing solutions.

It also put-s vou in a more lalourahle

positiun to nt,guliatc Jlritt,on a r-rne-lo-one

basis. As a result \'0u can be sure ol the

highest standards. uith u'all to uall value

[or m.oner.

trlore ol'everi'thing r,ou need. a l'ull range

oi serrices antl over tuo thousand products

nav be the alternative lou're looking firr.

In u'hich case. call us on l)il'922 2{{9

and u'e'll furnish vou u'ith all tht details.

'l' (' s
CONTRACT

FURNISHING

I.'LI RNISH IN(; S0I,I'TIONS
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Reliabil ity, qual a total serviceity -and

ESCALATORS FROM APV
APV, the only UK based supplier of public service escalators, offers passenger transport
system operators a complete service design, manufacture. installation and system care.
APV will accept full responsibility for the operational availability of its installations.

APV escalators are rugged: they have a proven record of better than 98% availability in the
busiest situatrons

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

With achoiceof three models in theAPV range, rises upto30m areoffered, with achoice
to suit differing traffic situations and environments.

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

Get in touch today. APV, the new force in escalator eng ineering

APV Baker
Escalator Divisron, Westfield Road, Peterborough PE3 6T4 England
Tel 0733 262000 Fax 0733 263570 Telex 32311
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APV Baker
ATS Technologies Ltd
Broderick
Canobbio SpA
Crown Suppliers, The
Eckelt Glass
Erco Lighting Ltd
Eternit
Firsteel Metal Products Ltd
Floor Gres
Focchi SpA
GTE Sylvania SA
Georgia Fountain Co
Hans Schmidlin (UK) Ltd
John Boyd Textiles Ltd
Mamoli
Maples International
Messe Dusseldorf/Glas Tec
Metal & Glass Design Ltd
MBMGmbH
Nixalite of America
O&KRolltreppenGmbH
PAI{Brasilia
Pillar Naco (SRL)
Pittsburgh Corning Corp
SIV
Stacker Mobili
Storwal International
Structal (UK) Ltd
Trilux Lighting Ltd
Turath Ltd
VCRInternationalSRL
Vitral UK Ltd
Wilkhahn
Zarges Leichtbau GmbH
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EVERY PICTURE TELLS A STORY

a You need a CAD that is developed from a True 3D Platform.

a You need an easy-to-learn English-based CAD.

O You need a PC-GAD with workstation capabilities.

O You would prefer to have different Series to suit your
requirements & budget.

a A same Data & Command Structure for the different Series.

a A CAD with an integrated Control & Database Management-

a A CAD with Data Exchange Utilities for other CADs.

a A CAD with an Open Architecture System for 3rd-Pafi links.

a A CAD with Device lndependent lnterface.

a You need a CAD that runs on both MS-DOS and UNIX OS.

a You need SUPERVISIOJ,IS'", an integrated 2D & True 3D
Design, Modelling & Draughting system that links to CAE
Software for Finite Element and Structural Analysis !ike:-

a FEHVISIOilS'" - Finite Element Stress & Structural Analysis.

o ATSStructE'" - structural Analysis & Design (ss arro a Act 318.)

FOR USER, DEALER & EDUCATION

ENQUIRIES, PLEASE CONTACT :
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